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Abstract

Conway Hall Ethical Society (known as South Place Ethical Society until 2012) has been
a prominent home for radical thinking in London since it was established in 1793 as a
dissenting congregation.! Both music and feminism have been central to the Society’s
past, but their significance in this context in previous academic literature has been
vastly overlooked. The years between 1887 and 1927 were host to tumultuous change
at the Society when it went through a significant change in leadership and made the
official departure from being a religious organisation to joining the ethical movement.
At the same time, rapid developments in women’s equality occurred across the
country as the fight for women’s suffrage became one of the most important political
issues of the time. This was also a period that witnessed a vibrant music scene in
London as more and more people had the opportunity to engage with performance,
concerts and music education; this included young British women who were beginning
to challenge the limited expectations of musical women’s careers, which had been

ingrained over many centuries of a patriarchal music scene.

This thesis explores how these developments in British culture and politics were
manifested in a society that had already established itself as an important organisation
in London for progressive thinking and action. It is achieved through a focus on the
women musicians who were part of the Society’s activities in the late-nineteenth and
early-twentieth centuries, with comparisons to their presence at other musical
establishments. Particular attention is paid to three women, Jessie Grimson, Edith
Swepstone and Josephine Troup, who between them represent some of the diverse
experiences that musical women found within the South Place Chapel during this
period. Each of their careers was profoundly affected by their association with the
Society. This thesis also presents a significant amount of unstudied music from the
ethical movement’s history and the output of women musicians. Drawing on previous
unstudied and newly discovered archival material at Conway Hall and elsewhere, this

thesis also contributes to existing understanding about the intersection of music and

! The Society has existed under many names, as will be explained in Chapter 3. As the majority of this thesis
refers to the period of time when it was known as South Place Ethical Society, this is the name that shall be
used throughout the thesis. Exceptions occur in passages that refer to activities occurring at the Society whilst
this thesis was being developed.
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feminism at the turn of the twentieth century. This results in better knowledge about
how the ethical movement’s engagement with music and the advancement of

women’s rights had a wider influence on British society.
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Preface

This thesis is an outcome of a Collaborative Doctoral Award (CDA) working with
Conway Hall Ethical Society (known as South Place Ethical Society until 2012). The
Society currently describes itself as an educational charity and is thought to be the
oldest surviving free thought organisation in the world. The Society states its main
objectives as ‘the advancement of study, research and education in humanist ethical
principles’.? It is a member of the European Humanist Federation and the International
Humanist and Ethical Union, with a library that contains the largest and most
comprehensive research resources related to humanism in the UK. Conway Hall
continues to host a wide range of activities for members and non-members, including
its tradition of lectures, debates, educational courses and music. The Society is
currently working to expand its digital archive. In September 2017 Conway Hall
successfully bid for £88,000 from the Heritage Lottery Fund to fund a new project,
Victorian Blogging — The Pamphleteers Who Dared to Dream of a Better World, which
will enable open online access to over 1300 nineteenth-century pamphlets showing
contemporary perspectives on issues such as free thought, secularism, gender and
politics. Other researchers have been working with the archive, and volunteers at the
library are continuing to sort through material that has not yet been catalogued.
Subsequently, the research for this thesis into the Society’s history will complement
and engage with other projects at Conway Hall through a mutual ambition to
understand more about the Society’s history and will hopefully be of use to future

researchers with similar aims.

Due to the nature of the CDA, there have been outcomes from this research outside of
academic writing. At the beginning of the research, it became apparent that a
significant amount of the musical holdings of the archive were missing. Crucially, this
included the majority of the first forty years of concert programmes that were initially
planned to be at the core of the research. Consequently, a considerable amount of
time was spent looking for the programmes. After a thorough search at Conway Hall, |
began searching for copies of the programmes in other locations. Some were found

out of sequence in various libraries across the UK, in locations such as the British

