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ADSstract

The Choral Works of Hamish MacCunn

Abstract

Hamish MacCunn, born in Greenock in 1868, began composing at an early age
and continued to do so until his premature death in 1916. Although the greater part of
his oeuvre was written for voices — solo with piano accompaniment, part-songs,
cantatas, choral ballads, and operas — today his fame depends largely on one work, the
concert overture The Land of the Mountain and the Flood (1887). Since MacCunn’s
engagement with choral music spanned his entire compositional life, it is this genre
which offers the best opportunity to survey his music and to observe his creative

development.

The pﬁrpose of this study is to examine MacCunn’s choral works, and to
consider what they reveal about MacCunn as a composer, as a person, and as a Scot.
The opening chapter provides a brief biography of MacCunn, much of it constructed
from primary sources, followed by an overview of the background to choral music in
mid- to late-nineteenth-century England and Scotland. Succeeding chapters deal with
MacCunn’s choral works using a genre-based approach, and examine the genesis of
each work, the choice of text, first performance and reception and give a detailed
commentary on the techniques employed by MacCunn to illustrate and elaborate his
text. The final chapter addresses the issue of MacCunn’s identity as a composer within

the context of the late nineteenth and early twentieth centuries.



Abstract

Appendix 1 gives the full texts of the choral works. Appendix 2 lists all traced
performances to date of MacCunn’s choral works and thus offers an indication of their
uptake and performance. Two versions of a selective worklist are provided in

Appendix 3, the first arranged by genre, the second in a chronological listing.
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Introduction

The subject of this thesis, ‘The Choral Works of Hamish MacCunn’, was chosen
for a variety of reasons, the most important being that nineteenth-century choral music
as a genre and MacCunn as a composer have been largely neglected by musicologists. A
second, more personal reason was the author’s life-long involvement as a performer of
choral music. The fact that the MacCunn Collection is housed in the Special Collections
Department of Glasgow University Library and allowed ready access to primary sources

was an added bonus.

Hamish MacCunn’s reputation today depends on the concert overture 7he Land
of the Mountain and the Flood, as the use of its second subject for the theme tune of the
popular 1970s BBC television series Sutherland’s Law brought it to the attention of an
unusually wide public.! It is not generally appreciated that the greater part of
MacCunn’s oeuvre was written for voices — solo with piano accompaniment, part-songs,
cantatas, choral ballads, operas — and that in his lifetime, with the exception of his opera
Jeanie Deans, his greatest successes were his choral works. He noted in his
autobiography that his earliest choral work was an oratorio started at the age of twelve.
Since MacCunn continued to write choral works throughout his life, they, as a corpus,
offer the opportunity to examine his compositional technique and his aesthetic outlook

from youth to maturity, and to consider the implications of his choice of his texts.

A review of the literature reveals few in-depth studies of MacCunn. He has
entries in standard reference works e.g. Grove’s Dictionary of Music and Musicians’,
the Dictionary of National Biography* and the Oxford DNB. Entries in foreign
reference works — Die Musik in Geschichte und Gegenwart® and MGG 2.’ Enciclopedia

! Sutherland’s Law ran from 1973 to 1976 and starred Jain Cuthbertson as the Procurator Fiscal of
‘Glendoran’, a small Scottish town.

2 The autobiography was written in an extended letter from MacCunn to Janey Drysdale. (Hamish
MacCunn to Janey Drysdale, 29 Dec 1913, GUL MS Farmer 264). The text was subsequently edited by
her and published as ‘Scottish Composers: Hamish MacCunn’ Dunedin Magazine 2, 1914, 64-78.

* Grove 2 and all subsequent editions.

* Claude Aveling ‘MacCunn, Hamish (James)’ DNB 1912—1921, 352-353.

5 Jan Smaczny, ‘MacCunn, Hamish’ Oxford DNB 2 ed. 35, 188—189.

¢ Henry George Farmer ‘MacCunn, Hamish’ MGG 1960, 8, cols 1378-9.

7 Jane Mallinson ‘MacCunn, Hamish’ MGG 2 Personenteil 11, cols 696—697.

12



della musica® and Encyclopédie de la musique® show that to some extent his existence is

acknowledged beyond the shores of the United Kingdom.

In his lifetime, MacCunn was the subject of a number of short articles, mainly of
a factual, biographical nature, in periodicals, magazines and newspapers, the most
famous being his interview with George Bernard Shaw.'® His autobiography, edited by
Janey Drysdale, sister of the composer Learmont Drysdale, appeared in the Dunedin
Magazine in 1914.'! An obituary in Musical Opinion by Edmondstoune Duncan, a
contemporary at the Royal College of Music, gives the most detailed contemporary
account of MacCunn as a composer and as a person, and is accompanied by a work

list.!

Following MacCunn’s death in 1916, very little of substance was written about
him. A.M. Henderson’s Musical Memories (1938) presents already available
biographical details to which is added a very personal account of his dealings with
MacCunn,"® while a mainly biographical article published in the Scottish periodical
Outlook in 1937 laments the recent neglect of MacCunn’s works."* An increase in
interest in Scottish music in the post-war period was marked by the publication of three
monographs devoted to its history. Two are of the ‘slim volume’ variety and thus are
unable to give much space to the assessment of individual composers.'> The third,
Henry George Farmer’s 4 History of Music in Scotland (1947), is a seminal work, in
that it was the first attempt to give a comprehensive account of Scottish music from
earliest days to the end of the nineteenth century.'® In it, several pages are devoted to
MacCunn but Farmer stops short of offering his own critical assessment, relying on

quotations from the press to convince the reader of MacCunn’s abilities.

¥ Claudio Sartori (ed) Enciclopedia della musica 4 vols. Milan: Ricordi, 196364, 3, 59.
° Frangois Michel (ed) Encyclopédie de la musique 3 vols. Paris: Fasquelle, 1958, 3, 121.
1% George Bernard Shaw ‘Lions of the Season: Hamish MacCunn’ The Star 7 May 1889 reprinted in
Shaw’s Music: the Complete Musical Criticism edited by Dan H. Laurence. 3 vols. London: Bodley Head,
c1981, 1, 621-624.
' [Janey Drysdale] ‘Scottish Composers: Hamish MacCunn’ Dunedin Magazine 2: 1914, 64—78. This has
been the main source of biographical material for most subsequent studies.
> Edmondstoune Duncan ‘Hamish MacCunn: 1868-1916 — an Appreciation’ Musical Opinion and
Musical Trade Review 39, 759-761.
13 Archibald Martin Henderson Musical Memories London: Grant Educational, 1938, 65-72.
" David Mackie ‘Hamish MacCunn’ Qutlook 1, 1937, 70-84.
15 Kenneth Elliott and Frederick Rimmer 4 History of Scottish Music London: BBC, 1973; Cedric Thorpe
Davie Scotland’s Music Edinburgh: Blackwood, 1980.
' Henry George Farmer A History of Music in Scotland London: Hinrichsen, 1947, 519-521.

13



Since 1990 there has been a further revival of interest in Scottish music in
general. The remit of John Purser’s Scotland’s Music (1992), based on a series of radio
broadcasts, is too broad to permit coverage or analysis of topics in depth. Three
columns are devoted to MacCunn but none of his choral works is mentioned.'” Stuart
Scott’s Hamish MacCunn 1868—1916: a Short Biographical Sketch (2002), a distillation
of biographical details from readily accessible sources, contains several inaccuracies
and does not add to existing knowledge.'® David Burkett’s article is in similar vein,
although it does contain some information about more recent performances of

MacCunn’s works. '’

Recently two doctoral dissertations have addressed aspects of MacCunn’s
music. The first, by Jennifer Oates, is devoted to a study of the opera Jeanie Deans and
its fusion of Scottish traditional music with that of Western European art music.?’ More
recently Alasdair Jamieson’s thesis ‘The Music of Hamish MacCunn (1868-1916): a
Critical Study’ has been accepted by Durham University.”! These two researchers have
also contributed scholarly articles on various aspects of MacCunn.?? With the exception
of the work of Oates and Jamieson, all of the above mentioned are derived from Janey
Drysdale’s edited version of MacCunn’s 1914 autobiography” and make little or no

mention of his choral works.

MacCunn’s most famous work, The Land of the Mountain and the Flood, was
first recorded in 1968%* and is currently available on several CDs. The proliferation of
recordings of his best-known piece and the corresponding neglect of others tends to

confirm the impression that he wrote nothing else of substance. Only one short extract

17 John Purser Scotland’s Music Edinburgh: Mainstream, 1992, 222-223.

'® Stuart Scott Hamish MacCunn 1868—1916: a Short Biographical Sketch Sale: The Author, 2002.

' David Burkett ‘Hamish MacCunn — 1868-1916° British Music Society News 105, March 2005, 262—
266.

% Jennifer Lynn Oates ‘Opera Tradition and Scottish Nationalism: Hamish MacCunn’s Jeanie Deans
(1894)’ Unpublished doctoral thesis, Florida State University School of Music, 2001.

21 Alasdair Jamieson ‘The Music of Hamish MacCunn (1868-1916): a Critical Study’ Unpublished
doctoral thesis, University of Durham, 2006. This thesis has not been available to the present author.

2 Alasdair Jamieson ‘Hamish MacCunn as Conductor’ British Musical Theatre of the Victorian and
Edwardian Eras no. 3 Spring 2004, 23-27; ‘MacCunn revisited’ British Music Society News 106, June
2005, 337-338; Jennifer Lynn Oates ‘The Making of Scottish National Opera: Hamish MacCunn’s Jeanie
Deans’, Opera Journal 35, 2002, 3-28; ‘Hamish MacCunn: a Scottish National Composer?’ in Rachel
Cowgill and Julian Rushton (eds) Europe, Empire, and Spectacle in Nineteenth-Century British Music
Aldershot: Ashgate, 2006, 145-157.

2 [Janey Drysdale] ‘Scottish Composers: Hamish MacCunn’ Dunedin Magazine 2: 1914, 64-78.

** Music of the Four Countries Scottish National Orchestra, conducted by Alexander Gibson. EMI
ASD2400, 1968.

14



of a choral work, the finale of The Lay of the Last Minstrel has been recorded,” and the
lack of opportunity to listen to MacCunn’s choral works in an age of instantly available

music compounds the lack of awareness of this aspect of his compositional output.

Published studies of nineteenth-century choral music have tended to concentrate
on countries other than Great Britain, and thus information on this genre in late
nineteenth-century Britain is limited. In Parry’s brief article on the cantata in the first
edition of Grove, mention of British choral music is confined to a mere three words
‘Bennett’s May Queen’*® Early studies of English music which attempted to cover a
large time-span e.g. Walker,”’ devote little or no space to what was considered to be an
inferior genre. Other accounts, while offering greater depth, concentrate on oratorio,
thus excluding all secular works.?® Percy Scholes’s review of a century of choral music,
although entitled ‘The Century of Oratorio’, does give some attention to secular works
and provides a useful, if superficial, overview of the topic.?’ More recently, Burrows’s
article contributes good background information on the position of choral music, in
particular the Victorian mania for performances on a grand scale.’® The most useful
general article, spanning the period from Crotch to Delius, is that by Nigel Burton, but

limitations of space do not permit the treatment of the topic in depth.’!

The above review of the literature demonstrates the dearth of readily available
publications devoted to MacCunn and the lack of in-depth analyses of English/ British

choral music in the mid to late nineteenth-century.

This study begins with a brief biography of MacCunn, constructed where
possible from primary sources. The biography is an essential component of the study,
because MacCunn’s early life and upbringing have an important bearing on his outlook

as an adult and on his choice of musical and literary stimuli; and his experience as a

% Hamish MacCunn: The Land of the Mountain and the Flood Hyperion CDA66815, 1995. Other works
included are The Dowie Dens o' Yarrow, The Ship o' the Fiend and extracts from Jeanie Deans.

26 C. Hubert H. Parry ‘Cantata’ in Grove 1, 1, 305.

%" Ernest Walker The History of English Music Oxford, Clarendon P, 1907.

* For example, Amold Schering Geschichte des Oratoriums Kleine Handbiicher der Musikgeschichte
nach Gattungen. Leipzig: Breitkopf & Hirtel, 1911.

% Percy A. Scholes ‘The Century of Oratorio’ MOM 1, 65-142.

% Donald Burrows “Victorian England: an Age of Expansion’ in The Late Romantic Era: From the Mid-
19th Century to World War edited by Jim Samson. Man and Music. Basingstoke: Macmillan, 1991, 266—
294,

3! Nigel Burton ‘Oratorios and Cantatas’ in Music in Britain: the Romantic Age Athlone History of Music
in Britain, 5. London: Athlone Press, 214-241.
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practising conductor and musician has an evident bearing on his compositional
activities. The biography is followed by an examination of the background to choral
music in nineteenth-century Britain, with separate sections devoted to England and
Scotland. The rise in popularity of choral singing is explained, and discussed with
reference to the prevailing social attitudes of Victorian Britain. MacCunn’s choral
output is placed in context, and the reasons why he, like so many nineteenth-century

composers, favoured this genre, are examined.

The central part of the study consists of a detailed examination of MacCunn’s
choral works. A genre-based approach (cantatas, choral ballads, occasional music) was
chosen in preference to a chronological account, as it brings together similar works and
permits easy comparison. For each work, a thorough account is provided of its
commission and/ or genesis, the choice of text and librettist, location of manuscripts and
source materials, first performance and reception. There is also a detailed commentary
which examines the techniques used by MacCunn to illustrate and elaborate his text,
and which assesses to what extent they were artistically successful. The approach
adopted for each commentary is mainly analytical, but a sequential approach was
chosen for the shortest works — Psalm VIII and Livingstone the Pilgrim — and for those
works where the narrative strongly influenced the musical treatment — The Lay of the
Last Minstrel, The Cameronian's Dream, The Jolly Goshawk, and The Death of Parcy
Reed.

The final part of the study addresses the difficult question of MacCunn’s
identity. The influences which shaped him are discussed, as are the opinions held about
him by his contemporaries and by later commentators. Consideration is given to the
terms ‘Scottish composer’ and ‘national composer’, how they have been applied to
MacCunn, and his position in relation to other composers associated with the label

‘national’ e.g. Grieg, Smetana, Dvotdk, Sibelius and Elgar.

The conclusion examines how MacCunn’s choral works, which span the years
1883—-1914, provide a record of his compositional evolution. Techniques and influences

are summarised and a final assessment of MacCunn is offered.

Three appendices complement the main body of the work. The first provides the

full text of all MacCunn’s choral works, giving the reader access to the libretto in its
16



entirety. This is particularly useful when an analytical, rather than a sequential approach
has been adopted in the discussion of a work. Appendix 2 lists all traced performances
of MacCunn’s choral works. Compiled from exhaustive searches of electronic and paper
sources, it permits the reader to trace the uptake of each work, to see how long each
work remained in the repertoire and to appreciate the geographic spread of
performances. Appendix 3 consists of two selective lists of MacCunn’s works. The first,
arranged by genre, shows at a glance the extent of MacCunn’s choral writing; the
second, arranged chronologically, allows the choral works to be seen in the context of

MacCunn’s compositional output.
MacCunn’s choral works are today largely unknown. This study acknowledges

their importance by offering the first detailed assessment of each, based on an

examination of all relevant literary and musical materials.

17



Chapter 1

Hamish MacCunn: a Short Biography

On 22 March 1868 at 15 Forsyth Street,! Greenock in Scotland, twin sons were
born to James MacCunn and his wife Barbara.? One twin, William, was to die six
months later, but his brother James, who in early adulthood adopted the name ‘Hamish’
to avoid confusion with his father,? outlived his brother by nearly 48 years and was to

become one of the best-known British composers of his time.

There are few surviving primary documents which allow the reconstruction of
Hamish MacCunn’s life, for he kept no diary, or if he did, it has not been traced. The
principal source of information is a brief autobiography written in 1913 at the request of
Janey Drysdale, sister of the composer Learmont Drysdale, for publication in the
Dunedin Magazine.* To this may be added his surviving letters held in various libraries,
together with letters to him and references in the correspondence of other people.
Secondary material includes articles in newspapers, and features and reviews in the
music press. Information about personal dates and residences has been obtained from
Parish Records, Statutory Records and Census Records, or gleaned from

correspondence.

Greenock is situated on the banks of the River Clyde some 20 miles downstream
from Glasgow. According to the article in the Ordnance Gazetteer of Scotland
Greenock in the nineteenth century was the fifth town in Scotland. It was a thriving port
and major centre for heavy engineering, shipbuilding and its associated industries such
as sail and rope making. It was also Scotland’s ‘sugar capital’ with more than ten
refineries.’ The article also points out that there was a thriving cultural life in the
community, with several libraries, a philharmonic society, an agricultural society, a

society for promoting Christian knowledge and two arts societies. The town had two

! Now number 11.

2 SRI Statutory Births 564/03 0333 (James), 564/03 0334 (William).

* A Gaelic form of ‘James’.

* Hamish MacCunn to Janey Drysdale, 29 Dec 1913, GUL MS Farmer 264. The text was edited by Janey
and published as ‘Scottish Composers: Hamish MacCunn’ Dunedin Magazine 2, 1914, 64-78.

® Francis H. Groome (ed) Ordnance Gazetteer of Scotland: a Survey of Scottish Topography, Statistical,
Biographical and Historical Edinburgh: Jack, 1883, 3, 219.
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Illustration 1- Photograph of Hamish MacCunn, date unknown

M

Illustration 2 - Photograph of Hamish MacCunn, 1914
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Illustration 3 - Portrait of Hamish MacCunn by John Pettie, 1886

Ilustration 4 - Head of Hamish MacCunn by D.W. Stevenson, 1889
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newspapers, the Greenock Advertiser and the Greenock Herald, both published twice

weekly.

Greenock’s most famous son is the engineer James Watt (1736-1819), who
improved the steam engine. Other notable Greenockians are the musicians William
Wallace (1860-1949) and Allan Macbeth (1856-1910) who became first principal of
the Glasgow Athenacum School of Music in 1892, the artists Patrick Downie (1854—
1945), and James Herbert McNair (1868—1965), one of the group of artists known as
“The Glasgow Four’,® and several minor poets including Jean Adam (1704-65), John
Wilson (1720-1789), Joseph Hyslop (1798-1827) and Alan Park Paton (1818-1905),

the town’s librarian and nephew of the composer John Park.

It was in this flourishing commercial and cultured community that MacCunn’s
parents, both of whom came from well established and highly regarded Greenock
families, were raised. His father James (1840-1918) and his grandfather John (1802—-
1873) were successful ship owners whose company was engaged in the China tea trade.
The company’s vessels included the King Arthur, the Guinevere, and the Sir Lancelot,
custom-built by Robert Steele & Company of Glasgow, which held the record for the

fastest passage from Foochow to the Lizard.’

As well as being a businessman who was knowledgeable about the design and
construction of boats, James MacCunn was enthusiastic about the arts, in particular
music and literature. He would almost certainly have maintained an extensive library of
books and music, and have subscribed to a selection of periodicals e.g. Scots Magazine,
Quarterly Review, Spectator, Quiz, Bailie and the Musical Times. He is known to have
corresponded with the poet Tennyson as to whether the correct spelling was ‘Lancelot’
or Launcelot’.® He provided the libretti for four of Hamish’s choral works — The Moss
Rose, Bonny Kilmeny, The Lay of the Last Minstrel and Queen Hynde of Caledon — and
wrote the lyrics for some of his songs. His creativity extended to painting, sculpting and

inventing and there are two patents in his name.” His youngest brother John (1846

® The better-known members were Charles Rennie Mackintosh, Margaret Macdonald and Frances
Macdonald.

" David R. MacGregor Fast Sailing Ships: Their Design and Construction Lymington: Nautical
Publishing, 1973, 256, 266.

¥ Basil Lubbock The China Clippers Glasgow: Brown, 1914, 215. Sir Lancelot was the name of one of
the MacCunn Company’s sailing clippers.

® James MacCunn An Improved Binding Clip, Clasp, or Holder for Periodicals, Manuscripts, Patterns
and The Like. United Kingdom patent application 358, A.D 1891; James MacCunn 4 Contrivance or
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1929) had a distinguished academic career, ultimately as Professor of Philosophy at

Liverpool University.

Barbara Neill, MacCunn’s mother, born in 1846, was one of the six children of
John Neill and Catherine Isabella Dempster. The Neill and Dempster families owned
one of the many sugar refineries in Greenock and the dynastic marriage of the partners’
children would have served to strengthen the business. In about 1863 John Neill junior,
John and Catherine’s first son, became a partner in the business which became Neill,
Dempster and Neill. Barbara, who according to Hamish had been a pupil of William
Sterndale Bennett, was ‘an extremely able amateur pianist and she also sang
charmingly. She seemed to know instinctively the more secret meanings of the beautiful

in music’.'

James MacCunn and Barbara Neill were married in Greenock in 1865. They had
nine children, of whom six (five sons and one daughter)'’ survived to adulthood. The
family led a comfortable life in the town’s West End, living first at 15 Forsyth Street
(Illustration 5), then at 60 Esplanade. In 1873 John MacCunn died. Four years later his
widow Mary moved to live with her unmarried son Andrew in Rothesay on the Isle of
Bute, allowing the next generation of MacCunns, James and family, to move into the
family residence ‘Thornhill’ (Illustration 6), a substantial stone villa at 37 Ardgowan
Street. A good indication of the comfortable lifestyle in which MacCunn was raised is
the fact that the 1881 Census indicates that the household was served by a staff of five

(two nurses, a governess, a cook and a housemaid).'

Family background
Every encouragement was given to the development of MacCunn’s musical
talent. As he said in later life, ‘I was always in the most sympathetic musical

atmosphere as a child, & [...] I had an unusually advantageous beginning’."?

Apparatus for Facilitating the Insertion and Removal of Studs, Buttons, Sleeve Links and Other Articles
Into and From Button or Other Holes in Starched Materials. United Kingdom patent application 13,263
A.D. 1901.

' Hamish MacCunn to Janey Drysdale, 29 Dec 1913, GUL MS Farmer 264, 3. A possible allusion to
Eduard Hanslick’s Vom Musikalisch-Schénen Vienna, 1854, first published in English in 1891. As there
is no record of a Barbara Neill at the Royal Academy of Music where Sterndale Bennett was a professor,
it must be assumed that she studied privately with him.

' John (1886-1909), James (Hamish), George (1873—1941), Agnes (1875-1962), Robert (1876-1938),
Andrew (1881-1966).

> 1881 Census GRO 564-3/33/16.

“GUL MS Farmer 264, 3.
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Illustration 5 — MacCunn’s birthplace, 11 (formerly 15) Forsyth Street, Greenock

':;!.
3

s

Illustration 6 — ‘Thornhill’, the MacCunn family home in Greenock
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Letters written in the early 1890s by MacCunn’s younger brother, Andrew, to his cousin
Barbara Dempster in Edinburgh, reveal the extent of parental support given to the
children of the MacCunn household in relation to music. In 1890, aged just nine,
Andrew wrote, ‘I am having an easy time of it just now. I only have to do an hours
practise [sic] every morning.’'* Another letter reveals that ‘Aggie and Miss Thallon
took Tanmhcuser and several duets to be bound’.’> A few years later he wrote of the
Easter anthem which he [Andrew] had written for his cousin’s church choir ‘The copy I
send you is in my own writing but Papa copied the lithographic copy, as he is a much

plainer printer.”'® A week later he wrote:

Last night Papa and I went to Henschel’s last concert, and I liked it very much. This is the first
time I have been to one of Henschel’s, and I think I like his orchestra better than Manns’ as regards

good playing, but I don’t like him so much, as a conductor, as old Manns."”

The concert to which Andrew was referring took place in the Edinburgh Music Hall and
the programme included Wagner’s Prelude to Lohengrin, a Slavonic Dance by Dvofék,
and Schumann’s Fourth Symphony.'® However, what probably induced MacCunn
senior to make the journey with his son from Greenock to Edinburgh was the first
Edinburgh performance of Learmont Drysdale’s award-winning overture Tam o’
Shanter.”® The fact that Andrew makes no comment on the distance indicates it was not

an unusual event to attend concerts outside their home area of Greenock.2’

Similarly, when Hamish was only eight years old, his father took him to
Sydenham?®' where they went to the Crystal Palace every day for a whole season to hear

' Andrew MacCunn to Barbara Dempster, 21 May 1890, NLS Acc. 6792.

> Andrew MacCunn to Barbara Dempster, 13 Apr 1890, NLS Acc. 6792. Aggie was Andrew’s older
sister Agnes; Miss Thallon was the family governess.

1 Andrew MacCunn to Barbara Dempster, 22 Feb 1894, NLS Acc. 6792.

7 Andrew MacCunn to Barbara Dempster, 28 Feb 1894, NLS Acc. 6792. August Manns (1825-1907),
German conductor who was musical director of the Crystal Palace and did much to encourage
contemporary British music.

18 <Orchestral Concert in the Music Hall’ Scotsman 27 Feb 1894, 5.

' Tam o’ Shanter was awarded first prize in the Glasgow Society of Musicians’ competition of 1891 and
received its first performance in Glasgow on 27 Jan 1891.

 Andrew also became a successful composer and conductor. In 1904 he emigrated to Australia where he
worked for many years for J.C. Williamson’s theatres as conductor, musical director and orchestral
manager.

% Census evidence suggests that visits to London were not unusual for the family. In 1871 James and
Barbara were living (as opposed to visiting) at 10 Rothwell Street, Marylebone with their young sons
John and James (Hamish) and one domestic servant. PRO RG/10/237 folio 28 page 47.
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August Manns conduct the Crystal Palace Orchestra.”> Exposure to such high quality
orchestral playing at such a young age can only have had a very positive effect on the
young Hamish. In later life MacCunn publicly acknowledged ‘the inestimable benefit
he owed to the enthusiastic support of his father’.>® A less public acknowledgement of
his mother Barbara came with the dedication on the full score of his opera Jeanie

Deans: ‘1 dedicate this work to my most dear mother’.?*

Education

Hamish’s general education was at Greenock Academy, the Kilblain Academy,
the Avenue Park Collegiate School, and with private tutors. He says that he was an
undistinguished pupil, whose only school award was a third prize for geometry.”
Despite this claim, it is evident that he must have received a very good education. This
is revealed in his fluent use of language in both his correspondence and public speeches,

in his appreciation and knowledge of literature and in his awareness of Scottish culture.

MacCunn’s musical education began at about the age of five with piano lessons
from ‘a dear old lady, Mrs Liddell’.? According to the 1871 Census, Mrs Liddell, a
native of Forres in Morayshire, was a sixty-year-old widow living not far from the
MacCunn household at 28 Brisbane Street, Greenock with her unmarried daughter and
one domestic servant.”’ Her occupation is listed as ‘interest of money’, and so it would
appear that her piano teaching served to supplement her investments or pension.
Nothing is known about her qualification to teach but she seems to have given the
young MacCunn a good grounding in piano playing, encouraging him with ‘oranges and
sweeties’.?® An erstwhile duet partner of MacCunn reported that by the time he was
twelve he already had a good technique.”’ Mrs Liddell does not appear in the 1881

Greenock Census, so her association with MacCunn must have ended some time prior

to this date.

2 George Bernard Shaw ‘Lions of the Season: Hamish MacCunn’ The Star 7 May 1889 reprinted in:
George Bernard Shaw London Music as Heard by Corno di Bassetto (Later Known as Bernard Shaw)
with Some Further Autobiographical Particulars London: Constable, 1937, 112.

2 «Complimentary Supper to Messrs Manns and MacCunn’ Scotsman 22 Jan 1889, 6.

** Hamish MacCunn Jeanie Deans 1894, RCM 4763.

2 GUL MS Farmer 264, 3-4.

% Ibid, 4.

27 1871Census, GRO 566/03 043/03 008.

2 GUL MS Farmer 264, 4.

% David Mackie ‘Hamish MacCunn’ Outlook 1, 1937, 80.
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MacCunn studied violin with Thomas Calvert who was musical director of the
Greenock Theatre Royal for many years. Born in Ireland c. 1835, he was settled in
Greenock by 1871 with his wife Matilda, living at 73 Nicolson Street. Their professions
are respectively listed as musician (violinist) and vocalist.>® By the next Census in 1881
Calvert has risen in the world, living at the more prestigious address of 21 Ardgowan
Street and styling himself as “Professor of Music’.>! His obituary mentions that he had
been ‘for the last forty years a familiar figure in our midst and for many years the
musical director of the Theatre Royal’. It also adds that his wife (née Miss Matilda
Dunsmore) was well known throughout the country as a ‘much valued and most tasteful

Scottish vocalist’.3?

The most important teacher with whom the young MacCunn studied was George
Thomas Poulter. Poulter was born in London in 1837, but some time before 1851 the
family moved to Warwick where Poulter senior was a bookseller.>* Poulter’s teachers
were James William Elliott®> and Henri (Hendrik) Van Den Abeelen, *® both of whom
would have taught him in the conventional Anglican Church music tradition. Poulter
became church organist at Wasperton, near Stratford-on-Avon, in 1854. He then moved
to Greenock on being appointed private organist to Sir Michael Shaw Stewart, 7th
Baronet, who had built a private Episcopal chapel, St Michael and All Angels, on his
Ardgowan Estate in 1855.>” The 1861 Census shows him to be living at 17 East
Blackhall Street with his wife Ann and his baby daughter Annie. The family
subsequently moved to 18 Ardgowan Square where they were living at the time of
Poulter’s death in 1901.%% Poulter took an active part in the musical life of Greenock. At

various times he was organist at the Mid Parish Church and St Paul’s Church and he

301871 Census, GRO 564/03 033/03 051.

>11881 Census, GRO 564/03 033/20.