% Anon. Ethical Record, 123, no.4, (October — December 2018), 5.
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Library, the Royal College of Music, the Weston Library (Oxford) and the Brotherton
Library (Leeds). In the meantime, | started to build up a picture of the concert
programmes using a combination of sources — mostly through newspapers and annual
reports. It was after two years of this work that the original programmes were
eventually found. This was as a result of noticing footnotes in Alan Bartley’s book Far
From the Fashionable Crowd, in which he referenced some of the missing programmes
and | contacted him to find out where he had seen the sources. It transpired that many
years ago, a member of the Society had removed the programmes from the archive
without permission as an act of preservation during some difficult years at the Society.
Although the intentions were good, the documents were later passed on to someone
else and subsequently became hard to trace. Whilst it would have been useful to track
down these programmes earlier in the process, saving a substantial amount of extra
work, it is a positive result of this project that the majority of the concert programme
archive is now complete at Conway Hall. Sadly, there are still a few missing
programmes, including the full and original copy of the ‘Concert of Women

Composers’ — probably the most important programme in the context of this project.

Other results of the project have included two pre-concert talks given before the
Conway Hall Sunday Concerts, and an exhibition that was displayed in the library from
January — March 2017. A blog has also been kept up on the Conway Hall website with
updates on progress with the research, and as guest editor | wrote a short article for
the opening page of the Ethical Record in January 2018. Arguably one of the most
important outcomes of the project has been a concert that was given at Conway Hall in
June 2018 based on the findings of the research. The concert was given in the old
early-twentieth-century format of the South Place Sunday Popular Concerts, and
consisted of only works by women that featured in the concerts in the first forty years.
For many of the pieces it was a rare opportunity for them to be performed, particularly

in the current home of the Ethical Society. The programme consisted of:

15



Alice Verne-Bredt (1864 — 1958) — Phantasie Trio

Liza Lehmann (1862 — 1918) — Myself When Young

Maude Valérie White (1855 — 1937) — King Charles Cavalier Song
Edith Swepstone (1862 — 1942) — Spectral Hunt

Josephine Troup (1853 — 1913) — Kleines Wiegenlied

Amy Grimson (1872 — 1935) — Canzona

Interval

Ethel Smyth (1858 — 1944) — E Minor String Quartet

The programme notes gave descriptions of the music in the context of their original
performance. An especially pleasant outcome of the concerts was that the performers
commented on their enjoyment of performing an unusual programme, and cellist
Gabriella Swallow said to the audience that she planned to perform Amy Grimson’s
Canzona at future concerts. Personally, having the music performed, listened to and
talked about has been one of the most worthwhile and enjoyable parts of the project

and | am extremely grateful to Conway Hall for the opportunity to make it happen.
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Image 1 - South Place Chapel interior (1887 - 1927)

Image 2 - South Place Chapel exterior (1887 - 1927)

(20 OUNIUTARIAYN CEHEHAPEL, FINSBORY.
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Chapter 1. Introduction

1.1 Introduction

Although there are a number of histories written about the history of Conway Hall
Ethical Society, so far most of them have followed a similar narrative. The aim of this
thesis is to provide a more specific account of an aspect of the Society’s history that
has so far been neglected — the women musicians of its past. The South Place Sunday
Popular Concerts (SPSPCs), started in 1887, now known as the ‘Conway Hall Sunday
Concerts’, are recognised as the longest running chamber music series in Europe, but
there have been few detailed explorations of their significance. It is widely
acknowledged that Conway Hall Ethical Society played a significant part in London’s
late nineteenth and early twentieth-century musical history. In one of the only recently
written and thorough accounts of the concerts, Alan Bartley concluded that a more in-
depth look at the concerts’ history was needed.®> Whilst the concerts are, and always
have been, an important part of the Society’s musical past, music was also prominent
in other aspects of the Society’s life. Furthermore, despite the popularity of the ethical
movement throughout Britain during this period and the central role that music
played, there has been no academic study on this topic as yet. Therefore, an important
outcome of this thesis is an exploration of what value music had to the temporary
success of the ethical movement and to its members. This will primarily be done
through a detailed account of the South Place Ethical Society, although other societies

in London and beyond have been considered.