32 <Death of Mr Thomas Calvert’ Greenock Telegraph 17 Jun 1901, 2.

3 Parish Records of Marylebone 16801892, accessed 26:07:2005 via www.familysearch.org.

3* 1851 Census, PRO HO/107/2072 173/3. I am grateful to Kathryn Lewis, London for this information.

35 James William Elliott (1833—1915) was born in Warwick and trained as a chorister in Leamington Spa.
He became an organist and choirmaster and moved to London in 1862. He assisted (Sir) Arthur Sullivan
with editing church hymns and also composed hymns and nursery rhymes.

% Details about this musician are very vague. In the 1861 English Census Henri Van Den Abeelen, born
in Holland c. 1827 was living in Leamington with his Scots-born wife and five-year-old son who was
born in Belgium. His age is given as 34 and his profession as ‘Professor of Music’. He reappears in the
1891 Census as ‘Hendrik J.K. Abeelen’ living with his wife in Southampton. Twelve compositions by
him are listed in CPM.

37 Baptie Musical Scotland Past and Present: Being a Dictionary of Scottish Musicians From About 1400
Till the Present Time Paisley: Parlane, 1894, 150. Baptie incorrectly gives Poulter’s year of birth as 1838.
He also mis-spells Wasperton as ‘Warperton’. The Specification of Work Relative to Plans of Chapel at
Ardgowan, Mitchell Library, Glasgow T-ARD/1/6/623, required the work to be completed by 1855.

%% 1861 Census GRO 564/03 039/03 016; 1881 Census GRO 564/3 027; 1901 Census GRO 564/02
028/02 007.
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also held the post of town organist.*® He was director of the Greenock Choral Society
from 1864 to 1870*° and he also conducted his own Select Choir. One of its
performances is reported in the Musical Times.*' The British Library holds four works
by Poulter — a cantata The Bridge of Duty published in Greenock c. 1865 and three

piano pieces published in London dating from 1871.

With Poulter, MacCunn studied piano, organ, harmony and composition. The
earliest of MacCunn’s surviving manuscripts in Special Collections in Glasgow
University Library dates from 1881 and so is it likely that it was at about this date that
MacCunn embarked on more serious musical study with Poulter in preparation for a

possible career in music.*

Table 1.1 below shows that MacCunn’s output greatly increased in the early
months of 1883, the year in which he auditioned for the newly founded Royal College
of Music (RCM) in London.** The compositions are mainly settings of songs with piano
accompaniment, but there is also a fantasia overture, six minuets for piano, theme and
variations for piano, an attempt at a cantata, The Moss Rose,” and a setting of Psalm

100 for chorus, quartet and tenor solo with organ accompaniment.*¢

Extant
Year o
compositions
1881 3
1882 4
1883 (up to 20 April) 7

Table 1.1 — Compositions by MacCunn 1881-April 1883

Royal College of Music
Natural talent combined with good teaching brought success to MacCunn, when

at the age of foufteen, he was one of the six successful applicants awarded an Open

3 Baptie Musical Scotland, 150.

0 Robert A. Marr Music for the People: a Retrospect of the Glasgow International Exhibition, 1888 With
an Account of the Rise of Choral Societies in Scotland Edinburgh: J. Menzies, 1889, 22.

*! “Greenock’ MT 20, 330, 1879.

“2 When MacCunn’s manuscripts were donated to GUL, his widow instructed Charles O’Brien, his
former pupil, to destroy any early works which showed MacCunn in a poor light. Charles O’Brien to
Henry George Farmer, 8 Oct 1950, GUL MS Farmer 217/42.

“ By 1881 Mrs Liddell, MacCunn’s first piano teacher, was no longer living in Greenock.

* MacCunn’s second audition for the RCM took place in London on 20 April 1883.

*3 Later to be totally reworked at the RCM.

%6 MacCunn later wrote on the MS ‘a wretched attempt’.
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Scholarship to the College to study composition.’ This was a considerable
achievement. Of the 1581 applicants who were auditioned, 480 were selected for a
second audition in London in front of the Director and Board of Professors in April
1883.* From these, fifty were awarded Open Scholarships and a further forty-four were
offered places. MacCunn entered the college on 7 May 1883,% the day of its official
opening by the Prince of Wales. '

College records>® show that MacCunn’s principal study was composition with
Hubert Parry’' and second subjects were piano with Mr Cliffe’> and viola with Mr
Gibson.?® He also undertook classes in harmony and counterpoint (Dr Bridge),**
ensemble class and orchestral practice (Mr Holmes)> and choral practice (Mr Faning).’®
In his autobiography MacCunn also mentions as teachers Sir Charles Stanford
(composition),”’ Franklin Taylor’® for piano (rather than Mr Cliffe) and Mr W.B.
Wotton (bassoon).® Reports on his progress show that he was a very talented student:
‘Very good progress. Very quick and attentive’ (viola); ‘Quality good, quantity
somewhat small’ (counterpoint). The remarks of Parry, his composition teacher, show
that perhaps the pupil and master did not always see eye to eye. ‘Has great abilities &
intelligence, but does not bring them to bear readily’ and ‘Must set his face to control
and direct his energies’.60 Fellow students also admired MacCunn’s natural talent.
Edmondstoune Duncan, who was his contemporary at the RCM and later became a

music critic and writer, described him as:

A young Orpheus, drawing after him all who loved music. [...] His gifts alone fascinated those

who came into contact with him. He was a good pianist at fourteen. Professor Franklin Taylor

*7 “Royal College of Music’ Monthly Musical Record 8, 1883, 108. MacCunn was one of only two Scots
to win a scholarship, the other being a flautist, Hubert J. Lambach of Edinburgh.

“® Ibid. Stanford gives a lively account of the audition process in his autobiography (Charles Villiers
Stanford Pages from an Unwritten Diary London: Amnold, 1914, 217-218).

9 RCM Scholars’ Register 1.

0 RCM Scholars’ Register 1.

51 (Sir) (Charles) Hubert (Hastings) Parry (1848-1918), composer, scholar and teacher. Taught
composition at the RCM, and from 1884 till his death was Director of the College.

%2 Frederic Cliffe (1857-1931), professor of Piano at the RCM form 1884 to 1931.

%3 Possibly George Alfred Gibson (1849—1924).

> Sir (John) Frederick Bridge (1844-1924), organist, composer and writer, taught at RCM from 1883 to
1923.

%% Henry Holmes (1839-1905), professor at the RCM from 1883 to 1893.

%6 Eaton Faning (1850-1927), teacher, choral conductor and composer who taught the choral class at the
RCM from 1883 to 1887.

%7 Sir Charles Villiers Stanford (1852-1924), composer and teacher at the RCM from 1883 till his death.
%8 Franklin Taylor (1843—1919), pianist, professor of piano at the RCM from 1883 to 1915.

% William B. Wotton (1832-1912), bassoonist, taught at the RCM from 1883 to 1905.

% RCM Scholars’ Reports.
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would have liked to train him as a soloist. He could handle both the violin and viola well enough to
take part in orchestral and quartet playing. He could extemporise a pianoforte sonata when most
boys would have been mystified by the term. Hé has a true sense of absolute pitch and knew every
sound in the orchestra. All such things MacCunn could do, and he did them so modestly and so
naturally that you felt flattered if you caught him in the act. *'

In studying with Parry and Stanford, MacCunn had the opportunity to learn from
two technically accomplished composers who were progressive in outlook and who
were still actively engaged in composition. Hubert Parry (1848—1918) had enjoyed a
privileged upbringing. His musical education had started at an early age, continued at
Eton under George Elvey,® and at Oxford. He also studied composition for a short time
with Henry Hugo Pierson in Stuttgart.® Parry greatly admired Brahms as he
‘epitomized Parry’s ideal of all that was artistically sincere, single-minded, and
intellectually honest. Perhaps most important of all, his music was full of individual
character and conviction.”®* He had held ambitions to study with Brahms but when this
proved to be impossible, he became a pupil of Edward Dannreuther who introduced him

to the music of Berlioz, Liszt, Tchaikovsky and Wagner.65

Charles Villiers Stanford (1852-1924) was born in Dublin. Like Parry, his
musical education began when he was very young. His Dublin teachers included
Michael Quarry who gave him lasting respect for the music of Bach, Schumann and
Brahms. As a law student at Cambridge University Stanford was actively involved in
the musical life of the university. After graduating he was appointed to the post of
organist at Trinity College, Cambridge. Under the terms of his appointment, Stanford
was given leave to be absent for the Michaelmas Term for three consecutive years to
further his musical studies abroad, and thus he was able to study composition with Carl

Reinecke in Leipzig and with Friedrich Kiel in Berlin.%

MacCunn, with his interest in Scottish folk music and heritage, would have

perhaps found more of a kindred spirit in Stanford whose ‘heritage of Irish folklore, folk

¢! Edmondstoune Duncan ‘Hamish MacCunn: 18681916’ Musical Opinion & Musical Trade Review 39,
1916, 759.

82 George Elvey (1816-1893), organist at St George’s Chapel, Windsor from 1835 to 1882.

% Henry Hugo Pierson (Pearson) (1815-1873), English-born composer who spent much of his life in
Germany.

¢ Jeremy Dibble C. Hubert H. Parry: His Life and Music Oxford: Clarendon P., 1998, 345.

® Dibble, C. Hubert H. Parry, 107.

% Jeremy Dibble Charles Villiers Stanford: Man and Musician Oxford: Oxford UP, 2002, chapters 1
and 3.
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music and mysticism was latent beneath the training and education he gained abroad; it
saved him from that insularity of outlook which had pervaded English music since
Handel’s time.”®” There is a similarity in the folk-inspired compositions of Stanford and
MacCunn. Stanford’s Irish-inspired works span the years 1887 to 1923; MacCunn’s
Scottish-inspired works span a similar range, 1885 to 1913. Stanford’s earliest,
Symphony no. 3 Irish, was first performed in London in May 1887, only six months
before the first performance of MacCunn’s concert overture Land of the Mountain and
the Flood.

Within a few months of his enrolment at the RCM, MacCunn took part in a class
in front of royalty. The Musical World reported:

His Royal Highness the Duke of Edinburgh visited the college last Saturday afternoon {Sat 1 Dec]
during the weekly ensemble class, and listened to a part of a Quartet in D by Haydn, and of Mozart
in E flat. The class was conducted by Mr Henry Holmes, professor of the violin, and the following
students performed:- Sutcliffe, Bent, McCunn [sic], Squire, Miss Holiday, Dolmetsch, Kreuz and
Werge.®

MacCunn was a frequent participant in student concerts — between 16 July 1884 and 27
May 1886 he appeared eleven times playing the viola in chamber music, accompanying
singers and instrumentalists and performing a piano duet with Marmaduke Barton.® It
was at student concerts that four of his songs and the cantata The Moss Rose had their
first performances.”® While still a student, MacCunn achieved his first public success on
27 October 1885 when his overture Cior Mhor”' (now lost) was performed at the
Crystal Palace under the direction of Sir August Manns, an active supporter of British
composers. MacCunn would write to him at a later date: ¢ I shall ever feel that you have
been my strongest supporter.”’’> Cir Mhér is a mountain on the Isle of Arran and its use

as a title gives an early indication of how MacCunn was inspired by Scottish

¢ Frederick Hudson ‘Stanford, Charles Villiers’ in NG 18, 71.

68 <Royal College of Music’ Musical World 61, 1883, 767.

% Marmaduke Barton (1865-1938), student and then piano professor at the RCM. He and MacCunn
became life-long friends.

7 Alasdair Jamieson ‘MacCunn Revisited® British Music Society News 106, 2005, 337.

' «Cior Mhor’, present day spelling ‘Cir Mhér’. (Island of Arran Sheet 69 1:50,000 First Series,
Southampton: Ordnance Survey, 1976. Grid Reference 973432). It is tempting to surmise that the
Fantasia Overture in E Minor for piano, dated ‘Brodick Sep 1883’ (GUL MS MacCunn 24) may be an
early draft of Cior Mhor.

2 Hamish MacCunn to August Manns undated [?1887], Moldenhauer Archive MA 115, Northwestern
University Music Library.
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landscapes. As the MacCunn family spent summer holidays on Arran,” the mountain
would have been a familiar sight to him.

After May 1886, MacCunn took part in no further student performances and his
deteriorating attendance record hints at his growing alienation from the College.
Whereas in his first academic year, 1883—4, he was absent six times, once without
leave, in his second year he was absent 16 times and only once with permission.74 On
5 April 1887, disenchanted with the College, its prejudices and internal social structure,
he took the decision to resign his scholarship and decline his Associateship. In an
intemperate letter to the principal Hubert Parry, he wrote:

It was not with the examination that I found fault. But I have always felt, while at the College,
what was to me an entirely foreign sensation, namely that while meeting the various men there in
their several capacities, I had not met one man, bar yourself, who had acted to me, [...] with the
remotest vestige of a supposition that possibly I might be a gentleman.

[...] The ‘last straw’ seemed to me to be arrived at when they offered me their associateship, their
patronage, their God-forsaken passport to society under conditions which appeared to me only
consistent with their former demeanour and uncouth behaviour. Hence my reasons for declining
the degree were simply that musically I did not esteem it, and socially I thought of it and those who
conferred it with infinite and undiluted disgust. Remember I am always particularly speaking of the

College without your personality. ™

MacCunn’s resignation from the RCM and his letter to Parry give a vivid insight into a
particular aspect of MacCunn’s personality — his extreme forthrightness, which at times

verged on arrogance.

After the Royal College of Music

Having left the RCM, MacCunn embarked on a career as a composer. The next
few years were, in terms of composition, the best of his life. 1887 saw the first
performance of the work by which he is still remembered, the concert overture The
Land of the Mountain and the Flood. Performed by the Crystal Palace Orchestra under
the direction of August Manns, it was an immediate success. It was widely played
during MacCunn’s lifetime with performances in Britain and in what were then
colonies. It has never completely left the repertoire — it continued to be played after his

death and there were radio broadcasts of it as early as 1924.7° In 1968 it was recorded

 GUL MS Farmer 264, 3.

" RCM Scholars’ Reports.

> Hamish MacCunn to Hubert Parry, 11 Jul 1887, quoted in Dibble C. Hubert H. Parry, 261-2.
76 ‘Broadcasting’ Times 26 Aug 1924, 8.
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by the then Scottish National Orchestra under Sir Alexander Gibson’” and since then

has been continuously available on several recordings.

1888 was MacCunn’s annus mirabilis. Five of his works were performed for the
first time: the choral works Lord Ullin’s Daughter, Bonny Kilmeny, The Lay of the Last
Minstrel, and the orchestral ballads The Ship o’ the Fiend and The Dowie Dens o’
Yarrow. All, except The Ship o’ the Fiend which was conducted by Henschel at the
Queen’s Hall, had their first public performance at Crystal Palace under the direction of
August Manns.

The first ever performance of The Dowie Dens o’ Yarrow took place at a private
concert at ‘The Lothians’, the London home of the Scottish artist John Pettie RA,”® who
had become acquainted with the MacCunn family in about 1884 while on holiday on
Arran.” Pettie ‘was devoted to music, though he was never a musician. [...] It was the
colour of music, its richness and emotion that haunted him.’® Pettie ‘was keenly
interested in his [MacCunn’s] early success as a composer’, and attended a concert in
Birmingham in 1883 at which MacCunn’s music was performed.®' On 4 June 1889,
MacCunn married Alison, Pettie’s only daughter. By 1891 they were living at 21 Albion
Road, Hampstead, with their son Fergus (born 19 April 1890) and two household
servants. Hamish’s younger brother George, occupation ‘shipbroker’s clerk’, was also
living there.®? MacCunn, with all the confidence of his twenty-three years, gave as his

occupation ‘composer of music’.

MacCunn introduced his father-in-law to a wide circle of musicians some of
whom including the conductor August Manns, the Scottish baritone Andrew Black

(who performed several of MacCunn’s works), Benoit Hollander,® George Marshall-

" Music of the Four Countries Scottish National Orchestra, conductor Alexander Gibson. EMI ASD
2400, 1968.

78 <"The Lothians" Orchestral Concerts’ MT 29, 1888, 420.

7 GUL MS Farmer 264, 13.

% Martin Hardie John Pettie R.A., H.R.S.A. London: Black, 1908, 198-9.

®! Tbid, 198-200. In the light of this statement, it is possible that MacCunn first met the Pettie family in
1883. They were certainly acquainted by 1886 when Pettie did a portrait of MacCunn (Illustration 3). It
seems very unlikely that Pettie would have attended such a concert without knowing MacCunn. The
concert has not been traced.

¥21891 Census, PRO RG12/110 75/7.

% Benno Hollander (1853—1942), violinist and leader of the orchestra for Henschel’s London Symphony
Concerts.
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Hall* and Edmonstoune Duncan sat for him.*® Pettic produced two portraits of
MacCunn. The first, executed in 1886, was exhibited at the Royal Scottish Academy in
1889 (Illustration 3); the second (1892) is inscribed on the back ‘Portrait of Hamish
MacCunn: an hour’s sketch’.% MacCunn also served as a model for several of Pettie’s
paintings including ‘Challenged’ and ‘The Violinist’. His most famous representation of
MacCunn is ‘Two Strings to Her Bow’, which now hangs in Kelvingrove Art Gallery
and Museum, Glasgow. The painting shows a young woman walking in a country lane
arm-in-arm with two young men. The dandy on the left is modelled on Hamish
MacCunn, the country lad on the right is a likeness of Alec Watt.®” The young lady is
modelled on Miss Margaret Thallon who was a governess of the MacCunn household in
Greenock. This is confirmed by correspondence held by Glasgow Museums and Art
Galleries®® and also by a letter from Andrew MacCunn, Hamish’s brother, to his cousin
Barbara in which he says: ‘Miss Thallon is going away tomorrow. Who will play my
duets with me I wonder?’® MacCunn and Miss Thallon were also models for Pettie’s

painting ‘A Storm in a Teacup’ set in the same country lane.

An indication of MacCunn’s success and popularity is the number of invitations
he received to address clubs and societies. He was the guest of honour in January 1889
of both the Edinburgh Pen and Pencil Club and the Edinburgh Society of Musicians.*’
The following year MacCunn and his father-in-law John Pettie were guests of the Cap
and Gown Club in Edinburgh.®! In 1897 the Scottish Society of Literature invited
MacCunn to give a lecture in Glasgow on ‘Scottish Music Past and Present’.’? In each
of these addresses and talks, MacCunn gave vent to his preoccupation with the need to
establish a Scottish school of music, an idea which in later life was to become an all-

consuming passion.” In 1898 he was scheduled to be the opening speaker at the

$ George Marshall Hall (1862-1915) was a life-long friend of MacCunn. He studied at the RCM and
later became first professor of music at the University of Melbourne, Australia.

% Hardie, John Pettie 154.

% Ibid, 248, 256.

¥ Ibid, 145. John Edward Marshall Hall, brother of George Marshall Hall, claims that the taller
gentleman is his brother who studied at the RCM at the same time as MacCunn. (‘Memoir of Professor
G.W.L. Marshall Hall Given by His Brother John Edward Marshall Hall’ University of Melbourne
Archives M-HH Group 1, Nol/1/2).

8 Margaret Thallon to Mr Honeyman, 8 Aug 1945; George Buchanan to un-named correspondent, 23
November 1971, Glasgow Museums and Art Galleries, 1/1/63.

% Andrew MacCunn to Barbara Dempster, 13 Apr 1890, NLS Acc. 6792.

% ‘Edinburgh Pen and Pencil Club’ Scotsman 16 Jan 1889, 6; ‘Complimentary Supper to Messrs Manns
and MacCunn’ Scotsman 22 Jan 1889, 6.

°! “The Cap and Gown Club’ Scotsman 27 Jan 1890, 8.

%2 ‘Mr Hamish MacCunn on Scottish Music’ Scotsman 15 Jan 1897, 6.

% See for example his correspondence with Janey Drysdale, GUL MS Farmer 263.
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National Convention of Music Teachers in Edinburgh on 15 September but in a total
lapse of manners he sent a telegram one hour before the start of the meeting regretting
that rehearsals with the Carl Rosa Opera Company in Liverpool prevented his
attendance.”* Other indications of MacCunn’s celebrity are the fact that his head,
sculpted by D.W. Stevenson, was displayed at the Royal Scottish Academy’s exhibition
of 1891%° (Illustration 4) and that a photo of his son Fergus appeared in the Windsor
Magazine under the rubric ‘Children of Notable People’.96 A rather more amusing
indicator of MacCunn’s popularity is the fact that a prize-winning horse (a Lord Erskine

colt) was named ‘Hamish MacCunn’.”’

In the 1890s MacCunn continued to compose pieces inspired by Scottish
themes. Two choral works The Cameronian’s Dream (1890) and Queen Hynde of
Caledon (1892) were produced, but thereafter MacCunn was to turn his attention to
opera. This is not totally unexpected as two of his choral works, The Lay of the Last
Minstrel and Queen Hynde of Caledon were styled ‘dramatic cantata’ and in places

include stage directions.

In 1889 MacCunn received a commission from Carl Rosa®® to write an opera for
his company. Various librettists and topics were tried before Joseph Bennett™
completed a libretto which was acceptable to MacCunn. This was Jeanie Deans, based
on Sir Walter Scott’s Heart of Midlothian. MacCunn conducted the first performance in
Edinburgh on 15 November 1894.!%° It was an immediate success and a milestone for
British music in that it was the first opera by a Scottish composer based on a Scottish
topic, in which Scottish folk music was seamlessly integrated into mainstream Western

European art music.

A year after the premiere of Jeanie Deans, the Marquis of Lorne (later Ninth

Duke of Argyll)'®! approached MacCunn to suggest an opera Diarmid based on the

% ‘National Convention of Music Teachers’ Scotsman 16 Sep 1898, 7.

% “The Royal Scottish Academy’ Times 16 Feb 1889, 6.

% <Children of Notable People’ Windsor Magazine 1, 1895, 29.

°7 “The Highland and Agricultural Society’s Show’ Scotsman 27 Jul 1892, 7.

% Carl Rosa (1842-1889), German impresario and conductor who founded his opera company in 1875.

% Joseph Bennett (1831—1911), writer and music critic.

1% GUL MS Farmer 264, 5-6.

1" John Douglas Sutherland Campbell (1845-1914), later Ninth Duke of Argyll, was a proponent of the
Celtic Renaissance.
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Celtic legend of Diarmid and Grania.'® Information about the collaboration is sketchy
as access to the Argyll family archive at Inveraray Castle has been denied.'® It cannot
have been an easy collaboration, for writing to Janey Drysdale some years after the

event, MacCunn was quite dismissive of the Duke.

Of course there are already many societies, both in Scotland & in Ireland, with very similar objects
to those you describe. But these never seem to get much further than an enthusiasm of the all too
familiar “Scots wha hae” & “Faugh-a-ballagh” order.

Or else they incline in the other direction of a rather useless and irrelevant insistence (after the
manner of the Duke of Argyll) on “snippets” of legendary particulars as to fairies, fairy beads,
rowan trees & “bogles” & “such-like”, common to all nations whose commerce with Scotland &

Ireland has fired the Celtic imagination.'®

Diarmid was first performed on 23 October 1897 at Covent Garden, conducted by
MacCunn, and in 1898 selections from the opera were performed for Queen Victoria at
Balmoral Castle by a trio of the original cast members, Madame Kirkby Lunn, Cécile

105 A second collaboration on

Lorraine and Philip Brozel accompanied by MacCunn.
The Breast of Light, a sequel to Diarmid, was never completed.'? The Duke continued
to pursue his operatic ambitions and later wrote the libretto for Learmont Drysdale’s

Celtic opera Fionn and Tera (1908-9).'%

By the 1890s MacCunn’s activities begin to fall into three separate strands —

teaching, conducting and composing.

Teaching
MacCunn was appointed Professor of Composition at the Royal Academy of
Music in November 1888. Learmont Drysdale, who was then a student there, wrote to

his sister Janey:

192 For details, see for example ‘Diarmit Ua Duibne’ in: James MacKillop Dictionary of Celtic Mythology
Oxford: Oxford UP, 1998, 123-4.

19 A. Montgomery, Factor, Argyll Estates to Jane Mallinson, 4 March 2004.

1% Hamish MacCunn to Janey Drysdale, 6 Aug 1911, GUL MS Farmer 263/01.

1% GUL MS Farmer 264, 7.

1% MacCunn’s sketches are held in Special Collections, GUL MS MacCunn 17.

197 For a detailed account of Fionn and Tera see Moira Ann Harris ‘The Life and Work of (George John)
Learmont Drysdale 1866—1909° Unpublished doctoral thesis, University of Glasgow, 2006, 398-430.
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Lamb'® was with me and afterwards came out here and spent the evening with me. He was at
Hamish MacCunn's on Wednesday night having tea with him and [MacCunn] played to him some
of his new Glasgow Cantata "The Lay of the Last Minstrel" which Lamb says is very good and in
advance of his other works. He said he didn't know anything about the professorship at the R.A.M.
until last Saturday he had a letter from MacKenzie saying that the committee had appointed him

and asking if he would accept it. Fancy his being a professor at the Academy at the age of 20.'”

MacCunn resigned from this appointment in 1893 after a disagreement with the
college principal Alexander Campbell Mackenzie. College minutes reveal that after
MacCunn had had to cancel a composition class at very short notice, Mackenzie

suggested that MacCunn should relieve himself of:

an engagement which is not likely to work satisfactorily or agreeably to either side. I take this step
with great reluctance; but as I have said above the requirements of a public Institution like this are

inexorable, and leave me no alternative. '*°

MacCunn’s reply to Mackenzie explained that his absence was caused by illness. He
reminded Mackenzie that he had been given to believe that there would be no work
available for him that particular term and he had therefore been unprepared for

Mackenzie’s unexpected offer of teaching. He continued in his distinctive style:

Accept my assurance that, if you and the Committee of the Royal Academy of Music consider
these grounds sufficient to form the basis of a formal request for my resignation, no-one could be
in greater haste than I to sever even the very smallest connection with an institution which

estimates so cheaply and treats so inconsiderately, not to say discourteously, those artists who
111

receive honour, and give honour, by being enrolled on its professorial list.
This exchange illustrates the precarious nature of teaching for the younger teachers at
the RAM. They were paid only on an hourly basis and it would appear from a remark
by MacCunn in the first letter of the exchange that the usual rate for teaching
composition classes was five shillings per hour.!’* Once again MacCunn had

demonstrated a forthright approach in dealing with authority, and having already

1% Lindsay Lamb (1868-1930), native of Greenock and student at the RAM. His family lived near the
MacCunns (and in the same tenement as the Poulter family). It is almost certain that MacCunn and Lamb
would have known each other prior to going to London.

191 earmont Drysdale to Janey Drysdale, 12 Nov 1888, GUL Cb.10- x.16/10.

19 A.C. Mackenzie to Hamish MacCunn, 16 Nov 1893. Copy in RAM Minute Book, 1893, 82.

"' Hamish MacCunn to A.C. Mackenzie, 22 Nov 1893. Copy in RAM Minute Book, 1893, 83.

"> Hamish MacCunn to A.C. Mackenzie, 11 May 1893. Copy in RAM Minute Book, 1893, 81.
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alienated Parry the Principal of the RCM, he now added Mackenzie, the RAM’s
Principal, to the list of those he had offended.

MacCunn was particularly attracted to academic teaching. With its regular
salary, it would have afforded a degree of financial stability denied to most musicians,
relying as they did on irregular income from published compositions, conducting and
teaching. Even before he had left the RAM, he had made two attempts to gain

employment in this field. The first was an indirect approach made with all the

confidence and self-assurance of youth in a letter to Professor John Stuart Blackie!'?

whose poem ‘The Emigrant’s Farewell’ MacCunn had previously set. MacCunn was

not hesitant about promoting himself. He wrote:

Dear Professor Blackie
What is going to be done about this chair of music in Edinburgh University?
I hear that Mackenzie (who is an Edinburgh man & would have been the “right man in the right
place”) has decided to leave it alone.
Why then is it not offered to me?
Perhaps some of those who have to do with it are afraid that I would teach them those "nasty,
vulgar Scotch [sic] songs”.
So I would — rather! I hear that there are a lot of Englishmen wanting to come over the border to
get the "job".

"Old harp of the Highlands, how long hast thou slumbered

"In cave of the corrie, ungamished, unstrung!"
Are we to have an English la-di-da "kyaw-kyawing like a craw", & teaching music to a nation
whose glory is it's[sic] rich inheritance of song! Seriously —"hooly & fairly"— can you advise me
what to think or do in the matter?
I have not thought of applying for the post myself, but rather than see an English musician —
especially one of the modern breed — filling it, I would wish it myself.

Please regard this as private & confidential &, if you have time, favour me with reply.'"

It is left to the imagination how the professor would have replied to such a letter.
In the words of an old Scots saying, MacCunn was ‘not backward about coming
forward’ and seemed to have to no conception of how his approach would have

appeared to a highly respected academic. In the event MacCunn, perhaps on the advice

of Professor Blackie, did not apply and the chair was given to Frederick Niecks.'"> We

'3 John Stuart Blackie (1809—1895), Scottish scholar who was a keen advocate of Scottish nationalism
and the Celtic revival; Professor of Greek at Edinburgh 1852—-1882.

'* Hamish MacCunn to John Blackie, 13 Nov 1890, NLS 2638 £.170.

'3 Friedrich Niecks (1845-1924), Reid Professor of Music at Edinburgh University 1891-1914.
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do not know MacCunn’s thoughts on the appointment of a German, but his reaction to
the appointment of a German to the post of chorus-master of the Edinburgh Choral

Union probably offers a good indication.

I had not heard anything about the Choral Union chorus-mastership appointment; but from your
letter I gather that a "wee German lairdie" — or rather "bardie" — has been engaged.''® He may be a

Beethoven on tin wheels for all I can guess, — but it seems strange that a foreigner should be

concerned with training a chorus in respect of clear diction in the English language.'"’

In 1893 Sir Charles Hallé founded the Manchester College of Music and
MacCunn was quick to try his luck in this direction. He wrote to Sir Charles in an
attempt to obtain a post, and a letter to Mr Stanley Withers, the College secretary,

expressed concern at not having received a reply.

I wired Sir Charles the other day, & I have this afternoon written to him again, expressing my
willingness to enter heartily into the new scheme and assuring him of the great interest I feel in the

whole concern.'®

This letter was followed up five days later by a telegram acknowledging a reply from
Withers:

Thanks for kind letter. If obstacle you speak of refers to any present uncertainty about future terms

and conditions I am quite willing to meet you half way in the matter pending further
119

arrangements.
In spite of (or perhaps on account of his persistence) MacCunn was not successful and
the appointment for harmony, composition and history of music was given to Dr Henry
Hiles assisted by R.H. Wilson and Walter Carroll.'?

MacCunn taught privately throughout his professional life. As his most
distinguished pupils he cited Liza Lehmann and the late Mrs Frank Lawson (widow of

'8 Gottlieb Feuerberg of Perth. His tenure was short-lived. Despite the fact that he had lived in Scotland
for 18 years and had married a Scot, he was interned as an enemy alien at the outbreak of the First World
War.

" Hamish MacCunn to Janey Drysdale, 1 Jul 1913, GUL MS Farmer 263/08.

"8 Hamish MacCunn to Stanley Withers, 26 Feb 1893, Royal Northern College of Music RMCM /A/1/7
ff. 21-22.

' Hamish MacCunn to Stanley Withers, 3 Mar 1893, RNCM RMCM /A/1/7 ff. 23-24.

120 Henry Hiles (1826—1904), organist and lecturer, professor at the Manchester College of Music from
1893-1904.
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Sir Julius Benedict).”?! Liza Lehmann was a singer who, after her marriage in 1894,
devoted herself to composition.'”? Surprisingly, in her autobiography written after
MacCunn’s death, she does not mention him as a teacher, but she does acknowledge
him in her entry in Who’s Who.'* Her compositions are for the most part for voices and
include the popular song cycle In a Persian Garden (1896), a setting of verses from
Fitzgerald’s translation of the The Rubdiydt of Omar Khayyam. She also wrote several
works for the stage, including the opera The Vicar of Wakefield (1906) for which
MacCunn was the musical director. After the first performance in Manchester, the

production transferred to the Prince of Wales Theatre, London for a short run.'?*

Little is known about the late Mrs Frank Lawson.'*® She was born Mary Comber
Fortey in Bellary, Madras Presidency, India'®® ¢.1858 and in 1877 entered the RAM to
study piano on the recommendation of Dr John Stainer.'”’ In 1886 she became the

second wife of Sir Julius Benedict'?®

who was 50 years her senior. Shortly after his
death she married Frank Lawson, a man of considerable means.'?® The CPM lists five
songs written by her in the early 1880s and a piano primer How to Play the Pianoforte,
written jointly with Arabella Goddard and others. The only other work listed, a piece for
piano Silhouette (1908), probably dates from the time when she was MacCunn’s pupil.

She died in 1911.

Another of MacCunn’s pupils was Charles O’Brien."*® Writing to Henry George

Farmer,"*! O’Brien outlined his life in the following terms:

Charles H. F. O'Brien: born 6 September 1882, Eastbourne, Sussex. (This may seem rather
surprising in the case of a Scottish musician, but my parents were domiciled in Edinburgh prior to
this and my father had accepted a summer engagement in the Devonshire Park Orchestra, taking
my mother with him). Six weeks later they returned to Edinburgh where I have remained ever

since. I was educated at George Watson's College Edinburgh and studied composition under the

! GUL MS Farmer 264, 12.

1221 iza Lehmann (1862—1918), whose husband was Herbert Bedford, a painter and composer.

13 1 iza Lehmann The Life of Liza Lehmann London: Fisher Unwin, 1919; Who Was Who: a Companion
to Who's Who 1916-1928 vol.2 London: A. & C. Black, 618.

' Kurt Ganzl The British Musical Theatre, Vol. 1 1865-1914 London: Macmillan, 1986, 1096.

125 Mary Comber Fortey (c.1858- ¢.1910).

126 1 am grateful to Liz Trow, New Zealand, a descendant of Mary Comber Fortey, for this information.

127 R AM 18741894 Register, 63-64.

128 Sir Julius Benedict (1804—1885), English composer and conductor of German birth.

12 The 1901 Census shows Mary C. Lawson living with her stepson and son and eight servants at 12
Bruton Street, Westminster. PRO RG13/81 fol.90 p.43.

'*® O’Brien died in 1968.

! Henry George Farmer (1882-1965), latterly music librarian at Glasgow University Library, authority
on Arabic music and author of A History of Music in Scotland London: Hinrichsen, 1947.
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late Hamish MacCunn. I graduated Bachelor of Music at Oxford University and Doctor of Music at
Dublin University (Trinity College). I am Director of Music at the Royal Blind School,
Edinburgh.*

Prior to his appointment at the Royal Blind School, O’Brien taught at the Royal High
School of Edinburgh. He also conducted the Edinburgh Bach Choir from 1911 to 1920.
Despite working full-time as a teacher, O’Brien was able to find the time to compose.

His works include the concert overtures The Minstrel’s Curse'>

(performed in
Edinburgh in 1905) and To Spring and Ellangowan (both performed at Bournemouth
under the direction of Sir Dan Godfrey)."** Several of his compositions were published,
but much of his work remains in manuscript.>> He wrote in a Scottish idiom flavoured
strongly with classicism’ and was ‘entirely unsympathetic to the recent new trends of
music’.’*® His sonata for clarinet and piano was recently reissued and has had some

performances.'*’

Previous biographers of MacCunn have always stated that he taught at the
Guildhall School of Music from 1912 onwards, but in a letter to Janey Drysdale

MacCunn said:

By the way I am not at the Guildhall School of Music. The pushful minstrel at the head of that

concern’® did not please me a little bit, so I left the place after a few months’ hopeless attempt to

make anything decent of the opera class.”

This statement is corroborated by information contained in a scrapbook of press cuttings
about the Guildhall School of Music'*® and by other archival material. MacCunn was
appointed as director of the opera class and professor of composition in early October,

filling the vacancy caused by the death of Coleridge-Taylor.""! In the Guildhall

132 Charles O’Brien to Henry George Farmer, 16 Jan 1960, GUL MS Farmer 215/5.

133 ‘Music in Edinburgh’ MT 47, 1906, 49. “The Minstrel’s Curse’ in the English translation of ‘Des
Séngers Fluch’, a ballad by Ludwig Uhland (1787-1862). It was set by Schumann as a cantata (1852) and
also inspired von Biilow, Busoni and Corder.

3% Ellangowan was performed in the 191718 season and To Spring was performed in the following
season.

133 Many of his manuscripts are held by the Scottish Music Centre, Glasgow.

13 Wlilliam] S[aunders] ‘O’Brien, Charles H.F’ in 4 Dictionary of Modern Music and Musicians general
editor A. Eaglefield-Hull. London: Dent, 1923, 357.

137 Charles O’Brien Sonata for Clarinet and Piano Edinburgh: Hardie Press, 1995.

138 (Sir) Landon Ronald (1873-1938), conductor, pianist and composer, and Principal of Guildhall School
of Music, 1910-1938. His annual salary of £1,000 would have made MacCunn extremely jealous.

13 Hamish MacCunn to Janey Drysdale, 5 Jan 1914, GUL MS Farmer 263/19.

1% Guildhall School of Music Scrapbook July 1910 — Jan 1916 [unpaginated, but in chronological order],
London Metropolitan Archives CLA/056/AD/04/009.

"I Died 1 Sep 1912.
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Prospectus for 1912 MacCunn is listed as a professor of composition, with shared
responsibilities for the choir and the opera class.'*” He was well suited for this last
appointment, as he had been musical director of the original production of German’s
Merrie England which the class was rehearsing. However, he did not remain in post
long enough to bring the production to the stage as his last engagement seems to have

been a concert on 4 December 1912.143

By 1914 MacCunn was once again pursuing the possibility of academic
employment. His enthusiasm, possibly verging on desperation, to obtain an academic
appointment is very evident. During the time that he corresponded with Janey Drysdale,
MacCunn applied for the post of Principal of the proposed Scottish College of Music in
Edinburgh and the Reid Chair of Music at Edinburgh University. He also considered but
rejected the notion of applying for the Principalship of the Conservatorium of New

South Wales. He wrote to Janey Drysdale:

The salary is certainly a very good one, & all the conditions etc are extremely favourable for the
man who goes to out Botany Bay. But that man will not be Hamish MacCunn. I would rather live
in a wee cottage at Arrochar, & look out at the Cobbler & take an occasional trout from the loch or

the burn.'*

The College of Music never did get established and in the competition for the Reid
Chair at Edinburgh University, Donald Tovey'*’ was the successful candidate.

However, in defeat MacCunn’s sense of humour shines through. He wrote:

I am forming a small select choir — male voices — of the other candidates & myself & have
arranged "Dove sono" as a part-song in twelve free contrapuntal obbligati. Twig the ghastly pun?

"Tovey! So m!”m

Conducting
As a conductor MacCunn had learned ‘on the job’, initially conducting his own
works, when he was enthusiastically received by audiences. He also gained orchestral

experience in the early 1890s conducting a small number of concerts for the Orchestral

2 Guildhall School of Music Prospectus 1912, 9. LMA CLA/056/AD/02/001 \

3 Guildhall School of Music Concert Programmes 1912. LMA CLA/056/AD/03/020. The opera
received two performances on 4 and 5 April 1913, conducted by Edward German and Ronald Landon.

1% Hamish MacCunn to Janey Drysdale, 14 Jun 1914, GUL MS Farmer 263/35.

1> Donald Tovey (1875-1940), appointed Reid Professor of Music at Edinburgh University in 1914 as
successor to Friedrich Niecks. He held the post till his death.

146 Hamish MacCunn to Janey Drysdale, 21 Jul 1914, GUL MS Farmer 263/49.
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Society of the Hampstead Conservatoire, a privately run establishment not far from his

home.'¥

Conducting, particularly of opera, was to become an increasingly important part
of MacCunn’s professional life. A list of operas conducted by MacCunn is given in
Tables 1.2.1 and 1.2.2. He was well regarded in this capacity and appears to have had a

very business-like approach to his work as the following letter suggests.

Dear Mr Stoker

Before Mr Bispham'*® returned to America he told me that you are going to look after the “Vicar of
Wakefield’ — which I am to conduct for him.

I feel that it is time for us to see about engaging the chorus, & I have written to Mr Hugh Moss
suggesting our having some auditions.

In order to avoid the chance of our losing the best of those we engage, just before we require them,
I would prefer that they all have contracts. Perhaps you & Mr Moss & I might meet one day soon

& chat over these & other matters?
Y™ faithfully

Hamish MacCunn '¥°

The first opera which MacCunn conducted was his own composition Jeanie
Deans. Both this and his next opera Diarmid were produced for the Carl Rosa Company
and may have prompted his engagement by that company for a season in 1899 when he
was either conductor or music director for eleven different operas. The following year
he was principal conductor of the Moody-Manners Opera Company, which toured
throughout Britain. During the week it was in Edinburgh the company performed six
operas — Tannhduser, Lohengrin, Faust, Carmen, The Jewess and The Bohemian Girl
the first two of which were conducted by MacCunn.'*® Another very full year as far as
conducting was concerned was 1910 when MacCunn was associated with Thomas
Beecham’s three opera seasons — a spring and autumn season of serious opera at Covent

Garden and a summer season of ‘opera comique’ at His Majesty’s Theatre. MacCunn

147 Established c.1886. Cecil Sharp the folk-song collector succeeded the founder George F. Geaussent as
principal in 1896.

"8 David Bispham (1857—1921), American baritone.

19 Hamish MacCunn to Bram Stoker, 13 Aug 1906, Leeds University Library, Brotherton Collection,
MS 19c¢ Stoker.

10 < Tannhduser at the Lyceum Theatre’ Scotsman 6 Nov 1900, 5.
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was also involved with the company, sharing the conducting with Thomas Beecham and
Howard Carr, when it toured with its summer programme to the provinces (5

Septembér—l 7 December).15 !

Although MacCunn also conducted orchestral music — he
was appointed conductor of the Stock Exchange Orchestra in 19142 _ his preference
was for opera. He conducted till 1915 (the year before his death), when he once again

undertook engagements for Beecham at the Shaftesbury Theatre.

Stock Exchange Orchestra
In the autumn of 1913 MacCunn was appointed conductor of the ambitious

amateur Stock Exchange Orchestra,'*?

which gave its concerts in the Queen’s Hall. He
was not a stranger to the orchestra, having some 20 years earlier conducted it in a
performance of his orchestral ballad The Ship o’ the Fiend.">* This orchestra had a
reputation for giving interesting programmes and attracted notices from the Times as
well as from the musical press. Under MacCunn’s direction it gave a season of three
concerts, which included Glazunov’s Violin Concerto and the overture to Rimsky-
Korsakov’s Nuit de Mai, as well as the more usual Egmont overture and selections from
Hiinsel und Gretel. The final concert in the series included a performance of Gounod’s
Messe des Orphéonistes which MacCunn reorchestrated for the occasion, the orchestral

155 This work seems to have been substituted for MacCunn’s Border

score being lost.
ballad The Death of Parcy Reed which had previously been advertised as part of the
programme. ' 6 The outbreak of the First World War led to the Society’s abandoning its

next season and it would appear that it did not reform after the Armistice."®’

Composing

Given the amount of time MacCunn devoted to conducting, it is hardly
surprising that his compositional output began to diminish. He famously remarked to
A M. Henderson: ‘My literary practice for the last five months has consisted of writing

luggage labels — at which I am really expert’.15 8

151 Beecham does not mention MacCunn in his account of his 1910 season in his memoirs — Thomas
Beecham 4 Mingled Chime: Leaves from an Autobiography London: Hutchinson, 1944.

132 GUL MS Farmer 264, 12.

'3 ‘Miscellaneous’ MT 54, 757, 1913.

134 < atest News — From Private Correspondence’ Scotsman 21 Feb 1894, 7.

135 < Amateur Orchestras’ MT 55, 45, 1914; ‘Stock Exchange Orchestral and Choral Society® Times 6 Feb
1914, 8; ‘Stock Exchange Orchestral and Choral Society’ Times 3 Apr 1914, 10.

136 ‘Miscellaneous’ MT 54, 757, 1913.

137 ¢The Coming Season in London’ MT 55, 620, 1914.

1% AM. Henderson Musical Memories Glasgow: Grant Educational, 1938, 69-70. Archibald Martin
Henderson (1875 —1957) was organist and choirmaster at the University of Glasgow from 1906 to 1954.
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In the 1890s, MacCunn wrote a further two Scottish-inspired pieces: Six Scotch
Dances for Piano (1896) and Highland Memories (1897) for orchestra. He also wrote
many songs in this period, perhaps inspired by his wife Alison, who was reputed to be a
very good singer."*® In 1891 Songs and Ballads of Scotland was published — a collection
of 100 songs arranged by MacCunn — in which he adopted a new approach to folk and
traditional song. Whereas previously many Scottish folksongs had been set or arranged
by foreign composers with little or no knowledge of, or feeling for the material (for
example, arrangements commissioned by Napier and Thomson from German
composers such as Haydn, Beethoven and Kozeluch), the preface announced that ‘Mr
MacCunn has discarded the usual introductory and concluding symphonies, leaving the
melodies to stand on their own. Where several versions of the melodies exist, Mr

MacCunn has adopted the oldest’.'®

In the first decade of the twentieth century, possibly in an attempt to reach a
wider audience, MacCunn largely abandoned Scottish stimuli in favour of more
universal themes. Despite heavy conducting commitments, he wrote two stage works
The Masque of War and Peace (1900) and The Pageant of Darkness and Light
(1908),'*" and the very successful light opera The Golden Girl (1905) to a libretto by
Basil Hood. The production opened in Birmingham at the Prince of Wales Theatre on 5
August and then toured for four months.'®? MacCunn, however, did not conduct, as at
that time he was musical director of Blue Moon at the Lyric Theatre, London. In 1905 a
commission to write a choral piece for voices and orchestra for the Coliseum Theatre,
London was fulfilled with the setting of Longfellow’s ballad The Wreck of the

Hesperus.

Towards the end of his life, MacCunn returned to Scottish themes. In 1913 he
published his Four Scottish Traditional Border Ballads: The Jolly Goshawk, Kinmont
Willie and Lamkin for SATB chorus and orchestra, and The Death of Parcy Reed for
men’s choir (TTBB). Sadly for MacCunn they were not performed until after his death.
In 1913 he was also commissioned to write the cantata Livingstone the Pilgrim for the

London Missionary Society’s Livingstone Centenary celebrations.

1% <Though she [Alison Pettie] does not sing in public, she does a great deal of good work with her fine
voice among the poor people of the East End.” Presbyterian Messenger no. 860, Nov 1916, 325.

1% Hamish MacCunn Songs and Ballads of Scotland with Pianoforte Accompaniment Paterson: Glasgow,
[1891].

11 Both of these works are given more attention in Chapter 7 — Occasional Music.

'2 Ganzl, The British Musical Theatre, 1, 1905, 913.
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In 1915 MacCunn was diagnosed as having cancer of the throat and was forced

to stop conducting. He wrote to Janey Drysdale:

As to myself & my doings, perhaps you may have noticed that my name has been “out of the bill”
of the opera at the Shaftesbury Theatre for some two months. I know that you will be grieved to
hear that this is due to the state of my health. I am very seriously & dangerously ill. The trouble is
cancer of the throat, & four of the most distinguished surgeons in London have agreed that an
operation is utterly impossible.

I am being treated by inoculation [sic] & in other ways. I have lively hopes of recovery. But the
medical prognostications leave me very little real hope — & not very much time.

I suffer very little, except in swallowing. And my voice is entirely gone.

But God is good; & I know that whatever is to be will be right. And I don't think that I am at all

afraid.'®®

MacCunn died on 2 August 1916 and was buried two days later at Hampstead
Cemetery where his grave is marked by a Celtic cross bearing the inscription ‘He was a

164 MacCunn was mourned by his family and also by

gallant gentleman’ (Illustration 7).
members of the musical community. They included the contralto Louise Kirkby Lunn
who had created the role of Ella in MacCunn’s Diarmid and the tenor Iver McKay who
was tenor soloist in the first performance of The Lay of the Last Minstrel. Floral tributes
from the Beecham Opera Orchestra, Robert Courtneidge, Edward German, Liza
Lehmann, Mignon Nevada and the Stock Exchange Choral and Orchestral Society show

how well regarded he was by his musical friends and colleagues.'®®

MacCunn’s estate amounted to a mere £140.'% This sum is as much indicative
of the precarious nature of employment in the musical profession as it is of MacCunn’s
unwillingness to compromise the comfortable lifestyle to which he, as a child, had been
accustomed. He had been educated privately, and despite the uncertainties of making a

living in the musical profession, his son Fergus'®’ was educated by a tutor and at private

183 Hamish MacCunn to Janey Drysdale, 7 Jan 1916, NLS 3651 f.108—109.

1% Possibly inspired by the epitaph on the caimn erected in the Antarctic in 1912 to the memory of Captain
Oates — ‘Hereabouts died a very gallant gentleman’.

15 “The Late Mr Hamish MacCunn’ Glasgow Herald 5 Aug 1916, 6.

1% MacCunn’s will was made on 19 Dec 1889, shortly after his marriage. Probate was granted on 22 Dec
1916 to his wife Alison, the sole legatee. Copies supplied by Her Majesty’s Courts Service, York, 31 Aug
2005.

17 Fergus MacCunn (1890-1941) enlisted in the First World War as a private and rose to the rank of
lieutenant. After the war he worked for the Royal Society for the Prevention of Cruelty for Animals,
eventually becoming its chief secretary.
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[llustration 7 - MacCunn’s grave, Hampstead Cemetery

Illustration 8 - Abbey Court, Hampstead, MacCunn’s London home
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schools.'®® The family lived at well-to-do London addresses — 21 Albion Road, and
from 1903 at 6 Abbey Court, Abbey Road (Illustration 8). In an interview with J.
Cuthbert Hadden, MacCunn indicated that he was no Bohemian: ‘I live well, because I
feel that any form of unnecessary hardship would probably impair my activity. Art, to

my mind is not compatible with miserable surroundings.’'®

There is little documentary evidence about MacCunn’s income but on one
occasion, in a letter to his father-in-law, MacCunn wrote, ‘I managed to dig a little
quartz out of the publishers before leaving — £160 — in all. £100 from Augener”0 & £60
from Sheard,!”! so that was "no that bad".’'”> Between 1890 and 1914, MacCunn
received a mere £60 in copyright payments from Novello & Co. For his cycle of Six
Love Songs he received £25-0-0, a similar amount for four three-part songs for female
voices, and £10-0-0 for the Romance in G for violin and piano.'” He also received an
unascertainable payment for royalties for The Wreck of the Hesperus — the ledger entry
reads: ‘By copyright Wreck of the Hesperus royalty 1'%°.

Another indicator of MacCunn’s financial situation is to be found in his wife
Alison’s charitable giving. In 1891, her donation to ‘Women’s Work in Foreign Lands’
was a generous five shillings, but in the following two years it decreased to four
shillings, then to two. Thereafter, from 1894—-1900, it remained stable at two shillings
and sixpence,'’* half of the first documented donation. This would seem to indicate
straightened circumstances in the MacCunn household. In the last stages of his life
MacCunn’s financial difficulties became known to fellow musicians, and a meeting
attended by both of his former teachers, Parry and Stanford, was organised in an attempt

to assist him ﬁnancially.175

MacCunn found it difficult to express his thoughts in other than the most direct
terms. However, in his letters, especially those to Janey Drysdale, he reveals himself to

be a kind, thoughtful person with a good sense of humour. As an afterthought to his

18 Who Was Who 1941-1950: a Companion to Who’s Who vol. 4. London: A. & C. Black, 1952, 720.

19 J. C[uthbert] H[adden] ‘Scottish Composers and Musicians: I — Hamish MacCunn’ Scottish Musical
Monthly 1, 1894, 55.

1% possibly for songs to texts by George MacDonald and William Black.

7! Probably for the songs ‘Bethesda’ and “The Sailor’s Lot’.

'” Hamish MacCunn to John Pettie, 30 Jul 1892, NLS 10994 £.156-7.

' Novello and Company Business Archive BL MS Music 817, 181. As the archive consists of 311
volumes, it has not been possible to examine it exhaustively.

174 St John’s Wood Presbyterian Church Annual Reports 1891-1900. LMA/4319/A/0354/01-10.

'3 Dibble Charles Villiers Stanford, 433.
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autobiography he wrote, ‘My motor car number (unaccountably omitted from “Who’s
Who”) is 53. It passes this door, goes as far as Plumstead, under the direction of a
brother conductor.’’”® His kindness and generosity are recounted by both A.M.
Henderson and Charles O’Brien. The former related how when he, aged 14, and his
family were on holiday on Arran, MacCunn took time to come to their hotel in Lamlash
to listen to him play his own compositions. ‘And let it be recorded as a proof of
forbearance and kindness of heart, that instead of dissolving into helpless laughter, he
took the trouble to show me how I might improve’.!”” When O’Brien was a struggling
youngster, MacCunn befriended him and corrected many of his compositions without
ever charging a fee.'”® He also was willing to comment on scores sent to him by Janey

Drysdale. In reply to a letter, he wrote:

It has been impossible until now to examine the works you sent. As to these, comment is,
unfortunately, very easy & very brief. Mr Grieg's productions are workmanlike. The others I

cannot speak of at all, except to say that they are efforts in the right direction.'”

Religious belief

One area of MacCunn’s life which been has ignored is his attitude to religion.
He was born into a respectable upper middle-class Scots Presbyterian family and was
married in St John’s Wood Presbyterian Church with which his wife’s family and other
notable London Scots had a strong association.'®® In 1906 MacCunn’s son Fergus was

81 and two years later James MacCunn and his

admitted as a first communicant
unmarried daughter Agnes both joined the congregation when they moved to London.
However at some point in his life MacCunn seems to have broken with his family’s
Presbyterian tradition by joining the Catholic Church. Although no documentary
evidence has been found, this hypothesis can be supported by a number of facts, both

biographical and musical.

Whereas the first part of MacCunn’s funeral was conducted at the family home

' GUL MS Farmer 264, 13.

7 Henderson Musical Memories, 71.

'8 Festival Suggestions’ Edinburgh Evening News 13 Jul 1949, 4.

'” Hamish MacCunn to Janey Drysdale, 11 Mar 1912, GUL MS Farmer 263/02.

"% A.P. Watt, the literary agent was a member of the Kirk Session, and later Session Clerk.
'®! St John’s Wood Presbyterian Church Annual Report 1906. LMA/4319/A/035, 9.
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by the Rev John Monro Gibson,'® the retired minister of St John’s Wood Presbyterian
Church, the committal at the cemetery was conducted by a Roman Catholic ciergyman,
Canon Wyndham of St Mary with the Angels, Bayswater.'®* An article about the history
of St John’s Wood Presbyterian Church mentions famous people e.g. John Pettie,
MacCunn’s father-in-law, in terms of membership but states, somewhat obliquely:
‘Hamish MacCunn was with us for a while’ as if unwilling to explain the situation any
further.'®* An overt indication of a new found faith is evident in one of MacCunn’s last
letters to Janey Drysdale, in which he expfesses a calm acceptance of his illness and
imminent death.'® Significantly this is the only surviving letter in which MacCunn
mentions God, and it stands in great contrast to his earlier outspoken and generally self-

centred correspondence.

Musically, MacCunn covertly expressed his distancing from and disillusionment
with Presbyterianism in The Cameronian’s Dream (1889) (see Chapter 5). However by
1913, the depth of feeling expressed in the central movement of Livingstone the Pilgrim
‘Darkness prevailing’ points to an internal crisis in the composer (see Chapter 7).
Additionally MacCunn experienced a late resurgence of creativity. From about 1912,
after a relatively unproductive period, he wrote a substantial number of pieces in a
relatively short time,'® perhaps driven by his new-found faith and a desire to complete

as much as possible in the time left to him.'®’

The above facts seem to point to a conversion to Roman Catholicism relatively

188

late in MacCunn’s life,* possibly at a time when he was already ill and knew he was

dying, showing a more serious and up till now unrecognised facet of MacCunn.

82 John Monro Gibson (1838-1921), Presbyterian minister and author, minister of St John’s Wood
Presbyterian Church, 1880-1913. The incumbent at the time was Alexander Matheson Maclver,
previously minister of the English [i.e. English language as opposed to Gaelic] United Free Congregation,
Stornaway.

'3 “The Late Mr Hamish MacCunn’ Glasgow Herald 5 Aug 1916, 6.

18 R.S. Robson ‘Footnotes on Our [St John’s Presbyterian Church] History. III — Artistic Presbyterian
Messenger no. 860, Nov 1916, 325-327.

' Quoted on page 47.

18 Jivingstone the Pilgrim, Four Scottish Traditional Border Ballads, and several part-songs and
chamber pieces.

"7 This perhaps explains why The Death of Parcy Reed, begun in 1896, was completed in 1913.