In order to gain a more in-depth understanding about music in the ethical societies,
rather than to achieve another comprehensive overview, the study will focus on the
women musicians of this period, examined through case studies. Many reasons led to
this decision, aside from the influence of the increasing media interest regarding music
and women, both historical and contemporary. As far back as 1924, Hypatia
Bradlaugh-Bonner (1858 — 1953), the British activist and daughter of Charles
Bradlaugh, publicly acknowledged the lack of recognition for women’s participation at

South Place. This topic has subsequently been revisited, once by Nicolas Walter in

3 Bartley, Alan. “Chamber concerts in suburban London, 1895 — 1915: aspects of repertoire,
performance and reception.” PhD diss., Oxford Brookes University: 2004, 175 — 6.
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1993 during a lecture at South Place where he highlighted some of the important roles
that women have played in the Society in the past, including the musical contributions
of Sarah Flower Adams and Josephine Troup. His short speech regarding this topic
concluded with the slightly shocking fact that no woman became an Appointed
Lecturer at the Society before 1986, and the following statement: ‘Much of the
essential but unrecorded work here has always been done by women. Putting an
apparently trivial but actually serious question, who has done most of the cooking and
cleaning here (as elsewhere) for two hundred years?’* There has still never been an
attempt to address the issue in more detail in scholarly writing. It is perhaps not
surprising that this has been the case, as throughout the archive and secondary
research on the ethical movement, the content on women is overshadowed by a mass
of information regarding the men, who were greater in number and largely held the
more dominant roles. However, through a closer examination of the musical women at
South Place, it will hopefully be made clear that life at South Place was undeniably
shaped by a number of significant women during the Victorian and Edwardian eras,
and whilst their current presence in the South Place ‘story’ is minor, their absence
from the reality of South Place would have had a far greater impact than one may
suspect from current literature. Therefore, a few key questions were set for this
research. How important were the women to the Society’s musical activities and the
long-term success of the concerts? In turn, did the Society have a noticeable effect on
the women'’s careers? As this period saw a great development in the opportunities and
expectations of women musicians in Britain, it has also been relevant to consider what

part the Society played in this and how it compared to other musical settings.

Aside from the aim of rewriting the women back into South Place’s history, there are
additional reasons why a study of the place of women at South Place is appropriate.
Established in 1793, the Society has a long history of radical and progressive thought.
Throughout the members’ changing attitudes towards religion and philosophy and
many other topics discussed within the Society, a broad-minded and proactive attitude
towards feminism has been consistently at the foreground of discussion. A more

comprehensive overview of the Society’s activities and outlook leading up to the early

* Herrick, Jim. Aspiring to the Truth: Two Hundred Years of the South Place Ethical Society (London:
Conway Hall Ethical Society, 2016), 23.
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twentieth century will appear in subsequent chapters and will show how feminism fits
into its agenda. Through the accounts of how the women musicians were treated at
South Place, this understanding will allow for questions to be answered over whether
the feminist views at the Society were truly reflected in a practical sense, particularly

in comparison to more conventional musical settings in London.

By focusing on the years 1887 — 1927, the research for this project will support existing
scholarship on radical societies in the Victorian era, London histories and the rapidly
growing field of literature concerning women musicians of the past. Additionally, these
years cover a period of great changes in Britain, due to developments in science,
technology and the repercussions of World War One. Coinciding with this was a
number of significant changes at the Society, including its controversial conversion
from a religious to an ethical society. Thus, this project uncovers some of the ways in
which the development of Conway Hall’s past was shaped by Victorian Britain and how
the Society grew to find its place within a fast-developing culture. This period was also
a particularly vibrant time for music at the Society, with choirs, ensembles, lectures
and concerts all actively engaging members as a form of ‘rational recreation’.
Furthermore, 1927 marks the year that the South Place Ethical Society left their home
at the chapel and moved to their new premises at Conway Hall. Shortly before the
move, the South Place Sunday Popular Concert Committee presented their 1000
concert, a momentous number for any musical endeavour. Although this was cause for
great celebration at the Ethical Society, the 1920s also mark a considerable decline in
the popularity of the ethical movement, which was close to extinction by the 1930s,
saved by the perhaps unexpected longevity of South Place Ethical Society. So whilst it
is not a movement that is as widely heard of today as it was 100 years ago, this thesis
will cover a distinctive and dynamic portion of British history, which will hopefully
reveal new insight into an area of the ethical movement that has so far been
unexplored. Thus, the findings of this project could be useful to scholars from a broad
range of disciplines, including historians of London, radical and intellectual

movements, feminism and musicologists.