'8 W. Gordon Gorman’s Converts to Rome: a Biographical List of the More Notable Converts to the
Catholic Church in the United Kingdom During the Last Sixty Years London: Sands, 1910 lists more than
30 composers, some very minor, who converted to the Catholic Church. As MacCunn is not listed, his
conversion most likely took place after the publication of this volume.
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No firm reason for MacCunn’s adoption of the Catholic faith can be offered. A
tenuous link between MacCunn and St Mary with the Angels is provided by the
composer Sidney Peine Waddington (1869-1953), choirmaster at the church from
1884-1905. In 1883 Waddington along with MacCunn was awarded a scholarship to
study composition at the RCM and as a fellow student would have been in close contact
with MacCunn for several years.'®® Whatever the reason, MacCunn’s conversion would
have represented a major step for him, and given the level of anti-Catholic sentiment
prevalent at the time, particularly in the milieu from which MacCunn sprang, would

have caused consternation to the rest of his family.'*°

MacCunn took pleasure in simple activities — billiards and ﬂy-ﬁshing191 —and
was always an athletic man enjoying golf, swimming and yachting.'** He does not seem
to have travelled abroad, preferring to spend his leisure time in Scotland on Arran or in
Arrochar, or at his parents’ home in Greenock. Although they never met, he is perhaps
best summed up by Janey Drysdale, who seems to have come to a deep understanding

of him as a result of their lengthy correspondence.

MacCunn the man is quite as admirable. Full of geniality, absolutely free from affectation, and
with a keen sense of humour, yet not without native dignity, he is beloved and respected by all who

have the privilege of knowing him.'”

18 <Royal College of Music’ Times 23 Apr 1883, 6.

190 See T.M. Devine The Scottish Nation: 1700-2000 London: Allen Lane, 1999, 488 et seq.

191 “MacCunn, Hamish’ Who Was Who 1916-1928: a Companion to Who's Who, Vol 2, London: A. & C.
Black, 1947,

2 Duncan ‘Hamish MacCunn’, 760.

13 Janey Drysdale ‘Scottish Composers: Hamish MacCunn’ Dunedin Magazine 2, 1914, 73.
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Chapter 2

Choral Music in Nineteenth-Century Britain

In an interview with George Bernard Shaw, MacCunn explained that he had no
interest in writing abstract music,l and the five orchestral pieces he wrote — Cior Mhor
(1885), Land of the Mountain and the Flood (1886), The Dowie Dens o’ Yarrow (1888),
The Ship o’ the Fiend (1888), Highland Memories (1896) can all be classed as
programme music. Whereas Cior Mhor is a depiction of a mountain on the Isle of Arran
in varying weathers and Highland Memories is inspired by Highland landscape, the
other works mentioned use Scottish literature as their stimulus. The majority of
MacCunn’s compositions were for the voice: opera, solo, and choral. Reasons as to why
MacCunn elected to write choral works are offered in the following brief examination
of the background to choral music in nineteenth-century Britain, where a variety of

factors combined to make it the most popular musical genre in the country.

Up to the early nineteenth century in Britain, oratorio was the most popular
large-scale vocal music genre, whereas in other European countries, opera, which
enjoyed the patronage of the wealthy, predominated. In Britain, prevailing puritanical
attitudes encouraged antipathy towards operatic and dramatic productions as their
content was deemed to be inappropriate. In the words of John Ella: ‘The prevalent
religious sentiment of the English middle-classes conduces much to the increase of
vocal societies and choral performances in London, supported by a numerous class of
persons who never enter the theatre’.? Choral singing contributed directly to an increase
in participation in music, and in the wider scheme of things played an important role in

the social history of the United Kingdom.

England
The Choral Movement — its origins and development
The origins of the choral movement in England are to be found in the eighteenth

century in Lancashire in the north of England, where the ‘Old Lancashire Notation’, a

! George Bernard Shaw ‘Lions of the Season: Hamish MacCunn’ Star 7 May 1889, reprinted in George
Bernard Shaw Shaw’s Music: the Complete Musical Criticism edited by Dan H. Laurence. 3 vols.
London: Bodley Head, 1981, 1, 623.

% John Ella Musical Sketches, Abroad and at Home London: Ridgeway, 1896, 149.
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modified form of the gamut,? continued in use for teaching church choirs. From time to
time, choirs from neighbouring parishes would come together with local instrumental
groups to perform a so-called ‘village oratorio’ which usually consisted of a
performance of Messiah. Travelling singing teachers carried the practice into the West
Riding and the North Midlands so that by the beginning of the nineteenth century in the

North of England there was a strong tradition of secular choirs performing oratorio.*

In the 1840s the emergence of the sight-singing movement gave further impetus
to choral singing. This movement, which originated in France, had as its main aim the
education and improvement of the adult working classes. The advantage of teaching
singing in preference to an orchestral instrument or piano is immediately obvious — the
voice is the most portable of instruments, costs nothing and everyone has one. The
importation of sight-singing into Britain was prompted by the Victorian desire for the
betterment of the lower classes — time spent singing was time spent away from
unsuitable activities such as drinking. ‘Popular song was thus seen to constitute an

"important means of forming an industrious, brave, loyal, and religious people™.’

The nineteenth century also saw musical education, in the form of sight-singing,
being extended to children by two different agencies. In the early part of the century,
some enlightened factory owners, following the example set by Robert Owen,® opened
schools to educate their workers’ children. Subjects taught included reading, writing,
arithmetic, and singing using the Old Lancastrian notation.” In the early years of Queen
Victoria’s reign ‘the question of education occupied the minds of practically all
responsible English people’.® Strenuous efforts were made by early reformers to
improve national education, and music, which was considered to exert a moral
influence, was introduced into the school curriculum in the form of singing. Later, the
1870 Elementary Education Act, which introduced free education in England, directed
that a school’s grant be reduced ‘by one shilling per scholar, unless the inspector be

3 A feature of the system of solmization developed by Guido d’Arezzo (c. 991-after 1033).

* Barbara Mohn Das englische Oratorium im 19. Jahrhundert: Quellen, Traditionenen, Entwicklungen

Paderborn: Schoningh, 2000, 44-45.

> Bernarr Rainbow The Land Without Music: Musical Education in England 1800-1860 and Its

Continental Antecedents London: Novello, 1967, 120.

¢ Robert Owen (1771-1858), Welsh social and educational reformer, founder of the model community at

New Lanark near Glasgow.

: E.D. Mackermness 4 Social History of English Music London: Routledge and Kegan Paul, 1964, 128-131.
Ibid, 153.
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satisfied that vocal music is made a part of the ordinary course of instruction.”® The use
of a financial sanction to encourage schools to include musical instruction in their

timetable contributed to the gradual improvement of the country’s musical literacy.

The other area in which musical education was to make a significant
contribution was in the Anglican Church, where standards of singing were low, both in
the choir and in the congregation. The Society for the Promotion of Church Music,
founded in 1846, called for Church music to be as good as that which obtained in the
concert hall or opera.'’. As the century progressed, choral services in cathedrals were
brought to a higher standard and the practice of sung services was extended to many

parish churches. Some churches also instigated singing classes for their congregations.

Sight-singing systems

Two sight-singing systems imported from the continent in the 1840s, those of
Wilhem'' and Mainzer,'?> enjoyed some success. These methods use staff notation in
combination with a system of letters or names using a fixed ‘doh’. Each note of the
scale is given a fixed name, using those of the Guidonian gamut, with the addition of

‘si’ for B.

Note name
si
la
sol
fa
mi
re
ut

Table 2.1 — Note names used by Mainzer and Wilhem

Z
=]
=3
(]

QuoTmQ»w

Mainzer’s instruction manual is presented like a catechism, each chapter introducing

new material in the form of standard questions and answers.

Question. How do you call that which strikes the ear in listening to music?

Answer. SOUNDS.

® Quoted in MOM, 2, 618.

' Mackerness, 4 Social History of English Music, 192.

! Guillaume Louis Bocquillon Wilhem (1771-1842), French music teacher.

12 Joseph Mainzer (1801-1851), German educator who came to England c.1840.
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Q. In what manner are sounds expressed in musical writing?
A. By marks called NOTES."

These are followed by exercises to be sung to note names and finally by exercises with

words, all of which urge the singer to moral and godly behaviour.

Example 2.1a™

Ty I el |4 | 4

T L4
If rich be_._ just, Be gen'-rous if you may; If poor, con - ten - ted, If un- hap - py pray!
15
Example 2.1b
A — — I I ] Il l A A
E —r—t+—+ —r— rd—14— N H
o Yy v ! 14 r—v
Re - deem the mis-spent time that's past, and live this day as't were the last.

Both Mainzer’s and Wilhem’s methods were extremely popular and many

thousands of people attended classes in towns throughout the country.

Before attending the [Wilhem] class, I had concluded that music was a study beyond my capacity,
but the first night I was there and saw the adequateness of the method to the initiated, I got quite

interested, and became, I rather think, a musical enthusiast.'®

The title of Mainzer’s manual was Singing for the Million, and given the impact
of his and other sight-singing methods, the notion of one million is no exaggeration.
Although his system is no longer used, Mainzer’s substantial and lasting legacy is the
Musical Times, which began its life in 1844 as Mainzer’s Musical Times. A weakness of
both the Mainzer and Wilhem methods was that because they relied on the fixed ‘doh’
system, they were not able to take the majority of students beyond the very rudimentary
stages of singing at sight. Although it was easy to sing in the key of C major, it became

progressively more difficult to sing in distant keys.

A major change in direction was introduced by John Curwen (1816-1880), a
Nonconformist English minister, when he adapted the system developed by the

B Joseph Mainzer Singing for the Million: a Practical Course of Musical Instruction London: The
Author, 1841, 1.

" Ibid, 27.

" Ibid, 28.

'® George Lewis Observations of the Present State of Congregational Singing in Scotland, with Remarks
upon the Means of its Improvement Edinburgh: 1851, quoted in Robert A. Marr Music for the People: a
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Norwich schoolteacher Sarah Jane Glover.!” This method, which uses a movable, as
opposed to a fixed doh, dispenses with the stave altogether, using a system of letters to

represent the pitch and punctuation characters to indicate the duration of each note.

Example 2.2a — example of Tonic Sol-fa notation®
IF HAPPINESS (A round for four voices) KEYD M.60

s|d sdt ! ! | m! m' | dtsdt et d - -
If | hap- pi- ness has | not her seat, And |cen-tre in the |breast,

:s|f:f|f:f]m:s|dl:s|l:f|r:s|d;—|—
We |may be wise or | rich or great, But|ne- ver can be |blest..
Example 2.2 b — Example 2.2a transcribed into staff notation

IF HAPPINESS (A round for four voices)

If hap-pi-nesshas not her seat,And cen-tre in the breast, We

 E— — — ‘!I :lnl
—— e e ﬂ
[ i 5

may be wise or rich or great,But e-ver can be  blest.

o —H

Curwen’s system, known as the Tonic Sol-fa Method, was widely adopted
throughout Britain, for teaching both children and adults. The Tonic Sol-fa College,
founded by Curwen in London in 1869, continues today as the Curwen College of

Music, an examining rather than a teaching body."

Overall, the influence of sight-singing was such that vocal musical instruction
became the rage. Successful pupils in their turn started classes, many of which were

formed into permanent choirs and choral societies.

Growth of choral societies
The growth in the number of people able to sight-read music led to an increase

in the number of choral societies in the country. The earliest were founded in the North

Retrospect of the Glasgow International Exhibition, 1888, with an Account of The Rise of the Choral
Societies in Scotland Edinburgh; Menzies, 1889, xcvii.

' John Curwen. An Account of the Tonic Sol-fa Method of Teaching to Sing: a Modification of Miss
Glover's Norwich Sol-fa Method, or Tetrachordal System London: 1855.

'8 John Curwen Singing for Schools: a Grammar of Vocal Music, Founded on the Tonic Solfa Method
and a Full Introduction to the Art of Singing from the Old Notation 7 ed. London: T. Ward, c. 1857, 36.

' Curwen College of Music website: http://mysite.wanadoo-members.co.uk/Curwen, accessed 2 Aug
2005.
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of England, an outgrowth of the old Lancastrian method of teaching singing. To these
were added a vast number of choral societies, as the sight-singing movement took root

and flourished (See Table 2.2).

Date Society
1798 Oratorio Singers, Sheffield
1813 Union Choral Society, Coventry
1817 Halifax Choral Society
1821 Bradford Choral Society
1827 Newecastle Choral Society
Nottingham Choral Society
1833 York Choral Society
1836 Huddersfield Choral Society
Table 2.2 — Early choral societies in England®

Societies were commonly based in the community e.g. Plymouth Choral Society,
Bedford Choral Society, but others were associated with churches e.g. Kensington
Presbyterian Choral Society, with educational establishments e.g. Bradford Technical
College Musical Society, Great Western Railway Mechanics’ Institute Choral and
Orchestral Union, or with an employer e.g. The Post Office Choral Union, Liverpool,
Barclay’s Bank, London. Some societies were associated with a particular cause e.g.
Portsmouth Temperance Choral Union, Newcastle Co-operative Choral Society, while
others proclaimed their allegiance to Tonic Sol-fa by incorporating it into their society’s
name e.g. Burslem Tonic Sol-fa Choir. Membership of a choral society allowed people

to enjoy an improving hobby and to socialise with like-minded people.

Whereas previously choral singing had been the domain of the cultured and
aristocratic classes, as a result of the sight-singing movement and of the Tonic Sol-fa
method in particular, it was now open to a much wider participation, and to some extent
allowed for the breaking down of the rigid class barriers which operated in Victorian
society; An 1849 account of a choral class in a market town on the borders of Norfolk

and Suffolk gives ample proof of this.

Seated in groups, arranged with methodical irregularity, so that none should be ‘below the salt’, in
their best dresses and in their best behaviour too, everyone feeling as much at home as when at
home, and yet brought into free and friendly intercourse with the classes that are separated from
them in ordinary life by an impassable barrier of convention; a pleasanter sight than these working

people cannot well be imagined.”!

2 Mohn Das englische Oratorium im 19. Jahrhundert, 46-47.
?! “Music, a Means of Popular Amusement and Education’ MT 3, 1849, 240+245.
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The rise in sight-singing and the formation of many new choral societies
coincided with the move by the Novello publishing company, established in 1811, to
make printed music available at more affordable prices. Given the greatly expanded
market, it was possible to increase print runs and thus offer music at a much cheaper
price. For example, in 1837 the price of a piano-vocal score of Messiah was one guinea
(£1.05), but by 1887, it cost a mere shilling (5 pence).”> Scores translated into Tonic
Sol-fa notation were even cheaper to produce, as they could be set using ordinary

letterpress type and required less paper.

Music festivals

Another factor contributing to the popularity of choral singing was the
establishment of music festivals to raise money for local charities. Some of the oldest
British festivals — the Three Choirs Festival (1737), Birmingham (1768), Norwich
(1770) for example — predate the start of what was disparagingly termed the ‘oratorio
industry’ by Rosa Newmarch;? many more festivals came into being when it was at its
height in the second half of the nineteenth century, for example Leeds (1859) and
Bristol (1873), leading to the commissioning of many new works. In the early part of
the 1800s, Handel’s oratorios, many of which were written for the English market, were
most often performed, but the first performance of Mendelssohn’s Elijah at the
Birmingham Festival of 1846 gave an impetus to musical progress and to the weakgning

of Handelian dominance. This, in Nigel Burton’s opinion:

[...] did more than anything else to drag British choral music belatedly into the romantic era.
Mendelssohn was to exert a vital and beneficial influence on the course of Victorian music: his
style, whatever its faults, flexed sufficient musical muscle to effect several immediate and long

overdue improvements.?

Scotland
Many of the observations made above in respect of England apply equally to
Scotland, but there were also differences, which are detailed in the following brief

account. Scotland had a much smaller population (1,805,864 in 1811) and a much less

% Joseph Bennett A Short History of Cheap Music as Exemplified in the Records of the House of Novello,
Ewer & Co London: Novello, Ewer & Co, 1887, vii.

2 Rosa Newmarch Henry J Wood Living Masters of Music, 1. London: Lane, 1904, 14.

** Nigel Burton ‘Oratorios and Cantatas’ in The Romantic Age edited by Nicholas Temperley. Athlone
History of Music in Britain, 5. London: Athlone Press, 1981.
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active classical musical life than England. Another main difference is outlined thus by
David Johnson:

Eighteenth-century Scotland possessed two distinct types of music: ‘folk’ and ‘classical’. These
coexisted within the same cultural framework and even, to some extent, interacted, while retaining

their individualities and behaving, in a sociological sense, quite differently from each other.”

Whereas folk music has always flourished in Scotland, classical music has only
flourished sporadically. In the eighteenth century, although there were some Scots
composing in the classical tradition, for example Thomas Alexander Erskine, sixth Earl
of Kelly (1732-81), many musicians tended to concentrate on the collection and
publication of traditional songs, for example Allan Ramsay’s The Tea-Table Miscellany
(4 volumes, 1723-37), and The Scots Musical Museum (6 volumes, 1787-1803), a
collaboration between the Edinburgh publisher James Johnson and the poet Robert
Burns. Traditional instrumental music was also collected and arranged, for example, by
William McGibbon (c. 1690-1756) and Charles McLean (1712—. 1770). Music
flourished only in the small number of cities and towns which were able to support
professional musicians. Edinburgh, with its Edinburgh Society of Musicians, was the
centre of musical excellence, and there was also musical activity in Glasgow and
Aberdeen. As in England, most musical activity and knowledge was confined to the

wealthy and professional classes.

Sight-singing and the growth of choral societies

The sight-singing movement reached Scotland in 1842 with the arrival of
Wilhelm Mainzer in Edinburgh. Here he set up his headquarters and taught for the next
six years. When he moved to Manchester in 1848, Mainzer’s work was continued by
teachers who had previously been his pupils. In Glasgow and the West of Scotland the
rival Wilhem system, favoured by John Hullah (1812-84), was the preferred teaching
system. Both the Mainzer and Wilhem methods attracted thousands of pupils, before
being supplanted by the Curwen (Tonic Sol-fa) system, introduced when its founder
John Curwen visited Scotland in 1855. Although some choral societies had been in
existence priqr to the rise of the sight-singing movement, the Curwen system was to

prove the catalyst for the creation of many more societies throughout Scotland. Table

» David Johnson Music and Society in Lowland Scotland in the Eighteenth Century 2 ed. Edinburgh:
Mercat Press, 2003, 3.
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2.3 lists some of the early choral societies founded in Scotland and demonstrates that by

1860 the movement was widespread.

Date Society

1843 Glasgow Choral Union

1847 Aberdeen Harmoni.c Choir
Selkirk Choral Society

1850 Perth Choral Society

1858 Edinburgh Choral Union

1860 M.on.trose Harmonic.: Union
Stirling Choral Society

Table 2.3 — early choral societies in Scotland®®

As in England, many societies were formed as the continuation of a singing class — for
example in Selkirk, a course of lessons on the Wilhem method led to the formation of
the Selkirk Choral Society in 1847.7 A survey of the columns of the Musical Times
from 1880 to 1886 indicates that there were choral societies in 36 different Scottish
towns, ranging from Thurso and Dingwall in the north to Dumfries and Jedburgh in the

south.

Scottish churches

In the Scottish reformed churches, where use of the organ was prohibited,28 sung
worship was limited to unaccompanied metrical psalms set to a very limited number of
tunes. Standards of singing were low and very few church choirs were able to attempt to
sing harmony. The movement to improve choir and congregational singing tended to
concentrate on the publication of psalters and hymnbooks,?® but efforts were also made
to raise the standard of singing by practical means. An early reformer was Robert
Archibald Smith (1780-1829), the son of a Scottish weaver, born and educated in
England. Smith worked as precentor in Paisley Abbey and Edinburgh St George’s
where his innovative work, based on his knowledge of English practices, significantly

influenced the development of Scottish Presbyterian church music.*

%6 Marr Music for the People, xcvii—ciii.

* Ibid, xcvii.

?® The Church of Scotland finally authorised the use of the organ in worship in 1866 (‘Music in Scotland’
MT 42: 793, 1901).

» See Henry George Farmer ‘Chapter 2 — The Church’ 4 History of Music in Scotland London:
Hinrichsen, 1947, 365-379.

3 Moira A. Harris and Jane Mallinson ‘Smith, Robert Archibald’ in: MGG 2 Personenteil 15, cols
972-973.
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Scottish education

Scotland had a long history of teaching music to children in school. Sang
Schules (Song Schools), which began life as institutions of the medieval Roman
Catholic Church, continued post-Reformation under the aegis of the Episcopal Church,
but taught only a limited number of children in a few towns. Prior to the 1872 Education
(Scotland) Act, which established Board Schools, there was no statutory requirement to
teach music. Schools were run by local parishes, or in some instances, by the Society
for the Promotion of Christian Knowledge. In England the 1870 Act had made musical
education compulsory by introducing a system of financial penalties; in Scotland after
the 1872 Act, musical education was assured by teaching musical skills in the Normal
Schools (teacher training colleges) to trainee teachers who would pass on their
knowledge in the classrooms of the Board Schools. School songbooks, chjldren’s
cantatas and operettas, and other material suitable for classroom use began to be

published. By 1894 it was reported:

Music is [now] taught, not only in Glasgow, but all over the country, on well-defined principles,
and with the happiest results. Under the School Board of Glasgow, and in a few denominational schools,
upwards of 90,000 children are receiving instruction in singing, at the hands of thoroughly competent
teachers; whilst a staff of visiting masters are in regular attendance, superintending the whole. These
children are taught to sing in two parts, and to read notes at first sight. Many of them are able to write
down a melody of a tune on hearing it sung for the first time; and also rhythms containing various nice

divisions of a pulse; feats that would have sorely puzzled the so-called teachers of the past generation.3 !

Emergence of British composers of choral music

Native composers, for example Crotch, Attwood, Goss and Wesley, began to
write oratorio and thus lessen the hold of foreign composers. By the middle of the
nineteenth century, the secular cantata began to gain ground,” and by the end of the
century, choral ballads, following the success of Stanford’s The Revenge (1886), were
also popular. The poems and ballads of Longfellow, Campbell and Browning were
frequently chosen for setting. The Hesperus was repeatedly wrecked, The Battle of the
Baltic was fought several times over, and The Pied Piper wreaked his revenge more
than once. In general, the subject matter of cantatas and ballads demonstrates a move
towards a more romantic outlook, with treatment of medieval tales and border ballads

(Macfarren’s May Day, MacCunn’s Four Traditional Border Ballads), the supernatural

3! Andrew Aird Glimpses of Old Glasgow Glasgow: Aird & Coghill, 1894, 192.
32 See Maxwell W. Pettitt “The Mid-Victorian Secular Cantata 1850—1870 British Music 11, 1989, 29-
43.
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(MacCunn’s Bonny Kilmeny, Drysdale’s Tamlane), exoticism (Bennett’s Paradise and
the Peri, Coleridge-Taylor’s Hiawatha) which in turn encouraged a more romantic

musical handling.

Reasons for writing choral music
There were several main reasons why a composer would elect to write a choral

work rather than an opera or symphony.

1. Academic exercise

In the nineteenth century, universities which awarded music degrees33 required
the submission of a choral work as an academic exercise. In his biography of Parry,
Jeremy Dibble writes: ‘Parry had already begun to draw up an outline for his BMus
exercise — a cantata setting numerous passages from the Old Testament [...]. The work
soon took shape, its format adhering strictly to the examination rubric.”** In Dibble’s
opinion, the work, while being technically correct, is ‘conventional’, ‘traditional’ and
‘derivative’. Nonetheless Parry was awarded the degree and, at eighteen, was the
youngest to receive it. The problem with this type of composition is that it will, of
necessity, adhere strictly to a rubric — to do otherwise would be to court failure. The
candidate will strive to demonstrate his (or her) technical ability, often at the expense of
originality. This is amply revealed by the following review of The Widow of Nain by
A.J. Caldicott,® performed at the Bristol Festival in 1881:

The work was originally written for the purpose of obtaining a musical degree at Cambridge, and
of that purpose it bears every trace. Mr Caldicott is a scholarly musician, well grounded in
harmony and counterpoint, and he is evidently proud of the fact. His score bristles with canons and
other contrapuntal devices and for fear that his skill might be overlooked he thinks it necessary to
draw special attention to it. In one instance we are informed in a foot-note that, “this canon is so
arranged that if the copy be turned upside down and the voice parts be read backwards the same
outlines of the melody are maintained.” A scholastic trick of this kind may possibly please an
examining body, but the public — to whom, after all the music should be addressed — justly refuse
to take the slightest notice of it. A musician, no doubt, must know all the intricacies of his art, but
these must always be the means of attaining a higher purpose, never that purpose itself. To parade

them in a demonstrative manner is, to say the least, in very doubtful taste. >

33 Oxford, Cambridge, Durham, and Trinity College, Dublin.

** Jeremy Dibble C. Hubert H. Parry: His Life and Music Oxford: Clarendon Press, 1992, 38.

35 Alfred James Caldicott (1842—1897) studied at Leipzig under Moscheles, Hauptmann and Plaidy. He
was Professor of Harmony at the Royal College of Music from 1884—1891. He was best known for ‘vocal
music cast in a light vein’. (‘Obituary’ M7 38:1897, 842).

36 “Worcester Musical Festival’ Times 10 Sep 1881, 6.
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The outcome of the academic exercise was that large quantities of choral works were
written by aspiring musicians who were anxious to receive academic validation and its
attendant status. While some exercises had aesthetic merit, many others were

undistinguished and their first performance was also their last.

2. Financial

The prevailing enthusiasm for choral music, vast numbers of participating
amateurs, a publishing industry which readily accepted choral music and published it
cheaply, and a good chance of performance at one or more of the country’s many music
festivals all provided sound financial reasons for writing choral music. In mid-Victorian
times (1850-70), the cantata ‘was the only large scale form apart from the oratorio
which provided the composer with a living and met with the approval from those
consumers who began to realise that English composers might after all have something
worth saying’.>’ Between the years 1870 and 1910, approximately two hundred choral
pieces were written by English composers for performance at festivals.*® Music festivals
were extensively reviewed, both in the national and in the music press, which helped to

bring the new works performed to the notice of a wide public.

3. Commissions

Many choral pieces were commissioned by choral societies or festival
committees. To receive a commission was significant for a composer, in that it
guaranteed a fee, a performance and further income from publishers’ royalties.
Publishers would actively promote a commissioned work in the music press and this
was especially true in the case of Novello, who besides being music publishers, were
also the proprietors of the Musical Times. A number of works written at this time bear
the following instruction on the title page ‘Choral Societies wishing to perform this
Cantata will please communicate with the Publishers’® i.e. an invitation to pay
performance royalties. Audiences’ enthusiasm for choral music and desire for
knowledge was exploited by publishers who advertised vocal scores and analytical

programmes for purchase prior to the performance.*

37 Pettitt “The Mid-Victorian Secular Cantata 1850—1870°, 38.

* Charles Reid ‘Britain from Stanford to Vaughan Williams c. 1880-1939’ in Choral Music: a
Symposium London: Penguin, 1963, 266.

% e.g. Hamish MacCunn The Cameronian’s Dream Edinburgh: Paterson, 1890, i.

% e.g. MacCunn’s Bonny Kilmeny. This is comparable to today’s practice of selling CDs at a concert
venue.
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4. Choral music as a substitute for opera

In nineteenth-century Britain, opera was centred in London and thus inaccessible
to a large section of the population. Towards the end of the century, touring companies,
for example the Carl Rosa Opera Company and the Moody-Manners Company, did take
opera to provincial centres but their visits were brief and unable to satisfy the demand
for large-scale vocal works. Opera was costly to produce, expensive to attend and was
viewed with suspicion by a large puritanical section of British society. Additionally,
operas written by British composers suffered from being considered inferior to those
written by their European counterparts. Some British composers, for example
Alexander Campbell Mackenzie and Ethel Smyth, found it easier to have their operas
performed in Germany than in Britain.*! The unsympathetic British environment meant
that for many composers it was a struggle to bring their opera to the stage, as they very
often had to find funding from a consortium of financial backers.” Given these
circumstances, it was expedient to cast operatic ideas in the form of oratorio, cantata or

choral ballad to ensure performance.

As the nineteenth century progressed, more choral works which incorporated the
word ‘dramatic’ into their subtitle were published. ‘Dramatic oratorios’ include:
Mackenzie’s Rose of Sharon (1884), Cowen’s Ruth (1887), Bridge’s Repentance of
Nineveh (1890) and Stanford’s Eden (1891). Dramatic cantatas were written as early as
the 1860s e.g. Smart’s The Bride of Dunkerron (1864), but a major impetus to this genre
seems to have been the outstanding success of Dvotdk’s The Spectre’s Bride (1884),
which had its first performance in England at the 1885 Birmingham Festival. Later titles
include Mackenzie’s The Story of Said (1886), Corder’s The Sword of Argantyr (1889),
Bantock’s The Fire Worshippers (1892), and Drysdale’s The Kelpie (1894). Many more
works were published which, although they did not specifically include the term

‘dramatic’ in their title, treated their subject matter in a highly dramatic manner.

These works were performed on the concert platform rather than the stage, but
all employed techniques that belonged to opera. Many contained stage directions e.g.
‘The Sulamite is brought back by an Elder of the village: the Beloved follows her’,

"' Mackenzie’s operas were performed in Britain but had many performances in Germany. Three of
Smyth’s operas were premiered in Germany.

*2 MacCunn himself made these points in a very well-argued letter to the Times. ‘Opera in English’ Times
10 Aug, 1901, 14.
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>3 which indicate that the works have been

‘They look upon the Sulamite curiously
conceived not just aurally but also visually. Features found in opera of the period are
also found in choral pieces — works are through-composed; themes or leitmotifs are
used to characterise a person or an emotion; vivid orchestral interludes describe or
comment on the action. Many late nineteenth-century choral works were in effect
operas stripped of scenery, costumes and stage movement. That staging was possible is
confirmed by the Royal Carl Rosa Opera Company’s inclusion in its 1898 touring
repertoire of Sullivan’s The Martyr of Antioch which was originally conceived as a
choral work and premiered at the 1880 Leeds Festival. The Company had also produced
an adaptation of Berlioz’s La Damnaﬁ'on de Faust.** In commenting on the transfer of

The Martyr of Antioch from concert platform to stage, the Musical Times’s critic

commented:

This opens up a wide field for the Carl Rosa Company, seeing that there are many cantatas more or
less easily adaptable to stage requirements, and sufficiently popular in their original form to
encourage a hope that the public would follow them to the theatre. The names of these works will

easily spring to the reader’s mind. Conspicuous among them is "The Rose of Sharon" [...].

Cowen’s "Sleeping Beauty" is another example, and there are not a few others like it.**

The verdict on nineteenth-century choral music

Nineteenth-century choral music has not received a good press in the past.
Newmarch’s remarks in 1904 about the ‘oratorio industry’ were reinforced some sixty
years later by Percy Young’s deprecating remarks about ‘great heaps of discarded
compositions’ in a chapter subtitled ‘Mediocrity in Spate’.* Today, with the benefit of
further distance, it can be said that while much of the choral music of the Victorian
period seems average and at best, inoffensive, it was popular, was enthusiastically
performed and received, and remained in the repertoire for some considerable time.
Regrettably this performance tradition has been substantially lost. Reasons for this
include the decline in choral singing and the corresponding increase in orchestral
concerts, the domination of first radio and then television, universal access to ‘instant

music’, fewer people actively involved in amateur music making, unavailability of

* From Mackenzie’s Rose of Sharon (1884).

* Premiered in its operatic version in Liverpool, 3 Feb 1894.

* ‘Royal Carl Rosa Opera Company’ MT 39, 1898, 247.

* Percy M. Young The Choral Tradition: an Historical and Analytical Survey from the Sixteenth Century
to the Present Day London: Hutchinson, 1962, 236.
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orchestral parts. To quote Nicholas Temperley who has given new impetus to the study

of Victorian music:

The number of people who can read a score in a library and imagine how it would sound is quite
small. For wider assessment, one needs performance and recordings. They cost money, time and

trouble, which few are willing to invest on untried bodies of music.*’

In recent years there has been an indication that some people are willing to risk
performing a ‘forgotten’ work rather than opting for yet another performance of
Messiah. For example, the Broadheath Singers (Slough) specialise in reviving British
cantatas and oratorios, and in recent years have mounted performances of Drysdale’s
The Kelpie and Stanford’s Battle of the Baltic.*® The Eildon Singers (Melrose) recently

1,* and the London Oriana Choir has

performed MacCunn’s The Lay of the Last Minstre
presented MacCunn’s The Wreck of the Hesperus in a programme entitled ‘Songs of the
Sea’.%? In the field of commercial recording, there have been releases on CD of Parry’s
Job, Sullivan’s The Golden Legend and The Prodigal Son and McEwen’s Ode on the
Morning of Christ’s Nativity. The final recitative and chorus of The Lay of the Last
Minstrel were included on a CD of MacCunn’s music’' and this may lead in time to a

complete recording.

MacCunn and his choral works

The foregoing account allows MacCunn’s choral works to be placed in their
historical and musical context. MacCunn grew up and lived at a time when sight-
singing and choralism were very important elements of amateur musical life. Choral
works were frequently performed by large choirs and attracted large audiences. It was
therefore an obvious and logical choice for him to devote a large part of his
compositional efforts to a genre which was so popular and which virtually guaranteed

repeat performances of every work.

MacCunn’s initial introduction to choral music would have been at an early age

as a member of an audience. It is known that his parents, his father in particular, gave

“"Nicholas Temperley ‘Introduction: The State of Research in Victorian Music’ in The Lost Chord:
Essays on Victorian Music edited by Nicholas Temperley. Bloomington: Indiana UP, 1989, 14.

“ David J. Brown (ed) Before Elgar and After: British Music in Performance: 25 Years of The
Broadheath Singers Iver Heath: The Broadheath Singers, 1995.

* Melrose, 25 April 2004, reviewed in ‘Hail to the Singers’ Border Telegraph 8 Jun 2004, 17.

%0 St James’s Piccadilly, London, 14 May 2005.

%' Hamish MacCunn: The Land of the Mountain and the Flood Hyperion CDA66815, 1995.
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him every encouragement, and part of his broader musical education would have
included attending concerts given by choral societies in the West of Scotland, such as
the Greenock Choral Union, the Glasgow Choral Union and the Paisley Choral Union,
and also further afield, in Edinburgh and at the Crystal Palace. Later, as a music student
in London, he would have attended many choral performances in London and at the

Crystal Palace.

As a student of composition, first in Greenock, and subsequently at the Royal
College of Music in London, MacCunn would have been required to write cantatas or
oratorios as a compositional exercise. His first essay in this form was at the age of
twelve: ‘an oratorio which wouldn’t "oratore"’, as he quaintly wrote to Janey Drysdale,
because he was more interested in boyish pastimes.® This would imply that this
oratorio was written as the result of an exercise set by his teacher rather than as an act of
inspiration. No work corresponding to MacCunn’s description has been traced, but an
incomplete, undated cantata The Changing Year’* and a version of The Moss Rose
(MR1) dated 30 April 1882% in the MacCunn Collection, Glasgow University Library
indicate that this particular oratorio must have been the first of several early attempts to
write for an accompanied chorus. A second version of The Moss Rose was completed
when MacCunn was at the RCM and was performed by the student chorus and
orchestra.’® Given this initial success, and the prevailing musical climate which was
eager for new choral music, it was natural for MacCunn to continue to write cantatas.
Table 2.4 is a complete list of MacCunn’s works for accompanied chorus with details of
libretto, description, forces, opus number, date of composition, first performance and

location of the autograph manuscript.

Although MacCunn apparently followed the well-established path of choral
writing, in some ways he was less typical than many of his contemporaries. Several of
his works were commissioned by choral societies (see Table 2.4 over), and he was
commissioned to write a cantata for the 1890 Norwich Festival. Unfortunately the

commission was not completed in time, and this may explain why he failed to attract

32 Its director was George Poulter, MacCunn’s first teacher of composition.

53 Hamish MacCunn to Janey C. Drysdale, 29 Dec 1913, GUL MS Farmer 264, 3.

3 MS MacCunn 19. GUL gives date of c1884. The librettist is not acknowledged, but may possibly
James MacCunn senior.

33 MS MacCunn 24. The MS is unusually neat and may be a fair copy made by MacCunn’s father.

% MS MacCunn 23, dated ‘London July 1884, RCM’, and performed by the RCM chorus and orchestra,
10 Dec 1885.
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any further commissions for a major music festival. In addition, the fact that he tended
to set Scottish texts, or that he wrote secular, rather than sacred, cantatas may have been
negatively viewed by some English festival committees. Being Scottish was not a
barrier, as the majority of choral works by Alexander Campbell Mackenzie, a fellow
Scot, were commissioned by festivals e.g. The Bride (Worcester, 1881), The Rose of
Sharon (Norwich, 1884) The Dream of Jubal (Liverpool, 1889), The Sun God’s Return
(Cardiff, 1910). His only cantata written to a Scottish text, The Cotter’s Saturday Night
(1888) was originally intended for the 1888 Birmingham Festival.”’ It was not
completed in time and was premiered in Edinburgh, followed by a performance at the
Albert Hall at which Mackenzie noted with some irony that ‘the choir courageously

grappled with a foreign tongue’.58

Another possible barrier may have been that because within the space of a few
years, MacCunn managed to offend not only Hubert Parry, his teacher (and later
Principal of the RCM) but also Alexander Campbell Mackenzie, Principal of the RAM.
Pillars of the musical establishment and captains of the oratorio industry, they may have
been unwilling to recommend him to festival committees. In his autobiography of 1927
Mackenzie relates that when he was too busy to fulfil a commission for incidental music
for Robert Buchanan’s play Marmion in 1891, he recommended ‘a most talented young
composer’ to undertake the task. The young man failed to deliver the music on time and
ultimately it was Mackenzie who wrote the music. His description of the incident ¢ a
quixotic way of reading a lesson to a junior by severely punishing myself’> indicates

that he had a long memory and that one would cross him at one’s peril.

MacCunn’s choral works fall into four distinct chronological groups:
1. Juvenilia, early works up to 1885
2. Scottish inspired works, 1888—1892
3. Universal themes, 1900-1913
4. Border Ballads, 1914

37 Mackenzie was originally asked to write a large-scale oratorio. When it became apparent he would not
complete it in time, he offered to write a shorter cantata — The Cotter’s Saturday Night.

%% Alexander Campbell Mackenzie 4 Musician’s Narrative London: Cassell, 1927, 170.

% Ibid. It is possible that the young composer was MacCunn, who at this time was teaching at the RAM.
Other possible contenders are William Wallace (1860—1940), Learmont Drysdale, Lindsay Lamb.
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1. Juvenilia, early works up to 1885

To MacCunn’s early choral compositions belong The Moss Rose (first and
second versions) and The Changing Year (incomplete). The Motet in E Flat: Psalm 100
for chorus, quartet and tenor solo with organ accompaniment displays an early ability to
compose a good if conventional melody, but a very poorly executed passage of fugal
writing confirms MacCunn’s later annotation on the score ‘a wretched attempt’. None
of these works was published and as far as can be ascertained, only the second version

of The Moss Rose was ever performed.

2. Scottish inspired works, 18861892

The majority of MacCunn’s choral works date from his most prolific period
(1886-1892). Early public recognition was achieved in 1888 with the performance and
publication of Lord Ullin’s Daughter, The Lay of the Last Minstrel and Bonny Kilmeny
and to these were added The Cameronian’s Dream and Psalm VIII (1890), and Queen
Hynde of Caledon (1891). In the 1890s when MacCunn turned increasingly to
conducting to earn a living, there was a substantial decline in his compositional activity

in all genres.

3. Universal themes, 1900-1913

At the start of the twentieth century, MacCunn turned away from Scottish
themes and looked to more universal themes for inspiration, perhaps in the hope of
reaching a wider audience. At this time he was heavily involved with the London
theatre, both as a conductor (see Table 1.2) and as a composer of light opera, and he
wrote just two choral works. The first, The Wreck of the Hesperus (1905), is a rather
unusual and interesting work, as it was written for performance at the London Coliseum
Theatre. After a gap of some years, MacCunn was commissioned by the London
Missionary Society to write Livingstone the Pilgrim for the centenary celebrations of

David Livingstone’s birth in 1913.

4. Border Ballads, 1914

MacCunn’s last choral works, the Four Traditional Scottish Border Ballads
(Death of Parcy Reed, The Jolly Goshawk, Kinmont Willie, Lamkin), were published in
1914 but evidence from the manuscript of The Death of Parcy Reed indicates that it was
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begun as early as 1896.%° Sketches for the other ballads indicate several draftings and it
is possible that MacCunn, aware of the cancer that was to cause his untimely death, had
decided to publish whatever material he had in hand. The early orchestral successes The
Dowie Dens of Yarrow and The Ship o’ the Fiend were inspired by Scottish ballads and,

by revisiting Border balladry, MacCunn’s compositional life came full circle.

Dissemination of MacCunn’s choral works

Appendix 2 lists performances of MacCunn’s choral works compiled from the
Times, the Musical Times, the Scotsman, the Glasgow Herald and various other sources.
Although in no way complete, it gives some insight into the uptake of MacCunn’s
works, and shows that his Scottish texts were not necessarily a barrier to performances

outside Scotland.

There are various ways in which MacCunn’s choral works might have become
known. Although he only received one festival commission (which he did not
complete), the fact that Lord Ullin's Daughter, The Lay of the Last Minstrel, Bonny
Kilmeny, The Cameronian's Dream, Queen Hynde of Caledon were premiered or had
early performances under the direction of August Manns at the Crystal Palace, one of
the outstanding musical venues in the United Kingdom, would have added to
MacCunn’s reputation. Personal recommendation and lobbying by family and friends
probably also played their part; for example, performances of The Lay of the Last
Minstrel and Lord Ullin's Daughter in Greenock in 1889 were probably due to the
agency of MacCunn’s father; the North Leith Singing Class which gave Bonny Kilmeny
in 1901 was conducted by a Mr Pettie, almost certainly a relative of MacCunn’s wife
Alison (née Pettie); and the 1900 Melbourne performance of The Lay of the Last
Minstrel could have been suggested by George Marshall-Hall, Professor of Music at
Melbourne University, a lifelong friend and advocate of MacCunn. Publishers’
advertisements in the music press, often quoting favourable reviews, brought new works
to the attention of a singing public whose attitude towards new compositions was very
positive, and who were eager to perform or hear new works. While grappling with a
‘foreign tongue’ may have discouraged English choirs from programming MacCunn’s
works, it is likely that Scottish texts set by a Scottish composer would have encouraged

performance in Scotland, and possibly also in countries of the British Empire (Australia,

% The autograph piano-vocal score appears to be inscribed ‘opus 31°, but this has been partially scored
through in pencil. If this reading is correct, this dates the work to approximately 1896.
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Canada, New Zealand) where there were many expatriate Scots and people of Scots

descent.
Succeeding chapters offer a detailed examination by genre (cantata, ballad,

occasional music) of each of MacCunn’s published choral works, discussing text and

music, performance and reception.
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Chapter 3

The Cantatas — I
The Changing Year — The Moss Rose — Bonny Kilmeny

The term ‘cantata’ was first used in Italy in the late sixteenth century to describe

accompanied song, but by the beginning of the nineteenth century:

[it] applied to such a variety of works that a straightforward account of its development is hardly
possible. [...] The single most conspicuous change affecting the cantata during this period was its
transformation from a work for a few solo voices, sometimes with chorus, to one for chorus and
orchestra, and even this was less a case of genuine evolution than the simple appropriation of a
term that had by then lost its original connotation, at least as far as secular music was concerned.
The 19th-century cantata is, in short, an entirely different kind of cantata from that of the

preceding two centuries, to which it is connected by only the most tenuous links."

Unlike the sonata, a cantata cannot be defined by its form since, being text-based, its
form is the end product of the compositional process applied to the text. In the
nineteenth century, the secular cantata was regarded as a sub-genre of the oratorio,
differentiated by ‘its shorter duration, its less elevated style, and its tendency toward a
lyric rather than an epic and dramatic character’.> Attempts to further subdivide the
genre on the basis of the literary genre or subject matter of the text are not particularly
helpful, as they lead to a plethora of smaller divisions, which isolate rather than unite.?
Percy Young in The Choral Tradition describes the nineteenth-century cantata as ‘an
extension of Romantic literature and of the German Lied on the one hand and as a
medium wherein the new symbolism of colourful orchestral music might be exploited’.*
For the purposes of this discussion, ‘cantata’ is defined as a multi-movement setting of a

secular literary text for soloists, chorus and orchestra.

In Britain as the nineteenth century progressed, the concert hall rather than the
church gradually became the main venue for choral performance. Although there

continued to be a demand for sacred choral works, there was a marked growth in the

' Malcolm Boyd ‘Cantata. VI. The Cantata since 1800’ in NG 2, 3, 40.

? Carl Dahlhaus Nineteenth-Century Music Berkeley: University of California P, 1989, 163.
* Dahlhaus, Nineteenth Century Music, 163.

* Percy M. Young The Choral Tradition London: Hutchinson, 1962, 218.
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composition of secular cantatas. As mentioned in Chapter 2, in the mid-Victorian period
(1850-1870) an English style of secular cantata began to develop, which provided a
bridge between oratorio and opera. Pettit lists twenty-two cantatas written during this
period by English composers, including Leslie, Loder, Macfarren, Sullivan and S.S.
Wesley.’ By the late 1880s when MacCunn began composing, the secular cantata was a
well-established genre in Britain. Table 3.1 lists his seven cantatas, of which five are

known to have been performed. As the final title listed was commissioned for a specific

occasion, it will be considered in Chapter 7 — Occasional Music.

Title Text Date First perf. Manuscript Notes
MS MacCunn 24 R
The Moss Rose (MR1) Krummacher 1882 None traced Unpublished
Full score
MS MacCunn 19
The Changing Year Unidentified [1883/4] | None traced | Draft for 4 voices and piano; | Unpublished
16 folios, incomplete
Krummacher, MS MacCunn 23 .
The Moss Rose (MR2) 1884 1885 Unpublished
trans. Brainard Full score
MS MacCunn 40 .
Bonny Kilmeny James Hogg 1886 1888 Published
Full score
The Lay of the Last RCM MS 4236 .
. Walter Scott 1888 1888 Published
Minstrel Full score
MS MacCunn 4 .
Queen Hynde of Caledon Hogg 1891 1891 Published
Full score
MS MacCunn 11
Livingstone the Pilgrim C.S. Home 1913 1913 Piano-vocal score, Published
incomplete
Table 3.1 — Cantatas by Hamish MacCunn
Libretti

James, MacCunn’s father, who besides being a businessman was also something

of a literary dabbler, was involved to some extent with all bar one of the libretti for his

son’s cantatas. James MacCunn’s influence and involvement is discussed in detail in

Chapter 8.

5 Maxwell W. Pettitt ‘The Mid-Victorian Secular Cantata 18501870 British Music 11, 1989, 38.
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The Moss Rose (1882)

Prior to his enrolment at the RCM, MacCunn composed a setting of ‘The Moss
Rose’ for four-part chorus with piano accompaniment (referred to as MRI). Although it
is subtitled ‘cantata’, in terms of style and length (seven pages), it is more like a part-
song in which voices are doubled by the piano. This ‘cantata’ is discussed below in

conjunction with the second, fuller version of The Moss Rose (1884).

The Changing Year

The manuscript of The Changing Year consists of a title page inscribed ‘The
Changing Year' Cantata’ followed by 15 folios of a sketch for tenor solo, SATB chorus
and piano. Although it is unsigned, it is clearly in MacCunn’s hand. Comparisons with
other manuscripts indicate it is a very early work, perhaps started shortly after he
entered the RCM. It is even possible that this may be the work to which MacCunn
referred as ‘the oratorio which wouldn’t “oratore’, started at the age of twelve.® The
title, the extant verses and the outline musical sketches indicéte that this was planned to
be a substantial piece, of which the concluding pages have been lost.” The unattributed
text has not been traced, and it is possible that it came from the pen of MacCunn senior.
The ‘Winter’ section consists of four verses, thyme scheme ABAB while ‘Spring’ has
one triplet (AAA) followed by a quatrain (ABAB). The quality of the poetry is poor, as
is demonstrated by the opening stanza:

Ah! when will dreary winter speed away?
Hark! the waves bursting on the sounding shore
And February storms in stern array

Rending the forest with prolonged uproar.

The scansion of some lines is extremely irregular, and the content is derivative of much
nineteenth-century poetry — the ‘Winter’ section’s subject matter, that of a ship’s crew
exposed to the dangers of the elements, is reminiscent of Coleridge’s ‘The Rime of the
Ancient Mariner’ and Longfellow’s ‘The Wreck of the Hesperus’ (which MacCunn set

some 20 years later).

® GUL MS MacCunn 264, 3.
7 A reference to the ‘Winter’ motive indicates that it occurs on page 48. Only 30 pages are now extant,
indicating that the work was completed but that at least 17 folios have since been lost.
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MacCunn’s sketches of motifs for three seasons of the year — Winter, Spring and
Summer — appear at the beginning of the manuscript with indications of their keys and

the pages on which they occur. (Examples 3.1, 3.2a, 3.2b, 3.3).3

Example 3.1 - ‘Winter motive pages 1&2’°
)| ; ' ’

@..b:r:' ik%i:

T
B,
»

b
ba

4
ML
o
Wl

E

o]

Example 3.2a — ‘Spring motive (1) pages 34&37° Example 3.2b — ‘Spring motive (2) p. 25 & 28’
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Example 3.3 — ‘Summer motive p. 48’
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From this evidence, it can be assumed that the work was in three sections (there is no

mention of Autumn), and set in a fairly conventional tonal framework.

With the exception of the use of motifs, the setting shows little originality.
Harmony is mostly diatonic, harmonic progressions are conventional, and there are no
independent vocal lines. In ‘Winter’, the first movement, most of the text is delivered
either in unison or by single voice parts. Over-repetition of phrases (‘Wild blew the
gales’ is repeated eight times) and the constant arpeggio accompaniment make the

movement over-long, uninspiring and monotonous.

The second movement ‘Spring’ is in the style of a pastoral, in 6/8 time and with

tonic-dominant drones. These features are very reminiscent of several piano pieces in

# MS MacCunn 19, f1v. MacCunn styles them ‘motives’ and this term is retained when quoting him.
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Schumann’s Album fiir die Jugend,’ which would doubtless have been familiar to
MacCunn. There is some slightly more interesting part-writing in this movement, but

excessive repetition is again a major fault.

The main interest of this apprentice piece lies in the fact that it marks the point
from which MacCunn started, and shows, when compared with later works, how

quickly he developed as a composer of choral music.

The Moss Rose (1884)

The Moss Rose, the first of MacCunn’s cantatas to be performed, was composed
while he was a student at the RCM. The full-score manuscript held in Special
Collections, Glasgow University Library is dated ‘London July 1884, RCM’ but the
work was not performed until over a year later in a Pupils’ Concert in the West Theatre,
Royal Albert Hall on 10 Dec 1885, even although there were eight RCM Pupils’
Concerts prior to this.'? It is not known why it took so long for MacCunn’s to work to

be accepted for performance.

This version of The Moss Rose (MR2) is conceived on a much more elaborate
scale than MacCunn’s previous setting, being scored for three soloists (soprano, tenor

and baritone), SATB chorus and orchestra. Both works are signed ‘James MacCunn’.

The text for MRI is attributed thus: ‘Words from the German of
Krumacher [sic]” and consists of nine rhyming couplets of iambic tetrameter (in
English). Slightly more information about the text is given for MR2: ‘Words adapted
from the German of Krumacher as rendered by J.G.C. Braynard [sic] (an American
Poet)!! by James MacCunn’. James MacCunn in this instance is not Hamish, but his
father, James MacCunn senior, and this is the first documented instance of collaboration
between father and son. The text of MR2 consists of four quatrains, rhyme scheme
ABCB, followed by thirteen rhyming couplets, all in iambic tetrameter. Only four lines

from MRI are retained in MR2, and therefore it must be assumed that James MacCunn

® In particular Schnitterliedchen, Op. 68 no. 18.

1% Information obtained from RCM advertisements in the Times.

! Friedrich Wilhelm Krummacher (1796-1868) German clergyman and poet; John Gardiner Calkins
Brainard (1796—1828) American poet. MacCunn’s transcriptions of his librettists’ names were less than
accurate.
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senior is the principal author of the libretto. It is not known how he came to have
knowledge of Krummacher’s poem, since it has not been traced in any standard
anthology of the time. There were, however, two settings of the poem for solo voice by
Edward Bunnett (1870) and Charles Hall King (1880)'? and it may have been through

acquaintance with one or other song that the poem became known to MacCunn senior.

MR?2 consists of a central section for soprano and tenor soloists flanked on either
side by a section for chorus. The work is through-composed, with each movement
flowing into the next without pause. In all aspects it is considerably superior to The
Changing Year and shows how much progress MacCunn had made under the tuition of
Parry and Stanford. Although the writing for chorus is mainly homophonic, there are
some instances of imitative writing, and effective contrast is achieved by the alternation
of harmony and unison in the opening choral section. Orchestration shows a level of
maturity, with a variety of timbres and textures, and intelligent use of the full
orchestra.’> Harmony is more fluid than in The Changing Year, as can be seen from the

opening bars (Example 3.4).

Example 3.4 — Opening of The Moss Rose

Adagio con mistero
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Perhaps the most notable feature is the recurring Moss Rose motif introduced in

bar 1, and which later occurs in inverted form (Examples 3.5a and b).

Example 3.5a — Moss Rose motif Example 3.5b — Moss Rose motif inverted
3/ . i s - be o
e ' —

vvv

12 Source: BL on-line catalogue <http//:catalogue.bl.uk> accessed 26 Oct 2005.
13 Orchestra — double woodwind; 2 horns; timpani; strings.
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The motif is used in the opening section and at the start of the central section, whereas
the inverted motif occurs solely in the latter. Interestingly, or perhaps coincidentally,
both motifs are used nine times. There is no real indication of the motif’s meaning
which functions more as a musical calling card than as a leitmotif, and given the very
narrow focus of the text, it is surprising that its use is not continued to the end of the

work.

Bonny Kilmeny

The cantata Bonny Kilmeny was written in 1886 while MacCunn was still a
student at the Royal College of Music. The title on the full-score of the cantata is
Kilmeny, whereas the published title is Bonny Kilmeny. In this chapter, Kilmeny is used
to refer to Hogg’s poem from which the libretto is taken, and Bonny Kilmeny to

MacCunn’s cantata.

Text

The text for Bonny Kilmeny is taken from James Hogg’s epic poem The Queen’s
Wake (1813)," the work which first brought Hogg to the attention of the literary world.
The poem, set in the Palace of Holyrood in 1561, the year in which Mary Queen of
Scots returned to Scotland from France to claim her throne and kingdom, tells the story
of seventeen bards who sing their songs in competition with one another. This type of
scenario has a long tradition in literature, going back at least to Chaucer’s Canterbury
Tales (c. 1387), but as far as Hogg is concerned, a much more recent example was to be
found in Canto Six of Scott’s Lay of the Last Minstrel (1805). In The Queen’s Wake the
prize is a harp, the symbol of poetic inspiration for Romantic authors. Hogg’s
glorification of bardic culture in his poem is seen as a reaction to the rational methods
of the Enlightenment and ‘an attempt to explore, recover, and to reanimate a Scottish
national identity that had been obscured and complicated, for Hogg’s generation, by the
1707 Union with England.’"® The Queen’s Wake, which ran to five editions in Hogg’s
lifetime, remained in print until the middle of the twentieth century and has recently

been republished in a new scholarly edition.'®

“<Wake’ — Scots for ‘competition’.
' Douglas S. Mack ‘Introduction’ in James Hogg The Queen’s Wake: a Legendary Poem The Stirling/
South Carolina Research Edition of the Collected Works of James Hogg, 14. Edinburgh: Edinburgh UP,
2004, xxvii.
1 James Hogg The Queen’s Wake: a Legendary Poem Edinburgh: Edinburgh UP, 2004.
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On the second night of the wake, the thirteenth bard, ‘Drummond from the
moors of Ern’, tells a story which combines the ideal and the supernatural, that of the
pure girl Kilmeny who vanishes without trace while out in the glen. She is mourned for
dead, but eventually returns to tell her fellow mortals about the land to which she had
been taken. In it, a place free from all the trouble and sin of the real world, she is taken
to a high mountain to be shown a vision of the future — Mary Queen of Scots’ conflicts
with John Knox, and her death in exile in England; the Scottish religious wars of the
Covenanters in the seventeenth century; and the Napoleonic Wars (1799-1815) which
were still in progress at the time of Hogg’s writing. A month and a day after her return,
Kilmeny disappears and goes back to the other world. The ‘other world’ of Kilmeny
was for a long time interpreted as fairyland, but Douglas Mack has proposed that in fact

the land is heaven.!’

Kilmeny contains several literary echoes. The simple style of narration,
originally written in old Scots,'® harks back to the Scots Makars'® and the world of the
medieval poem. The story of abduction to the supernatural world is common to many
folklore traditions and is the subject of several Scottish Border Ballads, e.g. ‘Thomas
the Rhymer’ and ‘Tam Lin’. Hogg, a native of the Scottish Borders who was steeped in
its ballad tradition, was writing at a time when the Romantic movemerit, expressing a
nostalgia for a simple and heroic past, initiated a pan-European revival of interest in
folk tales and ballads. The visionary element in Kilmeny has been seen to have parallels
with Milton’s Paradise Lost, in which Adam is taken by the Archangel Michael to a

high hill in Paradise and shown a vision of the course of history.’

Kilmeny is generally judged to be one of Hdgg’s best pieces of work. It was
extensively anthologised and was a favourite recitation piece. Proof of its popularity is
seen in the number of artists who were inspired to illustrate it. As early as 1833, there
were two paintings on a Kilmeny theme, one by the Northumbrian-born artist John
Martin (1789-1854) who was personally known to Hogg, and the other by Andrew

' Douglas S. Mack ‘Hogg’s Kilmeny: an Interpretation’ Studies in Scottish Literature 4, 19667, 42—45.
'8 The antiquated Scots style and spelling of the 1813 edition was replaced by Hogg in subsequent
editions by language much closer to standard English albeit flavoured with Scots vocabulary.
1% ‘Makar’ is a medieval Scots term for a poet. Makars include William Dunbar (?1456-?1513), Robert
Henryson (?71424-?1506), Sir David Lyndsay of the Mount (c.1486-1555), Bishop Gavin Douglas (1476-
1522).
? Douglas S. Mack ‘Introduction’ in James Hogg The Queen’s Wake: a Legendary Poem Edinburgh:
Edinburgh UP, 2004, xliv—xlv.
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Somerville (1804—34), an Edinburgh artist who often used Border ballads as a source of
inspiration.”! Kilmeny paintings were exhibited by R.S. Lauder (1860), Hugh Cameron
(1891) and T.B. Blacklock (1897).% In the early twentieth century, both Mary Corbett
and Jessie M. King provided illustrations for published editions of Kilmeny* which in
their very different ways capture the magical essence of the poem and show the

continuing fascination which the poem held for the artistic community.