The rest of this chapter will focus on the nucleus of the project, the Conway Hall

Ethical Society (CHES) archive, and other primary sources that have supplemented the
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initial findings. This will mainly focus on the musical holdings from the late nineteenth
and early twentieth centuries, and how they have been used for this study. The
emphasis of Chapter 2 will be to establish the range of contexts that support the rest
of the thesis. In order to do this | will discuss some key literature that will illuminate
the gaps in academic study where this thesis will contribute. The chapter begins with
an overview of what was happening in London during this period, in particular, in ways
that were linked to the development of South Place and the ethical movement. This
will then lead into a discussion of musical life in London, followed by a focus on
musical women during this period. As this is an interdisciplinary project, Chapter 2 is
not an attempt to cover all of the significant literature drawn on for this thesis.
Instead, each chapter will comment on the literature relevant to its specific focus.
Chapter 3 provides an overview of the history of South Place with a nuanced
perspective focusing on the Society’s connection to feminism. Chapter 4 will then
switch focus to the relationship between music and the ethical movement, looking at
its various functions and effects within this community, highlighting the musical life
that existed at South Place outside of the Sunday concerts. Chapters 3 and 4 combined
will justify the specific focus on music and women at South Place in the following
chapters. Chapter 5 will take a fresh look at the history of the South Place Sunday
Popular Concerts between 1887 and 1927, with an acknowledgment of the impact of
World War One during this time frame. In Chapter 6, | have used the 1915 concert of
women composers as a lens through which to discuss the range of women musicians

who participated in the first 1000 concerts.

Chapters 7, 8 and 9 are approached as case studies of individual women musicians,
which despite showing a set of very specific experiences, provide a more detailed look
at the role of women musicians at South Place. The three women have been selected
as notable examples because at the early stages of research they all surfaced as
particularly prominent names within the archive, and there is currently a limited
amount of information available about their careers as musicians. As each woman had
a different role at South Place, the case studies also highlight the various reasons why
women were attracted to a musical career at South Place and the different ways in
which they contributed. Chapter 7 is based on the performer, Jessie Grimson, and her

family who were critical to the longevity of her career. Next, Chapter 8 looks at the
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composer Edith Swepstone, whose work went beyond the walls of South Place but
whose reputation did not continue into the latter half of the twentieth century.
Chapter 9 will focus on the work of Josephine Troup, to show how some women had
more multifaceted roles and deeper connections to the Society and its values. In the
conclusions, findings from each of these case studies will be brought together to
answer the broader questions of the project and what these add to current knowledge

about the history of Conway Hall and the musical women of Britain.

1.2 Primary Sources

The foundation of this thesis has been built through historical research based on
primary data. The initial primary sources are from the CHES archive, which contains
documents regarding the Society’s history from as early as 1685 to the present. A full
and detailed catalogue can be accessed through the Conway Hall library and items can
be searched via the online database. Access to the archive is available to the public
upon request.5 The whole archive contains minutes, financial records, legal records,
property records, membership records, documentation of the Society’s activities,
photographs, correspondence, press cuttings and collections relating specifically to the
many subcommittees of the Society.® One of these subcommittees is for the Conway
Hall Sunday Concerts, previously known as the South Place Sunday Popular Concert
committee. Within this subseries alone (SPES/7), there are: committee papers,
catalogues and records of performances, lists of artists, advertising material and
reviews, correspondence, concert programmes and other ephemera. However,
references to musical activities permeate the archive, reflecting the manner in which

music filtered into many areas of the Society’s activities.

Concert Committee Annual Reports

One of the main starting points for this project was the annual reports from the SPSPC
committee. The first report was written in 1888 after South Place had produced a run
of thirteen concerts between 1 January and 25 March 1888 and completed their take-

over of the concert series from the People’s Concert Society. The committee referred

> Conway Hall Ethical Society. “Archives.” Last modified 2018. Accessed 18 October 2018.
https://conwayhall.org.uk/library/about-the-collection/archives-family-history/

6 CHES archive: SPES1/1/1 — SPES7/8/5
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to this as their second season, having also organised some of the concerts in 1887. In
the opening paragraphs, it is written: ‘The elevating and refining influence of good
music is now so very generally acknowledged, that it is hoped adequate support will be
forthcoming...’, indicating what the committee envisioned as the purpose of their
undertaking, and their early concerns about whether or not the concerts would be
financially viable.” Unusually, the report mostly comprised of a press article, in this
case from the Pall Mall Gazette.? Its main focus is the philanthropic and educative
nature of the concerts, particularly for the working class. Attention is also drawn to the
fact that the instrumental works were no longer split into smaller sections and
interspersed with songs (as was common), because many of the audience were
regulars and as a result gave full attention and appreciation to the music. Such points
highlight what the concert committee felt were important achievements to emphasise

to the general committee and future potential audiences.