Libretto

The works of Macpherson, Burns and Scott have been the inspiration for many
composers, both British and European. James Hogg’s works, however, seem to have
attracted far less musical interest and he does not even merit a mention in Roger Fiske’s
study Scotland in Music: a European Enthusiasm.** Prior to MacCunn’s Bonny Kilmeny
there are examples of settings of Hogg’s shorter poems for solo voices, trios and
quartets, mainly by British composers. By choosing to set Kilmeny, whose continuing
popularity with the Scottish public would have made it an attractive and obvious choice,
MacCunn was creating a precedent rather than following in an established tradition. The
libretto for Bonny Kilmeny is an adaptation by MacCunn’s father James, which uses

approximately half of Hogg’s lines, but:

[...] for the purposes of musical treatment the story has been condensed and arranged in a
consecutive form. For the same reason, alterations, excisions and additions to the text have been
necessary, but with the utmost regard to preserve and sustain the mystic beauty and simplicity of

the poem.”

The most notable alterations are:

e the removal of the symbolic references to political events and the consequent
narrowing of focus on the purity of Kilmeny, the beauties of nature, and the
distant land which she visited

e the rewording of the passage given to Kilmeny as soloist from third to first

person

! Meiko O’Halloran ‘Hogg, Mary, Queen of Scots, and the Illustrations to The Queen’s Wake’, in James
Hogg The Queen’s Wake: a Legendary Poem, cii—civ. .

2 Institution of Fine Arts’ Scotsman 20 Mar 1860, 4; ‘The Exhibition of the Royal Scottish Academy’
Scotsman 13 Feb 1891, 5; ‘The Royal Scottish Academy’s Exhibition> Scotsman 8 Mar 1897, 5.

» James Hogg Kilmeny with illustrations by Mary Corbett. London: John Lane, 1905. James Hogg
Kilmeny illustrated by Jessie M. King. London: Foulis Press, 1910.

** Roger Fiske Scotland in Music: a European Enthusiasm Cambridge: Cambridge UP, 1983.

% James MacCunn ‘Kilmeny Adapted as a Cantata’, in Hamish MacCunn Bonny Kilmeny Edinburgh:
Paterson, 1888, ii.
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e the partial Anglicisation of the text e.g. ‘went’ for ‘gaed’, ‘smoke’ for ‘reek’;
‘golden’ for ‘gouden’, ‘got’ for ‘gat’ -however, there is no apparent systematic
scheme of replacement, and in the piano-vocal score a glossary is provided for
twenty-two Scots words which could prove problematic for English choirs and
audiences

e the excision of lines — where Hogg has verses with an uneven number of lines,

one line is either added or omitted, thus allowing for strophic setting in verses of

four lines (See Table 3.2).

Hogg MacCunn

Bonny Kilmeny gaed up the glen; Bonny Kilmeny went up the glen;

But it wasna to meet Duneira’s men, But it wasna’ to meet Duneira’s men,

Not the rosy monk of the isle to see, Not the rosy monk of the isle to see,

For Kilmeny was pure as pure could be. For Kilmeny was pure as pure could be.

It was only to hear the Yorlin sing

And pu’ the cress-flower around the spring; Twas only to hear the yorline sing

The scarlet hypp and the hyndberrye And to pu’ the cress-flow’r around the spring;

And the nut that hung frae the hazel tree; To pu’ the hyp and the hyndberry,

For Kilmeny was pure as pure could be. For Kilmeny was pure as pure could be.
The nuts from the hazel tree that swung
To gather, as she sweetly sung
Sweet hymns of holy melody,
For Kilmeny was pure as pure could be.

Table 3.2 — Alterations to Hogg’s text made by James MacCunn

Table 3.2 shows, in bold, James MacCunn’s additions to Hogg’s opening nine lines to
form three quatrains of four lines. By repeating ‘For Kilmeny was pure as pure could
be.” and by inserting a reference to ‘sweet hymns of holy melody’, even greater
emphasis is laid on Kilmeny’s purity. The table also shows the substitution of the
Standard English ‘went’ for the Scots ‘gaed’.

e the addition of an epilogue by Dr David Moir.?® To quote the librettist again:

The addition of an epilogue appearing to be necessary to complete the work musically, the words
thereof which form the closing chorus have been selected from a poem [...] the sentiment of which
(being elegiac verses on a beautiful girl), is singularly in sympathy with the story of Kilmeny in its

eulogy of pure, perfect and spiritualised womanhood.”’

26 Dr David Moir (1798-1851), Scottish physician and writer, frequent contributor to Blackwood's
Magazine.

%’ James MacCunn ‘Kilmeny Adapted as a Cantata’ in Hamish MacCunn Bonny Kilmeny Edinburgh:
Paterson, 1888, ii.
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Of the seven verses in Moir’s poem ‘Weep not for Her: a Dirge’, only three verses are

used, numbers one, seven and six.?

MacCunn’s libretto consists of 136 lines, the majority of which are arranged in
rhyming couplets in iambic tetrameter. To this is appended the epilogue consisting of
Moir’s three verses of six lines (iambic pentameter, rhyme scheme ABABCC) followed
by the refrain ‘Weep not for her!’. Hogg’s poem, in a style similar to that of a traditional
ballad, tells its story in a simple, detached manner without offering any comment on the
éction, whereas Moir’s more elaborate verses, overlaid with Victorian sentimentality,
detract from the established feeling of antiquity by addressing the listener directly about

the fate of the principal character.

Sources

The full score of Kilmeny, held in Special Collections, Glasgow University
Library® is signed and dated 26 March 1886. The title page, inscribed in elaborate black
calligraphic script decorated with red, reads: ‘Kilmeny | Cantata | for | Soli, chorus and
orchestra | by | Hamish MacCunn’. The succeeding three pages, also in elaborate script,
contain the librettist’s justification for his alterations and additions under the heading
‘Kilmeny Adapted as a Cantata’ and the Argument (f1v), the words for Part 1 (f2r), and
the words for Part 2 (f2v). Comparisons of the artwork with manuscripts of MacCunn’s
brother Andrew, mentioned in Chapter 1, indicate that it is the work of MacCunn senior.
Hamish MacCunn has added on the flyleaf a quotation of twenty-seven lines from the
prelude to Kilmeny.

Where proud Ben Vorlich cleaves the wind:
There oft, when suns of summer shone,
The bard would sit, and muse alone,

Of innocence, expelled by man;

The final two lines of the quotation serve as a most appropriate injunction to the

audience.

O list the tale, ye fair and young,

A lay so strange was never sung.

? David Macbeth Moir Poetical Works edited by Thomas Aird. 2 ed. 2 vols. Edinburgh: Blackwood,
1860, 1, 154-156.
* GUL MS MacCunn 40.
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Scoring
The work is scored for double woodwind, 2 horns, 2 trumpets, strings, timpani,

harp, soprano, tenor and baritone soloists, and SATB chorus.

Musical treatment

The libretto delivered to MacCunn by his father is a tale by a Scottish poet, with
a Scottish location, about a pure maiden who is spirited away to another world, possibly
fairyland. The pacing of the narrative does not vary much. Even the abduction of
Kilmeny, one of the central events of the cantata, is carried out in the gentlest possible
manner and is described in lyrical terms, Andante sostenuto, by the tenor soloist.
Overall the libretto invites a treatment which unites the separate numbers and conveys
the work’s ethereal quality, its involvement with the supernatural and the realm of
Celtic mysticism, its Scottishness and above all, its ‘mystic beauty and simplicity’.
MacCunn’s response is based on the use of recurring themes, the use of motifs repeated
within numbers, appropriate setting of the text, atmospheric instrumentation and the

incorporation of Scottish musical elements.

The work is through-composed and divided into two sections — Part One
consisting of seven numbers and Part Two which has five numbers followed by the
Epilogue (See Table 3.3). The tonal structure shows that moves to keys a third apart
dominate and this is also true of the tonal structure of each number. In two instances
there is a move from tonic minor to tonic major (Numbers 7-8 and 9—10) and in another
two instances there is a shift of a fourth (Numbers 45 and 8-9). A return to the home
key of F major in the last number would have been more satisfying, but as this would

have resulted in a rather low tessitura for all voices, the final number is in B flat major.
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Recurring themes and motifs

MacCunn’s use of recurring themes and motifs within Bonny Kilmeny is
extremely complex. By employing five recurring themes to represent the work’s main
ideas, MacCunn is able to comment musically on the action and invest it with a strong

sense of cohesion.

Two themes are associated with Kilmeny, the central figure of the cantata
(Examples 3.7a and b).

Example 3.7a — Bonny Kilmeny (BK) Example 3.7b — Lily flower (LF)

4 [Andante con moto tranquilio] p  Ben espress g
) .

—  a— |  —
 — T — 1 | - —Y T ) B -
L — - 1 ——4 ¥ 1

. T
[p] Her brow was like the lily.

Bon-ny Kil -men-y went up—. the glen

The Bonny Kilmeny theme is the most frequently used theme in the work, being
employed in six separate numbers. Easily recognised by its leap of a rising seventh, it
takes the form of the melody of the opening chorus, which is introduced by the altos and
then reprised by sopranos and altos in three-part harmony. The melody is based on the
Mixolydian mode, with its distinctive flattened seventh degree, which in a Scottish
context seems to mimic the scale of the bagpipes. In Numbers 2 and 8, a modified form,
in which the sixth of the scale is flattened, is juxtaposed to the major version,
contrasting the real world with the other world to which Kilmeny is taken (Example
3.8).

Example 3.8— Bonny Kilmeny — modified version

22 [Andante poco sostenuto]
Il ] r ] -
Tenor solo : 1 —F—+= —+ 1 f = =
Bon-ny Kil - men-y went up___ the glen, Far far a - wayfromthe haunts of men,
Major — real world | Modified — other world

The Lily Flower theme is first heard in Number 2, ‘Her brow was like the lily
flower’, introduced by the first violins over a flowing triplet accompaniment in the
second violins and violas. The words describing Kilmeny’s attributes are sung by the
tenor soloist to a melody which is more elaborate than the Bonny Kilmeny theme,
having chromatic decoration and resultant harmonic complexity. There is a similarity

between the themes, as they are both centred on the tonic triad, but whereas Bonny
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Kilmeny cadences on the first degree of the scale, Lily Flower cadences on the leading

note (Examples 3.9a and 3.9b)

Example 3.9a— Bonny Kilmeny theme in outline Example 3.9b— Lily Flower in outline
- — ; —— 0
%" _«ll =d}~ =z

The Bonny Kilmeny theme is purely referential, whereas Lily Flower serves as a
descriptor, a reminder of Kilmeny’s purity, the lily being white and a religious symbol
of innocence. In one movement, Number 8, the two themes are elided and combine their
meanings. Example 3.10a shows a modified opening of Lily Flower (A), followed by
two bars (B) which comprise the last five melodic notes of the opening stanza of
Number 1 (Example 3.10b).

Example 3.10a — Elision of two themes Example 3.10b
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Two themes represent the supernatural and its powers (Examples 3.11a and b).
The greenwood is the arena of supernatural beings, thus its theme signifies their
activity, while the Abduction theme, first sung to the words ‘They claspit her waist and
her hands so fair’ represents the action of removing Kilmeny from the Greenwood to

the other world.

Example 3.11a — Greenwood

Allegretto sostenuto

Wﬁ:&ﬁ = ' B 2 ﬁ. £ =2
[PrY——"""—7" :
OrChl pp strings con sord <>='_ . - ) sf
|G e = > n = = = = Ch ! &
e z 3 3 I =z

Example 3.11b — Abduction

[Andante sostenuto]

s | (| T — T
T T — T

' | 4
pThey clasp - it her waist and _ hands so fair,
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The Greenwood theme is first heard in Number 3 — ‘In yonde greenwood’, as a
menacing ostinato in a minor key, introduced by the strings playing pianissimo in the
lower register. The entire number is made up of this ostinato or its rhythmically altered

derivatives (Example 3.12).

Example 3.12 - ‘In yond greenwood’
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To match the antique feeling created by the use of old Scots words, MacCunn uses a
homophonic setting which gives the impression of the chanting of an ancient magic
spell. A further antique touch is the addition of a decorative, quasi Landini-type,

cadence.

The Abduction theme occurs twice, in Number 6 — ‘They claspit her waist and
hands so fair’ and in Number 11 — ‘I have come from the land of light and love’. At the
beginning of Number 6, it is announced by a horn call, then played twice by the violas
in the introduction. It forms the first two phrases of the tenor’s solo, is repeated in the
third stanza and echoed in the postlude. In Number 11 it is used in the central section to
accompany the soprano soloist as she describes her abduction with the words ‘They led

me far to a mountain green’.
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The final theme represents the waiting for the return of Kilmeny (Example
3.13a). The Waiting theme is introduced in Number 2 ‘Her brow was like the lily
flower’ by the tenor soloist, sung quasi recitative, and appears in a truncated form in

Number 8 (Example 3.13b).

Example 3.13a — Waiting Example 3.13b — Truncated Waiting theme
Moderato ben sostc:;*uﬁn
Andante tenuto Lb@——c’——-
A. == POCO}SOS lnu,] + —t —r— Eg‘;b:j. H £ i : |
M::f@:j:fg.: Orch. g
4 . " —x—t 1 | 4+
plong may her min-ny look o'er the wa' 1E55—= 1= —= ¥ = =
~ s ERE 4 E E ] s

The Waiting theme, associated as it is with Kilmeny’s minny (mother) carries the deep

poignancy of a mother’s waiting for the return of her daughter.

Of these themes, Bonny Kilmeny and Waiting are introduced first in the vocal
line and thereafter occur principally in the accompaniment. The remaining three themes,
Lily Flower, Greenwood and Abduction occur first in the accompaniment, prior to their

text being sung.

Recurring motifs and themes within numbers

In addition to the principal recurring themes mentioned above, MacCunn also
uses internal motifs and recurring themes which are specific to one number to illustrate
the immediate action. Number 5 — ‘Long have I searched the world wide’, in which the
baritone soloist sings of his global search for a pure maiden, is accompanied by a
recurring rhythmic motif to indicate the galloping of his horse as it carries him on his
mission. The first time it is played it is given prominence by the first violins
(Example 3.14a) but thereafter is relegated mainly to lower registers as in Example
3.14b and Example 3.14c.

Horse motifs

Example 3.14a Example 3.14b Example 3.14¢

———
-9 = v -
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At the words ‘As spotless as the morning snaw’, the Bonny Kilmeny theme and the
horse motif are heard simultaneously, indicating that search has succeeded in finding

Kilmeny, who fits the description of a pure maiden (Example 3.15 over).

Example 3.15 — Bonny Kilmeny theme with horses motif
0 [Allegro con brio]

ool .
Baritonef ST F——H T
! ] EE====".

solo

Another internal motif is that used to indicate anxiety in Number 9 — ‘Kilmeny!
Kilmeny! O where have ye been?’ As the chorus directly questions Kilmeny as to where
shé has been, their enquiries are accompanied by an edgy rhythmic ostinato which
alternates between first and second violins and persists almost uninterrupted throughout

the number (Example 3.16).

Example 3.16 — Anxiety motif

ot Dt s Rl - , 327 7 -
i el 2 s e—R — e ., e—— E——————
T * ¥ ij',r'f 3 "'Lr .

Aggregation of recurring themes

Number 8 — ‘When seven long years had come and fled’, which opens Part Two,
is an excellent example of MacCunn’s skill at using motifs to greatest effect. The
truncated Waiting theme (Minny) (see Example 3.13b) opens the number and the
concluding section (bars 43—-76) is made up entirely of recurring themes — Bonny
Kilmeny, Lily Flower, Greenwood, the elided Bonny Kilmeny + Lily Flower, along
with an internal theme, matched to the text ‘Late in the gloaming’ (Example 3.17). Such
a density of themes displays MacCunn’s awareness of the potency of thematic
symbolism. The recurring themes, although confined to the accompaniment, are given
prominence by virtue of being melodically more interesting than the vocal line, which
functions as a pedal point rather than melodic decoration. Thus it is the voice on a
repeated G which sings of Kilmeny’s homecoming and simultaneously leads to the

eventual tonal homecoming in C major in bar 66.
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Example 3.17 — Number 8 — ‘When seven lang years had come and fled’

tranquillo
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Text setting

MacCunn’s response to the Hogg/MacCunn libretto displays a high level of
understanding of and sensitivity towards the text. Chorus numbers, which for the most
part are set homophonically, create an atmosphere of stillness and mysticism, reflecting
the supernatural realm in which the story takes place. A particularly good illustration of
this is Number 3 — ‘In yond greenwood’, which describes the enchanted location where
Kilmeny falls asleep. Written in a minor key, its homophonic, hypnotic, chant-like
writing hints at magic and spells. Starting pianissimo, with muted strings in the lower
register alternating with male voices (Examples 3.12a, 3.13), there is a rise in pitch, a
thickening in texture, and an increase in dynamics with the gradual addition of
instruments and the female voices of the chorus, reaching a fortissimo at the point
where the text describes the maike (elf or brownie) as having ‘neither flesh, nor blood

nor bone’ (Example 3.18).

Example 3.18 — Number 3 — ‘In yond greenwood’
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Further indications of the supernatural at work are made by the unsettled tonality and
the tripping semiquaver accompaniment, perhaps suggested to MacCunn by
Mendelssohn’s Overture 4 Midsummer Night’s Dream (1826).

The least successful choruses are Number 4 — ‘Chorus of spirits’ and Number
13 — “Weep not for her’. They are similar in that they are both strophic settings of
overtly sentimental texts and are the only two movemeﬁts which do not employ
recurring themes. Their strophic nature combined with their homophonic treatment
means that contrast can only be achieved by variation in dynamics, but this is not
enough to alleviate the monotony of the setting. The opening bars of Number 13,
repeated in the chorus’s opening bars appear to be a direct quotation of the Westminster
(“Big Ben”) Chimes. It is unclear whether this is a coincidence or whether the motif is
intended as a symbol for the passing of time, and by analogy for the passing of
Kilmeny.

Example 3.19 — Number 13 — ‘Weep not for her’

[Andante espressivo]
13 ‘Westminster ("Big Ben") chimes

i — 1

p Wjep not fj' J/-\‘J_ h 1 too fair,
1.B |} == 1. E ~ ré S=

NAEE

In the cantata’s solo numbers, the tenor and bass share the role of narrator, while
the soprano soloist assumes the role of Kilmeny. The baritone solo in Number 8 —
‘When seven lang years had come and fled’, although labelled ‘Recit’ by MacCunn is
more arioso than recitative (Example 3.17). Repeated notes and stepwise movement in
the vocal line and pedal points in the string accompaniment recreate the feeling of
calmness and serenity expressed in the words, while the use of recurring motifs

introduces an additional layer of significance.

The soprano solo, Number 13 — ‘I have come from the land of love and light’ is
the longest solo in the cantata. It is through-composed, and like the Kilmeny theme, is
in triple time. The text describes the land to which Kilmeny was taken, an unchanging
land of mystic thought, and like the baritone solo in Number 8, it is set syllabically.
Movement is mainly step-wise, and when leaps occur, they are mainly fourths or fifths.

An extensive use of pedals helps to create an impression of tranquillity, and the
94



inclusion of the harp, the instrument of heavenly beings, further underlines the

perfection of the place visited by Kilmeny.

Harmony and tonality

Bonny Kilmeny serves to illustrate that as a result of his study at the RCM
MacCunn had expanded his harmonic vocabulary and relied less on simple diatonic
harmony than in his previous cantatas. Example 3.20 shows the use of half diminished
seventh chords, an augmented triad and diminished triads to create a feeling of

uncertainty.

Example 3.20 — Number 8 — Orchestral introduction

Moderato ben sostenuto

Orch strings  pp
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e £ I I 1 : —
& @ - E & & 3
cminor: i o V7 half dim. VI+ ivhalf dim.
6
b g e e
255 i F—F—F ; ==
>3 L 1
F LW’ A Y 2 T T -
i T = = — o—+
= — = = = =5
Vg R 4 e K~ K 4 ~————
w
. dominant pedal (V of E}) ' v v I

There are also examples of augmented sixths and Neapolitan sixth chords in the score.

Tonality is less rigid and like the example above underlines the otherworldliness
of much of the work. A sudden modulation from E major to E flat major draws attention
to the text ‘and I saw the changes’ in Number 10. A two-bar dominant pedal leads one
to expect a full close in E major, but instead it resolves on a second inversion of E flat

major (Example 3.21).

Example 3.21 — Unexpected modulation

_ A tempo primo | | |
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Orchestration and instrumentation
MacCunn’s use of the orchestra, in terms of texture and timbre, is very effective.
His orchestration is, if anything, understated, and never overwhelms the voices it

accompanies. Orchestral futtis are used only when required for emphasis.

In the introduction to the opening number — ‘Bonny Kilmeny went up the glen’
the alternation of woodwind pairings with strings over a dominant pedal creates a
mysterious, pregnant atmosphere in which something is waiting to hﬁppen (Example
3.22).

Example 3.22 — Introduction to Number 1
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Flutes and clarinets continue to set the scene in the opening number by imitating

woodland birds in the accompaniment and between vocal phrases.

Another very effective atmospheric passage with an interesting pairing of
instruments is the eight bar postlude for horn and harp which follows the soprano solo
(Number 11 — ‘I have come from the land of love and light”). The static harmony,
punctuated by a rocking stepwise movement in the horn, gives the impression of calm

and serenity (Example 3.23 over).
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Example 3.23 — Number 11 — ‘I have come from the land of love and light’ — postlude

41 . Adagio

The heroic style baritone solo ‘Long have I searched the world wide’ is introduced by a
passage in which the violas play a demisemiquaver figure (rising D minor scale) (which
sounds like the arrival of a galloping horse) punctuated by chords played by horns,

trumpets and violas (Example 3.24).

Example 3.24 — Number 5 — ‘Long have I searched the world wide’ — Introduction
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Scottish elements

MacCunn’s inclusion of Scottish elements in Bonny Kilmeny is extremely
economical and understated, with a judicious admixture of folk elements introduced at
the beginning of the work to indicate its Scottish context. The Kilmeny theme is central
to the work, as it incorporates several representative characteristics of traditional music.
Its melody, like so many Scots airs, is, with the exception of three notes, pentatonic, and
its phrases cadence on either the first or sixth degree of the scale. A direct consequence
of the melodic material is the absence of dominant harmony. The hexatonic Abduction
theme (Example 3.11b) in Number 6 also echoes traditional Scots melody. Bagpipes, a
traditional instrument, are suggested by the use of the flattened seventh degree of the
scale and the incorporation of drones. A further allusion to bagpipes, or possibly the

fiddle, is the use of two acciaccaturas (Example 3.25, bars 29 and 37).
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Example 3. 25 — Scottish elements in Bonny Kilmeny
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*= notes not in the pentatonic scale

Although the harp, a traditional Scottish instrument, is used in Numbers 3, 11
and 12, it is in the context of a celestial rather than a Scottish instrument, since its use
coincides with textual allusions to heaven. There are few examples of Scottish features
after the first number, but the repetition of the Kilmeny theme in a further five numbers

serves to anchor the action musically in a Scottish soundscape.

First performances

The first performance of Bonny Kilmeny, took place in Edinburgh on 13
December 1888 at a charity event. The choir was Mr Kirkhope’s Private Choir,*
accompanied by a string quintet,’’ piano and harmonium, and the solos were performed
by leading amateurs of the city. ‘A large and fashionable audience’* filled the Queen

Street Hall, anxious to hear the latest work by MacCunn, the rising Scottish composer.

30 John Kirkhope (1844—1920), the choir’s director was an amateur singer. He founded his choir in 1881
and was its conductor till 1916, when the direction passed to Donald Tovey, Professor of Music at
Edinburgh University. Kirkhope was awarded an honorary D. Mus by the University in 1920.

3! “Music in Edinburgh’ Musical Times 30, 1889, 28. According to the Scotsman’s critic, it was a string
orchestra.

32 “Mr Kirkhope’s Concert’ Scotsman 14 Dec 1888, 5.
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The Scotsman’s reviewer commented favourably on all aspects of the work. The libretto
was judged to be ‘much superior, both in poetic value and its general arrangement, to
the ordinary cantata book’, and the music was deemed to be ‘in almost perfect accord
with the nature of the theme’.*® The brief notice in the Musical Times also commended
the libretto, but found that ‘the work suffers from a want of declamatory variety in the

soli, and from an absence of breadth working out the chorus’.**

A second Edinburgh performance, with the Kirkhope Choir and full orchestral
accompaniment, was conducted by MacCunn some five weeks later on 21 January
1889, in a Paterson’s Orchestral Concert. Paterson’s were an Edinburgh-based firm of
music publishers and instrument sellers which, under the management of the founder’s
son, Robert Roy Paterson,® became one of the most important music enterprises in
Scotland. When in 1887 the Edinburgh Choral Union Orchestra Concerts ran into
financial difficulties, Paterson, an active supporter of music in Edinburgh, took over

their management, and they continued as the Paterson Concerts until 1931.%

The Scotsman’s critic found that his earlier impressions of the work were
confirmed and that it was ‘a charming piece of work [...] free from the grandiose, and
from all suspicion of over-anxious ambition’.>’ On this occasion, the solos were
performed by well-known professional singers — Agnes Larkcom, Iver McKay and
Bantock Pierpoint. On both occasions the choir’s performance was singled out for

praise:

Mr Kirkhope’s Choir again distinguished themselves by a perfect exhibition of choral singing. For
perfect unanimity of tune, time, and shading, for precision of entry and movement, and above all
for rare distinctness of utterance, Mr Kirkhope’s Choir is out of sight the best in the city at present,

and would compare favourably with any of the same size in the country.”®

Bonny Kilmeny had already been performed by choral societies in several

provincial locations in both Scotland and England, and by ‘smaller Metropolitan choral

* Ibid.
* “Music in Edinburgh’ Musical Times 30, 1889, 28.
** Robert Roy Paterson (1830-1903). Paterson also composed numerous salon works mostly under the
?seudonyms Pierre Perrot, Alfred Stella and Fra. Stella, most of which were published by his own firm.
® Moira Ann Harris and Jane Mallinson ‘Paterson, Robert Roy’ in: MGG 2 Personenteil 13, 2005, col.
187.
37 < Amusements: Fifth Orchestral Concert’ Scotsman 22 Jan 1889, 5.
** Ibid.
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3% prior to its first full London

societies with pianoforte accompaniment only
performance, conducted by August Manns at a Crystal Palace Saturday concert on
8 March 1890. Whereas Scottish reviewers had received the work with enthusiasm and
concentrated on the work’s positive aspects, the critic of the Times offered a more
dispassionate appraisal, finding more to criticise than to praise. The libretto was judged
to be a weak Scottish reflection of the Persephone myth and the music was characterised
as no more than ‘the work of a very promising student’. The review took MacCunn to
task for the lack of variety and tempi in the choral passages and also for his poor part-
writing technique. Adopting a purist’s approach, the reviewer found fault with

MacCunn’s occasional upward resolution of sevenths.

For instance, there has existed for some time a popular prejudice to the effect that sevenths should
be resolved downwards, whereas their resolution in the choruses of Bonny Kilmeny is almost
always by ascent. Until he establish, by means of bold originality of effect or superlative merits of
some kind, his claim to be considered as above all rules, it will be well for the composer to observe

those which have been recognised as binding by most of the great masters in all time.*°

Other reviews were similarly critical. The Musical Times said that ‘the later works
produced by this young Scotch composer have shown a weakness for working on the
lines of modern composition which necessitates intricate and meaningless writing, an
absence of melody, and a preponderance of technical difficulties.’*' George Bernard

Shaw, writing in the Star, delivered an even more damning judgement.

Bonny Kilmeny is a juvenile work of Mr MacCunn'’s; and although a fairy story set to music could
have no better quality than juvenility, yet Mr Manns’ platform is hardly the right platform for it.
[...] Mr MacCunn’s diffuse strains, full of simple feeling and fancy as they are, did once or twice
suggest to me that the Sydenham orchestra might be better employed than in accompanying
Hogg’s verses and tootling the sentimental interludes for the wood wind [sic] which occur between

every line.”?

Publication and subsequent performances
Bonny Kilmeny was published by Paterson and Son, the Edinburgh company
which promoted the first public performance of the work. Obviously hoping for high

% ‘Music and the Drama’ Glasgow Herald, 10 Mar 1890, 13.

40 <Crystal Palace Concerts’ Times 10 Mar 1890, 10.

*! <Crystal Palace’ Musical Times 31, 1890, 213.

2 Shaw, George Bernard London Music in 1888-89 as Heard by Corno di Bassetto (Later Known as
Bernard Shaw) with Some Further Autobiographical Particulars London: Constable, 1937, 326-7.
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sales, they issued a variety of formats, offering three different options for the piano-
vocal score (paper covers, paper boards, scarlet cloth), and the programme for the
Edinburgh performance on 21 January 1889 indicates that copies of the vocal score
could be purchased in the hall on the night of the concert. Also available were staff
notation choruses, a Tonic Sol-fa edition, single sheets of ‘The Chorus of Spirits’ and
Weep Not for Her’. All versions of the vocal score were attractively presented with a
brown, art nouveau style etching of Kilmeny printed on the buff outside cover
(Illustration 8). Orchestral parts were also issued and a part for harmonium (‘in lieu of

wind parts)’, but the full score was only ever available in manuscript.

A CANTATA 1
FOR ”

Soli-Chorus
I Orchestra-
G B !

Hogg's Queens Wake|

"VI -A |
~[1?e rrjuyc. composed by B

HARISH HACQINNI

PATF.RSON. SONS A Co. LTD.
27 GEORGE STREET. EDINBURGH.
LONDON. 72 WELLS ST.. OXFORD ST.W.

Illustration 8 - Cover of Bonny Kilmeny

In spite of the less than encouraging press reviews, Bonny Kilmeny received a
reasonable number of performances in the five years following its publication. There

seems to have been a revival of interest in the 1920s and 1930s - performances in 1928
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and 1938 may have been staged to mark the sixtieth and seventieth anniversaries of

MacCunn’s birth.*

Assessment

Bonny Kilmeny was written while MacCunn was still a student at the RCM, at a
time when he was still experimenting and refining his compositional technique. In
Bonny Kilmeny he shows more confidence in handling his text and is far more
economical in the use of textual repetition than in previous works. Technically he is
more adventurous, using augmented sixths, augmented and diminished triads,
enharmonic key changes and tertiary shifts. His integration of recurring themes and
motifs into the texture of the accompaniment shows a high degree of skill and

imagination, as does his orchestral palette.

One criticism, not of MacCunn but of his librettist, is the addition of the
epilogue by Moir ‘Weep not for her’ as its sentimentality does not sit comfortably with
Hogg’s more detached narrative. Although the cantata could have ended quite
satisfactorily at the end of Number 12 — ‘When a month and a day had come and gaen’,
a final number for chorus was added, since it would have been expected by both
audience and choir. A further but minor criticism of the libretto is the introduction of
the role of ‘the reverent fere’ for the baritone soloist, without any explanation in the
prefatory material as to who this person is. This anomaly was noted by the critic of the
Times: ‘the task of following the story is not made easier by the uncertainty which
hangs over the identity of the “reverent (possibly intended for reverend) fere” to whom

is allotted some of the most attractive music of the whole work’.**

The simplicity and lyricism of Hogg’s Kilmeny, its ‘aérial, fading music’® are
well conveyed by MacCunn’s musical interpretation and this is what allows it to
withstand the test of time. The listener is lulled into suspending his disbelief, and like

Kilmeny is led into a timeless world.

“ See Appendix 2 — Performances of MacCunn’s Choral Works.
# «Crystal Palace Concerts’ Times 10 Mar 1890, 10.
* Louis Simpson James Hogg: a Critical Study Edinburgh: Oliver & Boyd, 1962, 91.
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Chapter 4

The Cantatas — II
The Lay of the Last Minstrel — Queen Hynde of Caledon

The Lay of the Last Minstrel

By 1888, at the relatively young age of 20, MacCunn was gaining the reputation
of being the rising Scottish composer of the time. His early overtures Cior Mhor (1885),
The Land of the Mountain and the Flood (1887) and The Ship o' the Fiend (1888), and
his choral ballad Lord Ullin's Daughter (1888) had all been premiered in London and
had been well received. Cior Mhor and Land of the Mountain and the Flood had also
been performed to Glasgow audiences by the Choral Union Orchestra under the
direction of August Manns.! Although the initial reception of The Land of the Mountain
and the Flood had, according to the Glasgow Herald’s critic, been cool, it received
enough votes to be repeated a few months later at the Plebiscite Concert which
traditionally ended the season of the Saturday Popular Concerts.” The following week,
‘Gewandhaus’, the music critic of the Glasgow weekly publication Quiz remarked: ‘we
welcome the composition [The Land of the Mountain and the Flood] and live in hopes

of higher things from this rising musician’.?

A further indication of MacCunn’s growing reputation is that he was the subject
of the prominent feature ‘Men You Know’ in the Bailie, a Glasgow weekly periodical.
The article, accompanied by a pen and ink portrait of MacCunn, gave biographical
details about the composer ‘whose striking achievements in the field of musical art are
at present exciting so much attention all over the country’, as well as details of his
compositions to that date. The article concluded: ‘Admiration is indeed so great that the
critics themselves, generally so guarded, are full of enthusiastic prognostications of Mr

MacCunn’s future’.*

! Cior Mhor 22 Jan 1887; The Land of the Mountain and the Flood 24 Dec 1887.
>4 Feb 1888.
3 ‘Musical Moments® Quiz 14, 10 Feb 1888, 230.
* “Men You Know [Hamish MacCunn] — No 803’ Bailie 31, 7 Mar 1888, 1.
103



Shortly after these positive press comments, the Glasgow Choral Union,

obviously impressed by MacCunn’s early successes, decided to commission a choral

work

from him for their 18889 season.

Mr Hamish M°Cunn [sic] A suggestion was made that the Secretary should write Mr M°Cunn
asking if he would provide a new work for a first performance, which would take up from one to
two hours. This work should include solos and the subject should be admitted to the Council for

approval. If he agreed, the council was prepared to offer him a commission of £50.°

In some quarters, however, it was suggested that the commission was not earned

entirely on merit. The music critic of the Bailie wrote:

The young composer is a very fortunate man. Friends at court, and not a little public puffing, have
evidently aided his leaps into fame quite as much as the observation of the great talent promised in
his musical productions. Another composer-musician, of Celtic origin, now at the very summit of
the profession and of his art, was not so fortunate and had to fight his way upwards, ability and

genius alone securing him his now proud position.®

By August 1888, the work was well in hand, and MacCunn wrote to August Manns

from Corrie on the Isle of Arran:

I am supposed to be here for a holiday! But have been working six or seven hours, every day for
the last month, at once. [...] I hope you will include my “Lay of the last minstrel” in the Saturday
concerts, for I have worked like a Trojan for months past at it, & I think it is in my very best style.
I will see that Novello send you a copy of the pianoforte-vocal score as soon as ever they can get it

printed.”

The commission was a bold move for the Choral Union, as it was the first time in their

history that they had commissioned a work. Its council showed itself to be very astute in

business matters, for ‘in confirming the £50 commission for the work it was emphasised

that this should give the Union the right not only to first performance of the work, but

also to subsequent performances by the Union free of charge’.?

3 Robert Craig History of the Glasgow Choral Union, Mitchell Library Glasgow TD1556/8/3/8, 93.
¢ ‘Quavers’ Bailie 33, 21 Nov 1888, 7. The other composer to whom reference is made is in all likelihood
Alexander Campbell Mackenzie, who had recently been appointed principal of the Royal Academy of

Music.

7 Hamish MacCunn to August Manns, 30 Aug [1888], RCM MS7020, 8.
8 Craig History of the Glasgow Choral Union TD1556/8/3/8, 118.
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Choice of text

There is no indication as to why MacCunn decided to set Scott’s poem in
fulfilment of the commission. Craig, in his History of the Glasgow Choral Union, notes:
‘It had been learned early in the season that Mr MacCunn had chosen Sir Walter Scott’s
poem “The Lay of the Last Minstrel” as the subject of the dramatic cantata he had
undertaken to write for the Union.”® It may have been MacCunn’s own choice, but
external factors, and his father James, who once again was his librettist, may have

significantly influenced the final choice of text.

The enthusiastic reception of The Spectre’s Bride, a dramatic cantata by Dvofak,
could have suggested the choice of format and general subject matter. Commissioned
for the Birmingham Music Festival, The Spectre’s Bride received its first British
performance on 27 Aug 1885, where according to the Musical Times it had a
‘triumphant reception’.10 This was quickly followed by performances in all major
musical centres in the UK, including London, Crystal Palace, Liverpool, Manchester,
Edinburgh and Glasgow. The libretto of The Spectre’s Bride uses the ballad ‘Svatebni
kosile’ by the Czech poet Karel Jaromir Erben (1811-1870), published in his Kytice z
povéti ndrodnich (A Garland of National Myths) in 1853."' The theme of The Spectre’s
Bride, that of the ghost of a dead lover returning to claim his sweetheart, is widespread
in European folk literatures. Known in Scotland as ‘Sweet William’s Ghost’,'? versions
are also found in France, Denmark, Russia, France, and Germany where it is best
known as Biirger’s ‘Lenore’. Dvotak’s success, attributed to his melodious, colourful
and richly orchestrated treatment of the macabre folk-tale, may have suggested to
MacCunn a model on which to base his new work and may have ultimately led to the
choice of Scott’s Lay of the Last Minstrel which has several features in common with
The Spectre’s Bride. These include the use of a ballad-like tale with national overtones
and the inclusion of macabre elements. These will be more fully considered at a later

stage of the discussion.

? Ibid.

1% “Music in Birmingham’ MT 26, 1885, 50.

! Erben’s ballads were based on Czech and Slovak folk legends. The literal translation of ‘Svatebni
kosile’ is ‘The Bridal Nightgown’ but as this might have offended the sensibilities of Victorian audiences,
it was rendered as The Spectre’s Bride by the translator Rev. J. Troutbeck.

12 Child Ballad 77. Another version was Walter Scott’s ‘William and Helen’, his 1796 translation of
Biirger’s ‘Lenore’.
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Prior to MacCunn’s setting of The Lay of the Last Minstrel several composers,
notably John Clarke-Whitfeld, had mined it for verses to set as songs or glees, but only
one composer, Thomas Mee Pattison, had used it as the subject for a cantata (See
Table 4.1 below). Published by Novello late in 1885, it does not seem to have enjoyed
any great success. It was sparingly advertised in the Musical Times and few

performances prior to MacCunn’s composition have been traced."

Composer Title Date  Genre

John Clarke-Whitfeld ‘The sun had brightened the Cheviot grey’ 1802  Glee

John Clarke-Whitfeld ‘Sweet Teviot! on thy silver tide’ 1802  Glee

John Wall Callcott ‘Rosabelle’ 1807  Glee

John Clarke-Whitfeld ‘The feast was over in Branksome tower’ 1808  Glee

Saunders Bennett ‘Love will still be Lord of all’ 1808  Song

John Clarke-Whitfeld ‘The minstrel’s harp’ 1810  Recitative and air
Thomas Attwood ‘In peace love tunes the shepherd’s reed’ 18107 Glee

John Clarke-Whitfeld ‘The goblin page’ 1813  Scena

John Fane (Lord Burghersh)  *'Tis done! 'Tis done!’ 1815  Scene

John Clarke-Whitfeld “The minstrel’s tale’ 1820  Glee and solo
John Clarke-Whitfeld ‘Breathes there the man with soul so dead’ 1828  Recitative and air
D.W.1J. ‘Call it not vain: elegy on the death of Sir Walter Scott® 1832  Song

John Clarke-Whitfeld ‘Is it the roar of Teviot’s tide’ 1835 Glee

George William Chard ‘The Mass was sung’ 1841  Solo with chorus
Thomas Mee Pattison The Lay of the Last Minstrel 1885  Cantata

Hamish MacCunn The Lay of the Last Minstrel 1888  Cantata

Anthony Collins The Lay of Rosabelle"* 1932  Cantata

Table 4.1 — Settings of Scott’s The Lay of the Last Minstrel'”’

Another possible reason for the choice of Scott’s text, other than the MacCunns’
love of Scottish literature, is that the only other choral piece to be premiered by the
Glasgow Choral Union had been Macfarren’s setting of Scott’s The Lady of the Lake,
commissioned by the Glasgow Musical Festival Executive Committee for the opening
of the New Public Halls [St Andrew’s Halls] in Glasgow on 15 Nov 1877. In reviewing

its first performance, the critic of the Musical Times wrote:

The subject, suggested to the composer by Glasgow itself, had special attractions for the local
mind. Not only is “The Lady of the Lake” a Scottish story, but the principal scene of it is laid not
far from the Clydeside town, a spot familiar and dear to all. Professor Macfarren, therefore, started

with a good deal in his favour, because sure, at any rate, of a public inclined to be pleased.'®

" It was mentioned twice as being in preparation (MT 26, 1885, 443 and 501). Thereafter it was listed
with other Novello publications published in the previous month and in box advertisements in the back
matter. Performances traced are: Broughton-in-Furness, 19 Dec 1885 (MT 27, 1886, 44); Hurstpierpoint,
11 Feb 1886 (MT 27, 1886, 170); Londonderry S Dec 1887 (MT 29, 1888, 5).
' This composition won the competition for the centenary of the death of Sir Walter Scott organised
jointly by the Glasgow Society of Musicians and the Scott Centenary Committee. The work was
performed at St Andrew’s Hall, Glasgow in the commemoration concert on 22 Dec 1932.
15 Compiled from CPM, MT, and GUL catalogue.
16 «Glasgow Choral Union’ MT 18, 1877, 595.
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The work was well received and performances by choral societies throughout Great

Britain over the following ten years were noted in the Musical Times."’

Walter Scott also provided the basis for another contemporary cantata, Frederic
Corder’s The Bridal of Triermain (1886), five performances of which were reported in
the Musical Times for the season 1886—7."® Given James MacCunn’s interest in music
and his passion for Scottish literature, it is likely that he was acquainted with any or
indeed all of the above-mentioned works by one of several means — having been present
at a performance, having read a review in the Musical Times, having purchased the

score, or having borrowed it from Novello’s Circulating Music Library.

Text
Sir Walter Scott’s epic poem in six cantos The Lay of the Last Minstrel (1805)

was his first major work. In the preface to the first edition, Scott wrote:

The Poem, now offered to the Public, is intended to illustrate the customs and manners which
anciently prevailed on the Borders of England and Scotland. The inhabitants living in a state partly
pastoral and partly warlike, and combining habits of constant depredation with the influence of a

rude spirit of chivalry, were often engaged in scenes highly susceptible of poetic ornament.'®

In order to reflect the antiquity of the setting, Scott cast his poem as an ‘Ancient
Metrical Romance’ and put the poem into ‘the mouth of an ancient minstrel, the last of
the race’?® who bewails the decline of his art and his nation while telling a Border tale
of feud, witchcraft and frustrated love set in the mid-16th century. Lady Buccleuch, the
chatelaine of Branksome Hall, has lost her husband in a skirmish in which one of his
opponents was Lord Cranstoun,! who is in love with Margaret, her daughter. However,
the feud between their families makes their passion hopeless. Lady Buccleuch, seeking
vengeance, commissions Sir William Deloraine to ride to Melrose Abbey to recover her
family’s magic book from the tomb of the wizard Michael Scott. As Deloraine returns,
he meets Lord Cranstoun and is wounded by him. At Lord Cranstoun’s bidding, his
elfin page carries the wounded man to Branksome Hall, and, impelled by the spirit of

mischief, lures away the lady’s little son, the heir of the house, who falls into the hands

"7 In the 18867 season three performances were recorded in the MT (MOM 1, 145).

'® MOM, 1, 145.

1% Preface to the First Edition of The Lay of the Last Minstrel in Walter Scott Poetical Works London:
Collins, 1942, 1.

* Tbid.

2! MacCunn’s libretto uses the spelling ‘Cranston’
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of her English enemy, Lord Dacre. The latter, with Lord William Howard, intends to
storm Branksome on account of Deloraine’s misdeeds as a Border thief. While the Scots
army is still on its way to relieve Branksome, a single combat is suggested between Sir
William Deloraine, now lying wounded, and Sir Richard Musgrave, whose lands
Deloraine has harried — the lady’s little son to be the prize. The challenge is accepted
and Musgrave is defeated. It is discovered that the victor is actually Lord Cranstoun,
who with his page’s assistance, has assumed the form and arms of Deloraine. Lord

Cranstoun’s service to the house of Buccleuch heals the feud, and he and Margaret can

marry.”

The stanzas are irregular, with each line consisting of seven to twelve syllables,
four of which are accented. The rhyme scheme is not fixed — rhyming couplets
predominate, but there are also occasional passages where the rhyme scheme ABAB

interrupts the regularity of the rhyming couplets.

Libretto

The libretto of The Lay of the Last Minstrel, like that of Bonny Kilmeny, is the
work of MacCunn’s father, James. Although this was not the first libretto he had written
for his son, none of the previous cantatas had been performed in Glasgow when The Lay
of the Last Minstrel was commissioned.”> In order to reduce Scott’s six cantos to a
manageable length, James MacCunn adopted a ‘cut and paste’ approach. Passages from
each of the six cantos of Scott’s poem were selected, and rearranged as required (not
always in Scott’s sequence) to produce a greatly abridged version of the original poem.
Some lines have minor alterations, while others are of MacCunn’s devising. For

example:

2 Adapted from ‘The Lay of the Last Minstrel’ in: The Oxford Companion to English Literature edited by
Margaret Drabble. Rev. ed. Oxford: Oxford UP, 1995, 564.

2 The Moss Rose was performed in London in 1885. Bonny Kilmeny had its first performance at a charity
concert in Edinburgh on 13 December 1888, just five days before the premiere of The Lay of the Last
Minstrel.
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Scott MacCunn

Slow moved the Monk to the broad flag-stone, “Behold; upon the broad flag-stone
Which the bloody Cross was traced upon: The bloody Cross in light is thrown!
He pointed to a secret nook; Now with this iron bar, command
An iron bar he Warrior took; The grave’s wide portal to expand!”

And the Monk made a sign with his withered hand
That grave’s huge portal to expand.

Table 4.2 — Canto Second XVII compared with MacCunn’s libretto?*

Scott MacCunn
And now in Branksome’s good green wood, Hark! hark! who comes through Branksome wood,
As under the aged oak he stood, On such a meeting to intrude?
The baron’s courser pricks his ears The baron’s courser pricks his ears
As if a distant noise he hears As if a distant noise he hears

Table 4.3 — Canto Second XXXIV compared with MacCunn’s libretto®

If the plot of Scott’s poem appears to be dense, MacCunn’s libretto makes it
almost impenetrable and relies on the audience’s having read the argument (plot outline)
provided in both the concert programme and in the piano-vocal score. The dramatis

personae are reduced to:

Lady Buccleuch soprano
Margaret mezzo-soprano or contralto
Sir William of Deloraine} tenor
Mountain Spirit
The Monk
Lord Cranston} baritone
River Spiri

The action of Scott’s poem is condensed to focus on three episodes: Lady
Buccleuch’s desire to avenge her husband’s death and Sir William of Deloraine’s errand
on her behalf to retrieve the Magic Book from Melrose Abbey; the forbidden love of
Margaret of Branksome and Lord Cranston; and the single combat between the Scottish
and English champions, which by saving the heir to the house of Buccleuch, ensures its

survival.

There are major criticisms to be made of the libretto. Although the minstrel of
the title narrates the action, he is never mentioned in the text. Over-editing gives rise to
the omission of the loss and wounding of William of Deloraine, and to the taking
hostage of Lady Buccleuch’s young son. These incidents are mentioned in the

argument, but their absence from the libretto leads to moments of incomprehension for

?* Bold text indicates Scott’s words retained by MacCunn.
* Bold text indicates Scott’s words retained by MacCunn.
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the audience. Why does Cranston bring back a son who was not posted missing? Why is
there concern about Deloraine’s fitness to do battle with Musgrave, as no mention is
made of the injury he sustains in his fight with Cranston? The addition of two stanzas
from the sixth canto at the end of Part 2 to form Numbers 9 and 10 is unnecessary, as
the cantata seems complete at the end of Part Two, Number 8 which features Lady
Buccleuch, Margaret, Cranston and chorus. In Scott’s poem, the line ‘Breathes there the
man with soul so dead’ and those that follow are spoken by the Minstrel prior to the
marriage of Margaret and Cranston, whereas in the cantata, they are assigned to
Cranston. There is no dramatic or musical justification for the additional numbers and it
could be that the highly patriotic notions expressed belong as much to James MacCunn
as they do to the character Cranston. A further criticism of the librettist is his disregard
of Scott’s verse patterns. For example, in the passage below, the original rhyme scheme,
ABABAACDCD, is reduced by a process of excision and rearrangement to a series of

rhyming couplets AABBCC (Table 4.4).

Scott MacCunn

In sorrow o’er Lord Walter’s bier In sorrow o’er Lord Walter’s bier
The warlike foresters had bent

And many a flower and many a tear

Old Teviot’s maids and matrons lent:

But o’er her warrior’s bloody bier

The Ladye dropp’d nor flower nor tear! The Ladye dropp’d nor flower nor tear!
Vengeance, deep-brooding o’er the slain, Vengeance, deep-brooding o’er the slain,
Had locked the source of softer woe: And burning pride and high disdain

And burning pride and high disdain Vengeance that locks the source of woe
Forbade the rising tear to flow. Forbade the rising tear to flow.

Table 4.4 — Comparison of MacCunn’s text with that of Scott

Despite the libretto’s obvious faults, it still provides a reasonably cohesive plot,
and retains the characteristics of the original: epic scale, bardic elements, medieval
setting in a Scottish castle, noble and chivalrous characters, the influence of the

supernatural, and a strong contrast between dramatic and romantic passages.

Sources

MacCunn’s manuscript full score of The Lay of the Last Minstrel is held in the
Library of the Royal College of Music.?® Novello and Co published the piano-vocal
score, a tonic sol-fa version, and all orchestral parts. A notable omission in the

published score was the lack of an acknowledgement of the commission from the

26 RCM MS 4236. The full score was only ever available in manuscript and the fact that it is preserved is
thanks to Oliver Davies, formerly head of the College’s Department of Portraits, who saved it when
Novello & Co, the publishers of the work, were discarding many manuscripts.
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Glasgow Choral Union, a fact brought to the attention of the readers of the Bailie by

means of a wryly humorous poem.

The Lay of the Very Latest Minstrel

If it happened that one
Were inclined to poke fun
At the Messieurs MacCunn,
Father and son,
Shapers and dressers of Scott —
Then, as some are enquiring, the first would be bid
To tell us in what old-time circus there rid
That Teviotside Cid,
Who for bold Musgrave did,
And so doughtily fought.

And why needed this ring-rider fleet
His name and address so oft to repeat,
Though in melody sweet
His Marg’ret he’d greet,
And her mother appease?
P’rhaps to future shop-knights it might well be
A hint of bold Cranston’s to such as would tell me
Where, say, the best place they sell tea,”’
And, like some aye-sounding bell, me
Their stock advertise.

But, next, Hamish, my son,
What ill had we done,
We folks who had run
For the Lay of MacCunn
The first hour it came here,
That in these early copies,
Of a work where our hope is,
Of the Union Commission, which surely a prop is,
And a gift, if no trope is,
Not a word did appear.

Still, author and musicus, Messieurs MacCunn,
Managing father and talented son,
All do commend the work you have done,
And that yet greater fame be won

All most heartily pray.
Only, Hamish, forget not your friends at the Choral,
Remembrance that’s due is a duty before all;
In your choice of a subject aye adhere to the moral,
And for lyrical drama a wreath that is floral

Will yours be one day.”®

27 Reference to Miss Cranston’s tearooms, a well-known Glasgow institution.
28 ‘The Lay of the Very Latest Minstrel’ Bailie 33, 26 Dec 1888, 6.
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Instrumentation

The cantata is scored for double woodwind, piccolo and contrabassoon, 4 horns,
3 trumpets, 3 trombones; tuba, 3 timpani, triangle, side drum, bass drum, strings,
soprano, mezzo-soprano, tenor and bass soloists and SATB chorus. Surprisingly, given

the title of the work, the instrumentation does not include a harp.

The Cantata

Compared with previous cantata settings of Scott, such as Macfarren’s The Lady
of the Lake, Pattison’s The Lay of the Last Minstrel, Gadsby’s Alice Brand (1876) and
Lord of the Isles (1879), which are all small-scale and restrained, MacCunn’s setting' of
The Lay of the Last Minstrel is of epic proportions and illustrates the text on a canvas as
broad and as sweeping as those used by Victorian landscape painters. As the descriptive
subtitle ‘a Dramatic Cantata’ indicates, it focuses on conveying the action and drama of
a medieval tale, rather than on the staid presentation of a piece of poetry. The inclusion
of directions indicating the position of the characters e.g. ‘Margaret (on the turret)’
‘Lady Buccleuch (on the Castle wall)’ shows that MacCunn may have viewed this
cantata as an opportunity to create a quasi-opera for concert performance. By avoiding
prolixity, a feature of oratorios and earlier secular cantatas which had the effect of
holding back the action, and by allowing the narration to flow uninterrupted from one

number to the next, MacCunn gives impetus to the dramatic imperative.

An outline of numbers, and their distribution among soloists and chorus,
together with an indication of tonal centres and motifs is presented in Table 4.5 (over).
Bold lettering has been used to highlight the extensive use made of the chorus, a fact

which would have had great appeal for choral societies.
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Leitmotifs,

Number | Title Forces/ description of movement Principal tonal centres Recurring Motifs
& Themes
Part Nine-and-twenty knights Orchestral introduction, chorus F maior Knights
1 | of fame Fast, knightly Y Horses
2 But he, the chieftain of Choral recitative D flat major; B flat major; Chieftain
them all Slow, heroic G minor/ G major
Dialogue between Mountain Spirit B flat major; G minor; Supernatural

3 | Sleep’st thou brother

and River Spirit; chorus
Moderate, scherzando, lyrical

B flat major

Celestial influence

R . Solo: Lady Buccleuch B major; E major; E minor; Deloraine
4 | Sir William of Deloraine Fast, dramatic E major Mighty Book
. A minor; F sharp minor;
5 The clattering hoofs the Chorus . C major; E major; A minor; Horses
watchmen mark Fast, heroic A maior L .
major; A flat major; A minor
6 | Who knocks so loud? Solo recitative: The Monk A minor; C minor; C major
Fast, dramatic
. B flat minor; G flat major; Supernatural
7 ?vfzf::‘ci ﬁe" eyes the fdl;z:l:t:n\(:emz:\:;g]t(ic C minor; B flat minor; B flat Deloraine
Y » Very major Mighty Book
Part The wild birds told their Tenor solo; chorus g $a_!gr§ g;‘::'g;; i zaa‘].g?
1 warbling tale Moderate, lyrical 4 r., Jor; yor;
F major; D major
Chorus . . . Horses
' . .
2 | Hark, hark! Who comes Fast, dramatic G minor; B flat major; D minor Deloraine
3 | True love’s the gift Solo and recitative: Margaret ) F sharp major; D major; True love
Moderate, lyrical, very expressive F sharp major
4 No! ‘tis the beacon blaze Chorus B minor; F sharp major; Knights
of war Fast, martial D major; B minor
5 Why ‘gainst the truce of Lady Buccleuch with chorus G major; C major; E minor; Deloraine
Border tide Moderate, dramatic G major; D major; G major
6 | Now is the hour Choral recitative D minor; C major; C minor; I]\)dcig)hrairll;ook
Fast, dramatic A flat major; D minor C ty
ranston
7 | “Tis done! ‘tis done! Chorus . G minor
Slow, dramatic
Lord Cranston, Lady Buccleuch, . . . | Cranston
8 | For this fair prize Margaret, chorus E g: :‘;J.g;’ C major; F major; Celestial influence
Varying tempi, lyrical ; True love
9 | Breathes there the man Recitative: L(?rd Cranston A ﬂa.I m;.1_|0r; C mfi_lor; )
Slow, dramatic D minor; F minor; D major
10 O Caledonia! stern and Chorus C major; G major; A major;

wild

Moderately fast, patriotic/ jingoistic

A minor; C major

Table 4.5 — Overview of structure of The Lay of the Last Minstrel

Leitmotifs, recurring motifs, recurring themes

In The Lay of the Last Minstrel MacCunn relies heavily on the use of leitmotifs,

and recurring motifs and themes to illustrate and give cohesion to his narrative (see

Examples 4.1-4.9) Their use will be discussed in the appropriate section of the

commentary.

Example 4.1 — Scottish Knights (Leitmotif)
Allegro brioso

o - ver

Bor - der, dale and

Full

wide and far

is ter - ror.

<l

Chorus doubled by brass
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Example 4.2 — Horses (Recurring motif)

>
> . Y~ 3
DN "N ")
1 1 1
1 1
1 T

L1 (1

This leitmotif is used at the beginning of two numbers (Part 1 Number 3 and Part 2
Number 6) to signal the involvement of the supernatural in the action. The intervallic
relationship of the first three notes is identical to that of a transformation of the Scottish
Knights leitmotif (SK 2 Example 4.11) and indicates the engagement of these forces in

the eventual outcome of the story.

Example 4.5 — Celestial influence (Recurring theme)

Mountain Spirit

~
Ar-thur'sslow wain his coursedoth roll, In ut - ter dark-nessdoth roll_ a- round_ the pole;

This theme, derived from the Scottish Knights leitmotif (Example 4.1), is the most
important in The Lay of the Last Minstrel, as the text with which it associated offers the
solution to the problems of the protagonists — the ruling celestial bodies will not act in a

benevolent fashion until all conflict has been resolved.

Example 4.6 — Deloraine (Leitmotif)
D# # > >

Sir Wil - liam of De - lo - raine

The leitmotif which MacCunn uses to represent Deloraine, the cantata’s central
character, is developed more than any other of the leitmotifs or themes in the work.
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Example 4.7 — Mighty Book (Leitmotif)
I ;

And  the cross of ‘ blood dy__ red,

Example 4.8 — True Love (Recurring theme)

g | —g 173
]

<+ < o |
True love'sthe gift which God__ has given

Example 4.9 — Cranston (Recurring theme)

In addition to using melodic devices to represent people or ideas, MacCunn uses
tonality to characterise Lady Buccleuch and Cranston. Their opposition to each other is
illustrated by the fact that whereas Lady Buccleuch sings only in sharp keys, flat keys
(A flat, E flat) are employed for Cranston.

Part 1
Part 1 Number 1 — ‘Nine-and-twenty knights of old’

A bright orchestral introduction of 71 bars sets the scene for the story. It depicts
the gradual approach from a distance of the Scottish knights on horseback, accompanied
by horn calls of the hunt, and the martial sound of trumpet fanfares and side drums, as
they ride towards Branksome Hall. The leitmotif of the Scottish Knights (SKI,
Example 4.10), a two-bar cell, is initially played by the woodwinds and is accompanied

in the strings by the triplet horse motif (Example 4.2) over an extended dominant pedal.

Example 4.10 — Scottish Knights SK1 (Leitmotif)

/‘__\
. £ e e 5

flutes -
2 = !
¥ | & ? |
1 s

e et s i
Y, t :

NR

A contrasting phrase (SK2) is achieved by a thematic transformation of SK1, in which

descending intervals generally replace ascending intervals (Example 4.11).
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Example 4.11 — SK2

A further transformation (inversion) SK3, heard in the lower register, suggests the
galloping of the knights on their horses (Example 4.12), as do the descending quaver
scales played by the cellos and double basses (bars 52 — 54 and 66 — 68).

Example 4.12 — SK3

hns/bns/ve/db
-

/—\ > . =
P SR ER e E e B e B
4

o o g
- g
N

(llkf_l

LSK3 1

The introduction leads to two strophically set stanzas, which describe the knights and
their retainers. The melody (Example 4.13), an extension of the SK1 leitmotif, is
introduced by the tenors and basses in unison, and is then continued in four-part

harmony by all sections of the chorus.

Example 4.13 — Opening vocal line

—— T ——
. - b= » o = N p "' |

Nineand-twen -ty knights__ of fame_  Hungtheir shields_. in Brank - some Hall;

All the elements which characterise the introduction continue throughout this number —
in the verses, in the lengthy interlude and in the shorter postlude — providing a bright,

strong and heroic opening to the work.

Part 1 Number 2 — ‘But he the chieftain of them all’

This number, a choral recitative, further sets the scene, explaining that Lord
Walter has been slain and that his grieving widow seeks revenge. It opens with the first
statement of the rhythmically conspicuous Chieftain theme (Example 4.14), in which a
solemn and sonorous orchestral unison gives way to a richly harmonised plagal
cadence. Although the recurring theme used to represent Lord Walter, Lady
Buccleuch’s slain husband, occurs only in this number, its frequent use indicates that his
death, and his widow’s desire for vengeance, are the mainspring of the plot. The two
opening vocal phrases, derived from Chieftain 1 and sung by the chorus, are echoed by

the accompaniment. Thereafter the repetition of a heavily accented rhythmic ostinato in
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the lower register — J. & J J — derived from Chieftain 1, underlines the gravity of the

situation (Example 4.14).

Example 4.14 — Chieftain 1 recurring theme

Chieftain inversion 1
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Further explanation of the situation is given, once again using the Chieftain
theme to carry the message (Example 4.15). This example also shows how skilfully
MacCunn moves to distant keys — in the space of four bars he moves, by means of

enharmonic change, from D flat major to F sharp minor.

Example 4.15 - Use of Chieftain theme

Chieftain peltain___ ___ Cieftain modified
g, """ I, |
A | P ‘ T—F — —]
1 amn * e e |
The La-dyedropp'dnot flow'rnor tear! Ven- geance, deep
e -
C o -t p— T —% T "# —
g - T o ]
- . = | | (=4 Lo ]
Db major: I % 1 1 m 7 V7 of Fimajor

(enharmonic key ch

Harmonic ontline

This key change marks the beginning of a short contrasting section whose strong

emotions — vengeance, pride, disdain, woe — are forcefully expressed by the chorus, and
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reflected in the chromatic harmony, which stands in contrast to the preceding, mainly

diatonic harmony (Example 4.16).

Example 4.16 — Vengeance, pride, disdain and woe

24 [Maestoso con moto,quasi Andante con moto] o — r
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The return to the home key is accompanied by restatements of the Chieftain leitmotif

and a return to diatonic harmony. The scene ends with a coda which describes Lady
Buccleuch standing in a tower, looking out into the ‘calm and clear’ night. A feeling of
the calmness is projected by the chorus intoning the text on a single pitch (D),

underpinned by slow moving chordal accompaniment.
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Part 1 Number 3 — ‘Sleeps’t thou brother?’

The scene moves from the tower to an unspecified moonlit location at night. The
River Spirit and Mountain Spirit are engaged in discussion about the ongoing feuds and
about who will marry Margaret of Branksome. Thus it is made clear that the action
concerns not only human beings, but also supernatural forces (musically represented by
a leitmotif and a recurring theme) which will determine the outcome of the action. The
opening phrase of the first violin introduces the Supernatural leitmotif, which is
immediafely echoed by the first bassoon. A fragment of the Celestial Influence theme is
also incorporated, in advance of a full statement. The open texture and light
orchestration convey the peacefulness of the night and the beauty of the landscape
(Example 4.17).

Example 4.17 — Introduction to Part 1 Number 3
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The tranquillity continues to be portrayed by tremolando strings which
accompany the dialogue between the two spirits. The opening question and answer
(Example 4.18) are based on fragments of the Celestial Influence theme, a
transformation of the SKI1 leitmotif (Example 4. 1). This is a good example of

MacCunn’s manipulation of one leitmotif to create a new independent leitmotif.

Example 4.18 — Dialogue between the spirits

Celestial influence (fragment)
[Andante espressivo','con ﬂoto] Mountain Spirit
River 3): e "3

Celestial influence (fragment)

- pl - L2 B — 1
"Sleep'st thou bro- ther?" "Bro - ther nay Onmy hills_ the moon-beams play.____

| Scottish Knights (transformed)
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The Supernatural leitmotif is repeated, and coinciding with a change in tempo to
Allegretto scherzando, is then transformed into a playful figure to describe elves
dancing, in a passage reminiscent of, and possibly inspired by Mendelssohn’s overture

A Midsummer Night’s Dream (1826) (Example 4.19).

Example 4.19 — ‘Merry elves their morris pacing’

[Andante espressivo] Allegro scherzando, ¢ leggierro
25 Supernatural Supernatural 2 w 2 rﬁ“&m‘l 2
—— up

X 7
Hg W= N I h g g
e Y1 e

Ton1? & r —
r Mountain Spirit: Mer - ry elves their mor-ris pac-ing, To aé - ial min-strel-sy,

The River Spirit interrupts the merry antics to discuss a serious subject — the fate of
Margaret of Branksome, whose ‘tears mix with my polluted stream’ and to ask when
‘these feudal jars® will end. The solemnity of the topic is reflected by the return to the
initial slower tempo, a key change from B flat major to the relative minor and the
replacement of the playful figure with a legato aria accompanied by sombre repeated

chords (Example 4.20).

Example 4.20 — ‘Tears of an imprisoned maiden’
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To the Mountain Spirit’s questions as to the fate of Margaret, and the ending of
warfare, the River Spirit at first offers a rather enigmatic answer which refers to various
celestial bodies — the Plough, Orion, and the Great Bear — using as a vehicle the
Celestial Influence theme, now heard in full for the first time in B flat major

(Example 4.21), then reprised in D major.

Example 4.21 — Celestial Influence theme — first full statement

Ar-thur's slow wain  his coursedoth roll, In ut-ter dark-nessdoth roll_ a- round_ the pole;____
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The theme is then heard in its original key and its text makes its meaning clearer — the
celestial bodies will not show any favour to the inhabitants of Branksome and the
surrounding country until disputes, both personal and factional, have been resolved. The

melody and words are then taken up by the chorus in four-part harmony.

No kind influence deign they shower
On Teviot’s tide and Branksome’s tower,
No kind influence deign they shower

Till pride be quelled and Love be free.

The Celestial Influence melody is the most important in The Lay of the Last
Minstrel, as it indicates the solution to the protagonists’ problems. Its simple melody,
sung piano throughout this number, and its diatonic harmonisation (chords I, IV and V)
reflect the outcomes which it demands — peace, calm and harmony. The number

concludes with a short postlude which, with minor alterations, repeats the introduction.

Part 1 Number 4 — ‘Sir William of Deloraine’

This scene offers a total contrast to the preceding one. The location moves from
the domain of the supernatural into the realm of the human beings who inhabit
Branksome Castle, and the atmosphere changes to one of high tension. As the plot
begins to unfold, Lady Buccleuch summons her knight Sir William of Deloraine to ride
to Melrose Abbey. There with the help of a holy hermit, he will retrieve the Mighty
Book of the Buccleuch family from the grave of the wizard Michael Scott which will

assist Lady Buccleuch to exact revenge for her husband’s death.

To summon her knight, Lady Buccleuch uses the Deloraine leitmotif
(Example 4.21a) which is introduced in the vocal line and then echoed in the orchestral
accompaniment (Example 4.22). Deloraine’s leitmotif, as befits his status as a knight, is
derived from that of the Scottish Knights (Example 4.21b), introduced in the opening
number of the cantata. The similarity between the two leitmotifs is obvious — they both

begin with a rising fourth, and then ascend stepwise to the dominant of the scale.

Example 4.21a — Deloraine Example 4.21b — Scottish Knights
Lt ==: W
Sir Wil - liam of De - lo - raine o1 - 1 I
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Example 4.22 — Deloraine (Leitmotif)

AT T T A1 CUrtUio — 11
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The tempo (Con brio e con fuoco), the dotted rhythms of the opening bars, and the

transition through several keys indicate the urgency of request. The vocal line has a

wide range and as Lady Buccleuch’s recitative progresses, the highest note of each

phrase, which carries the most important word, is higher than that of the previous one

(Example 4.23).

Example 4.23 — Lady Buccleuch’s recitative

18
Poco piil lento | —3 [N >
— ys hr—t T o gﬂﬁ:ﬁ:‘
et = O = B e e N
B 7 = [E—y—]
Greet the fath - er well _ from me s Saythatthe fa - ted hour is
hns
r h u u 1 1 1 1 - 1 ll
T L3 1 1
& 2 P T —F i
L~
i ——F T [frff
Orch. p strings - | J qA hJ
CHRT= = o — — =
\ = = - - dl T 1
23 ; >
“n > Bﬂ. 2 | P
et o r— 1 =
{ 7+ He— t t =
i i 1 it T ]
come, And that to night he shall watch with thee To win the frea sure of ____ the tomb
e G +BD/
Du . fr— e~ N # -cym L A kb N
¥t = TR e —— m; B
D2 M & L |4 b'
rass
gt - EL . be : £ -
T y 2 £} r 2 1L " 2 LV S——1 L " 3
7 r © i i — —€ — s =
& q 24 h; > ¥ !

With a change in tonality from E major to E minor and a slowing of the tempo,

the mood becomes more solemn. Lady Buccleuch continues to give instructions to
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Deloraine. The seriousness of her purpose is indicated by the wide range in the vocal
line, the strings’ sombre tremolando chords, and the slow rate of harmonic change. A
second leitmotif, that associated with the Mighty Book, is introduced in this section

(Example 4.24a), but the full extent of its meaning is not revealed till later.

Example 4.24a — Mighty Book leitmotif
0 )

il |
M

And  thecross of blood - - N dy red.

Emphasis is given to the word ‘bloody’ as the C major harmony of the phrase creates a
dissonance over a D pedal. The leitmotif is repeated in the next phrase, but with an
altered rhythm and extended range (Example 4.24b) to emphasise the dramatic nature of
the text. There then follows a further transformation (Example 4.24c¢) which is repeated
within the space of six bars. Thus even although the leitmotif’s full meaning has not

been revealed, its importance has already been emphasised.

Example 4.24b — Mighty Book 2 Example 4.24c — Mighty Book 3
g : t o Y -
Will pointtothe grave of the might - - -y dead. What he gives thee, see_ thou_ keep;

This episode contains an interesting example of MacCunn’s interpretation of the
Scottish ‘double-tonic’ feature. Within the context of E minor two bars of D minor

(rather than the expected D major) are interpolated.

The scene is concluded by a short orchestral postlude of strings punctuated by

short phrases played by the horns.

Part 1 Number S — The clattering hooves the watchmen mark

This scene consists solely of narrative and depicts Sir William’s night ride from
Branksome to Melrose Abbey. Subdivided into three sections by two orchestral
interludes, it offers a vivid depiction of the speed and urgency of the mission by means
of the fast tempo (Allegro con brio) and driving rhythms derived from the basic Horses
motif (Example 4.25).
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Example 4.25 — Basic Horses motif
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The darkness of the night is matched by the opening A minor tonality. The night
watchman’s repeated challenge to the rider to stop — ‘stand ho!’ — is sung by the full
chorus at a much slower rhythmic rate than the accompaniment. The full harmonies of
the chords, A minor followed by A major, shine out through the darkness. The
injunction to halt goes unheeded, as the onward galloping of the horse is still heard in

the orchestral accompaniment (Example 4.26).

Example 4.26 — Opening of Part 1 Number 5
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The first orchestral interlude continues to use the Horses motif and variants
(Example 4.27). The presence of duplet quavers in a 6/8 context provides a vivid

illustration of the pell-mell ride of the horse and its rider.

Example 4.27 — Orchestral interlude, showing triple and duple time
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The tonality moves rapidly from F sharp minor to C major, at which point the
narrative is taken up by the chorus. Once again there are two separate strands of
narration — the slow moving line of the chorus, doubled by woodwinds and horns, and
that of the much faster moving strings representing the galloping of the horse. The slow
moving diatonic harmony of the line ‘now midnight lauds were in Melrose sung’

emphasises the solemnity of the religious office.
In the second orchestral interlude the pace seems to increase with the upper
strings playing a rhythmic semiquaver ostinato, below which a variant of the Horses

motif is played alternately by the violas and cellos (Example 4.28).

Example 4.28 — Second orchestral interlude
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The diminished harmonies give an indication of the impending meeting with the world
of the spirits. When the chorus re-enters, it is in close two-part chordal harmony, like an
echo of the midnight lauds borne on the wind. This is punctuated by alternating solo

trumpets playing the Horses motif, evoking the wild excitement of the ride.
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A change in metre and tempo (4Andante ben sostenuto) and a progression of
solemn chords played by bassoons, contrabassoon, horns, trombones and tuba marks the
knight’s arrival at Melrose Abbey. The solemnity of the occasion is conveyed by the‘
chorus’s recitative passage, sung pianissimo to the accompaniment of tremolando
strings. The tempo changes to Allegro, and Deloraine’s knocking on the door with his
dagger — ‘He struck full loud and he struck full long’ — is portrayed by effective textual

setting and by the representation of knocking in the accompaniment (Example 4.29).

Example 4.29 — Deloraine knocks at the door
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Part 1 Number 6 — ‘Sir William of Deloraine’

This scene consists of the exchange between Deloraine and the monk of Melrose
Abbey. Continuing without a break from the previous number, it begins with
Deloraine’s imperious knocking on the abbey door, portrayed by an orchestral tutti. In
reply to the monk’s question ‘Who knocks so loud?’, Deloraine explains his mission
with a paraphrase of Lady Buccleuch’s words, which uses more or less the same
melodic material, harmonised in the same way, as in Number 4. By using material
previously associated with Lady Buccleuch, Deloraine identifies himself as her
representative. The monk’s reply, an account of how he buried the Mighty Book,
consists of four rhyming couplets treated musically as two stanzas. A rhythmically
altered version of the Mighty Book leitmotif is accompanied by a sombre, low register

ostinato which has a heavy, hypnotic effect (Example 4.30 over).
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Example 4.30 — The monk’s reply
Mighty Book (altered)
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The mood alters as the monk’s narration changes to a faster, more declamatory
style, using wide intervals, high tessitura and the repetition of The Mighty Book
leitmotif. Rising tension and excitement is variously indicated in the accompaniment by
tremolando strings, rising semiquaver passages, repeated quaver chords, vague tonality,

and use of diminished harmonies.

The scene concludes with the opening of the Wizard’s grave. The narrative pace
is held back by a reduction in the rhythmic rate, and this, combined with the use of
silence and a move from D flat major via F sharp minor to the remote key of C major

reflects the dramatic tension of the text (Example 4.31).

Example 4. 31 — End of Part 1 Number 6
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Part 1 Number 7 — ‘Before their eyes the Wizard lay’

iy’ bt

W e S _

This number, the work’s longest and most complex, concludes Part 1 of The Lay

of the Last Minstrel. Table 4.6 below provides an overview of the number and its

principal features.

Bars Time Description/ Features Tonality Leitmotifs
1-12 3/4 Orchestral introduction; Supernatural leitmotif prominent B flat minor Supernatural
Quasi-recit, chant-like, voices in unison/at the octave, step-
13-26 3/4 wise movement, doubled by horns; Supernatural leitmotif | B flat minor Supernatural
used as ostinato
Contrast to previous section. Ternary. SATB in four-part
26-52 4/4 harmony; tremolando strings; suspensions for religious | G flat major
effect. Wider leaps and greater compass in melodic line
53-64 3/4 Repetition of melodic outline and harmony from 13-26 B flat minor Supernatural
65-83 4/4 Monk solo, declamatory; high tessitura; tremolando strings | Unsettled; extended
and triplets indicating terror F sharp pedal
82-114 4/4 SATB in unison/at the octave contrasting with harmonised C minor Deloraine
passages; tremolando strings Mighty Book
Orchestral interlude in which diminished seventh harmony
predominates (115-122); short contrapuntal vocal passage .
115-144 | 4/4 (123-135); re-use of material from orchestral interlude 137— Unsettled Mighty Book
144)
Monk solo, declamatory passage with wide intervals,
145-166 | 4/4 followed by short lyrical passage; fremolando C pedal in | C minor
lower strings
166-187 | 3/4 Eoda, reusing opening material; contrast between unison and B flat minor Supematural
armony
188—end 6/8 Orchestral postlude E};}zt_ minor; B flat Supematural

Table 4.6 — Schematic outline of Part 1 Number 7

The dramatis personae are the Monk, Deloraine (who does not have a speaking part),

and the chorus, which has the largest part and fulfils the role of narrator. The number

opens with a short orchestral introduction. The horns play a distinctive melody used

several times within the number, to which is added the Supernatural motif in

counterpoint (Example 4.32).

Example 4.32 — Opening of Part 1 Number 7
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with the Supernatural leitmotif continuing as an ostinato (Example 4.33).

The chorus in unison sets the scene, using the melody introduced by the horns,
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Example 4.33 — Description of the Wizard

13 [Andante con moto, ma solennis] 15

~—r ~—
P Be-fore their eyes the Wi-zard lay, As if he he had notbeen dead__ a____ day

For the most part, the line is set syllabically, rising and falling by stepwise motion,
giving the impression of an ancient religious chant. The description continues with a
contrasting section in which the chorus in four-part harmony is doubled by woodwind
and brass with a tremolando string accompaniment. The slow tempo, the slow rate of
harmonic change and the use of suspensions continue the religious undertone
established at the opening of the movement. A gradual increase in tension, effected by a
rising dynamic, reaches a climax at the word ‘right’, emphasised by an orchestral rurti

(Example 4.34).

Example 4.34 — Religious effects

3g [Andante con moto, ma solennis}
) (- 1 |
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12
His lefthand  held__ his Book of Might
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Action resumes in the solo passage in which the Monk urges Deloraine to fulfil
his mission. Prefaced by the direction ‘with terror’, the passage employs various
devices — an increase in tempo, relatively high tessitura of the voice, melodic sequence,
octave leaps — to reflect the monk’s fear. Uncertain tonality and diminished seventh
harmonies, tremolando upper strings and rushing semiquaver passages in the lower
strings further emphasise this fear. Deloraine’s anxiety to complete his mission as
quickly as possible is shown by his springing into action before the Monk has finished
his solo (Example 4.35 over).
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Example 4.35 — The Monk’s solo
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The chorus resumes the narrative, and using the Mighty Book motif in
conjunction with a modified version of the Deloraine motif (Example 4.36), describes
how Deloraine takes the Mighty Book from the grave. By repeating the phrase to the
words ‘With iron clasp’d and iron bound’ the two motifs clearly indicate Deloraine’s

metal gauntlet clasping the Mighty Book.

Example 4.36 — Deloraine + magic
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Then De - lo - raine n ter . - ror___ took
With i . ron___clasped, and with i - - ron__ bound

The act of taking the Book is described in a passage of detached chords which mimic
gasps of terror. The horror of the dead man frowning from the grave is conveyed by the
use of the final chord — C minor with added minor seventh and ninth, and major

eleventh (Example 4.37 over).
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Example 4.37 — The dead man frowned

doubled by wiwhns/strings P, sirings trem. |

The choral narration continues, describing the strange noises and fiends which
have been unleashed by the act of opening the grave. These are portrayed in the
orchestra by conventional means — diminished harmonies, chromatic semiquaver
passages, vigorous sforzandi in the woodwind, and fremolando strings. The confusion is
further projected by a short but very effective passage of counterpoint for the tenors and
basses (Example 4.38), which incorporates a version of the Mighty Book leitmotif
extended by the insertion of a scalic passage to which the word ‘laughter’ is set. It is
thus used figuratively to indicate magic and its agents — ‘voices unlike the voice of

b

man’.

Example 4.38 — Confusion

123 Mighty Book extended
[Allegro di molto]
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Example 4.38 (continued)
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The movement concludes with re-use of the opening melodic material
(Example 4.34) to describe the return of the Monk to his cell and his death. The tension
of the movement is released by the reduction in dynamic to pianissimo, and a short
Adagio orchestral postlude in 6/8 in which the Supernatural leitmotif once again figures,

before a final close on a quiet sustained B flat major chord.

Part 2
Part 2 Number 1 — ‘The wild birds told their warbling tale’

The second part of the cantata opens with a secret meeting of the lovers,
Cranston and Margaret of Branksome, in an idyllic pastoral setting ‘beneath the
hawthorn green’. This number provides a welcome calm interlude after the previous
excitement and action. Neither character has a speaking role, and the scene is described

by the tenor soloist and chorus who act as unseen and distant observers of the lovers.

The number is in ternary form — A B A' — and the form is reinforced by the way
in which the lines are assigned — firstly to the tenor soloist (8 lines), then to the chorus
(8 lines), and finally to both soloist and chorus (6 lines, of which the last two are
repeated for the sake of balance). The text is slightly unusual in that the first eight lines
have the rhyme scheme ABACDADA whereas the subsequent lines are rhyming
couplets. The three recurring ideas introduced in the first four bars — two contrasting
melodies, Theme 1 and Theme 2, and a persistent rippling semiquaver figure in the
violins representing the song of the wild birds (Example 4.40 over) — give a strong
feeling of cohesion to the number. Theme 2 is also used in the accompaniment in
conjunction with the birdsong figure to echo vocal phrases, and also in the closing
postlude (Example 4.41 over). The simple, lyrical melody and its diatonic harmony

convey the feeling of calmness and serenity evoked by the lyric.
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Example 4,40 — Opening of Part 2 Number 1

Theme 1

4 Andante con moto espressivo
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Example 4.41 — Birdsong and Theme 2
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Part 2 Number 2 — ‘Hark, hark! who comes’

The tranquillity of the previous scene is abruptly disturbed by the approach of a
horse. The galloping hoof beats, portrayed by quaver triplets in the strings and the
stirring fanfares on the horns, prompt the basses of the chorus to ask, in a declamatory
fashion, who is approaching (Example 4.42). This episode is then repeated in sequence

by the tenors.

Example 4.42 — The approach of Deloraine
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The process of revealing the identity of the rider is drawn out by the separation of vocal

phrases by up to eight bars. The final passage before the revelation uses standard
anticipatory devices — tremolando strings, diminished seventh chords — to add to the
tension already created by the galloping motif indicating the speed and rhythm of the

horse (Examples 4.43a and b over).
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Examples 4.43a and b — Variations on the Horses motif
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It is not until bar 57 that the rider is revealed, by means of his leitmotif in augmentation

(Example 4.44), as William of Deloraine.

Example 4.44 — Deloraine in augmentation

0

Deloraine and Cranston immediately engage in single combat, which is observed and
described by the chorus, as if the fight is happening off-stage. The tempo increases
gradually, in imitation of the charging horses, until it reaches Allegro feroce con fuoco.
Detached quaver chords mimic the clash of lance on shield, with the final bars using the
full force of orchestra and percussion (timpani, side drum, bass drum and cymbals) to

illustrate most forcefully the final words ‘like a bursting thunder-cloud’.

Part 2 Number 3 — ‘True love’s the gift’

The scene returns to Branksome Castle where Margaret of Branksome stands
looking out into the night from the turret, singing a meditative solo about true love. The
song is in ternary form (A B A') and ends with a quasi-recitative coda. The outer
sections are in F sharp major while the central section is in the flattened submediant.
Two themes feature in this number. Muted strings announce the first in the introduction
(Example 4.45), which is almost immediately followed by the second, the True Love

theme, with its distinctive rising seventh (Example 4.46).

Example 4.45- Theme 1

Andante, ben sostenuto, espressivo
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Example 46 — Theme 2 — True love

[Andante, ben sostenuto, espressivo]
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True love’'s the gift which God_____ has given
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An increased rhythmic pace in the central section reflects a change in Margaret’s mood
as she considers the qualities of love. Towards the end, as the pace decreases, the first
theme is constantly reiterated, either in full or in part in the accompaniment

(Example 4.47).

Example 4.47 — Conclusion of central section, showing repeated use of Theme 1
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The recapitulation of the A section incorporates both Theme 1 and Theme 2 with the
addition of a low register, rippling semiquaver accompaniment played by violas and

second violins over an F sharp pedal (Example 4.48).

Example 4.48 —Recapitulation, showing simultaneous use of Theme 1 and Theme 2

[Andante, ben sostenuto, espressivo]
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This is one of the most lyrical numbers of the whole work, with its diatonic harmony,
and simple but memorable melodic themes. However, the dramatic imperative of the

narrative too soon interrupts the lyricism, and in the coda, when Margaret draws
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attention to the red glare in the sky, the dynamic changes from piano to forte, the tempo
picks up speed and unmuted strings play strident pizzicato quaver chords on the

downbeat, accentuating the question ‘Is yon red glare the western star?’

Part 2 Number 4 — ‘No! ‘Tis the beacon blaze of war!’

This number follows on from the previous one without a break. It describes the
outbreak of hostilities, the spread of terror and panic in the local inhabitants
(represented by the full chorus) and the call of the Scottish knights (sung by the male
chorus) to ride to Branksome. A pedal F sharp leads the tonality into B minor, and the
loud martial sounds of woodwind, brass, full percussion and three timpani announce the
arrival of the raiding English army. The agitation is further reflected by the fortissimo
dynamic, by the heavy use of accented beats, triplet quavers and descending dotted

quaver passages. The number is in palindromic form and consists of the following

sections:
A Orchestral introduction, and choral recit (Example 4.49)
B Melody 1, sung by full chorus (Example 4.50)
C Melody 2, sung by tenors and basses of chorus (re-use of Scottish
Knights’ leitmotif from opening of cantata)
B' Melody 1 (last phrase extended and altered)
Al Orchestral postlude

Triplets are a feature of the accompaniment throughout the number. At times they
imitate the rhythmic pounding of horses’ hooves, a recurring feature of the work. They
also form part of a rhythmically prominent one-bar cell which recurs throughout the
number. Example 4.49 (over), in which the chorus cries out in alarm when they see the

signal fire for war, shows repeated use of this one-bar cell designated ‘Panic motif’.
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Example 4.49 — Choral recit — ‘No! ‘tis the beacon blaze of war!’
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The B sections consist of a four-bar melodic phrase, distinguished by the use of
dotted rhythms, triplets and accented notes (Example 4.50). Its tonality is slightly

ambiguous, alternating between B minor and D major.

Example 4.50 — Melody of B sections

Allegro brioso

- ver Bor - der, dale and fell, Full wide and far is ter - ror spread;

ol

Chorus doubled by brass

The central section stands in contrast to the other sections in that it is in F sharp
major and compound time. The tenors and basses, adopting the persona of knights, urge
all to ride out for Branksome, using the Scottish Knights’ leitmotif, but in abbreviated
form and in a very distant key (F sharp major as opposed to F major). There are also
minor differences in orchestration. A return to the opening D major/ B minor tonality is

effected by a rather abrupt move from a chord of G sharp major to the dominant seventh
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of D major, sustained for seven bars, before the cho