The rest of the report continues in a more usual fashion. There is a complete list of
composers whose work was programmed during the season, matched with the type of
work that was performed (e.g. ‘String Quartets’, ‘Duets for Violincello and Piano’ and
‘Vocal Solos’). This is in addition to a list of instrumentalists, vocalists and committee
members, and the report finishes with details of the next season. Later reports follow
the same format, with the inclusion of a balance sheet and more detailed accounts of
the concerts. For example, the report of the twelfth season (1897/98) contains brief
summaries of concerts dedicated to Brahms, Mendelssohn, Schumann and
Scandinavian music. The tastes of their audience also come through in comments such
as ‘Russian music, which is now attracting such marked attention...”. Special mentions
of the Grimson family, who played on four occasions that year, also show that they
were considered among their favourite performers that year. As well as being valuable
for showing more about the reception of the concerts and their success from the
committee’s point of view, they also often contain references to other concert series
that South Place saw to be kindred or competitive concerts. For example, the twelfth

season report contains references to the ‘excellent Sunday Orchestral Concerts’ that

7 SPSPC committee annual report, second season, SPES 7/1/14.
® SPSPC committee annual report, second season, SPES 7/1/14. Review in Pall Mall Gazette, 3 April
1888.
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were going on in various locations in London, which may have been a factor in their
drop in audience numbers. There was also notice of the closing of the Chamber
Concerts at the small Queen’s Hall, which they hoped would bring more people to
their own concerts. A note of thanks to the People’s Concert Society and an account of
their successful concerts that year suggest less competitiveness and more
comradeship with their founding society. The annual reports were a particularly useful
source during the first 18 months of research when the concert programmes were
unavailable, but they lacked a significant amount of detail that could only be found in

the programmes.

Concert Programmes

Most of the programmes from the first 1000 concerts are now stored in the archive
and contain many points of interest. As well as a more accurate view of the repertoire,
the programmes also provide programme notes for the larger works in the concert.
Members of the concert committee usually wrote these, so they often provide
contemporary perspectives on the music, and in some cases contribute to the little
knowledge that exists about compositions that can no longer be found, including some
by British female composers. This was particularly useful for finding out more about
Swepstone’s music, as the descriptions of her chamber music in the programme notes

are much more substantial than in many of the press reviews.

Some of the best aspects of the specific set of programmes kept in the CHES archive
are the handwritten notes by one of the key organisers Alfred J. Clements (and
occasionally his colleagues). Most of the time he recorded how long each piece lasted
and he noted if there were recalls or encores, all useful information for future concert
planning. Clements also often commented on the quality of the music and the
performers very honestly, not holding back if he did not enjoy the performance.
Sometimes there are more general comments on the events of the evening, and any

last-minute changes or additions to the programmes were always noted.

The following example (Images 3 and 4) from the first concert of the second season is
one of the better-preserved programmes; others are more torn and faded, but are

mostly still decipherable. It shows the various ways in which Clements annotated the
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programmes. A last-minute change in performers was fairly common, as were several
encores per concert, particularly in the earlier years before the committee discouraged
them on the basis that the concerts were becoming too long. In this programme,
Clements has also annotated the printed words of ‘The Wreck of Hesperus’ during the
concert, presumably based on what Frank Connery actually sang, and made a note to
himself that the words would be better divided into three columns in future
programmes. On this programme, he has also noted at the top other members of the
committee who were present, although this is not done routinely. The format of this
programme is fairly representative of how they looked over the next forty years,
although the programme notes are often longer. Requests for the audience to not
leave during the performances eventually disappear as the audience clearly become
more accustomed to the more serious engagement with the music that the South
Place committee desired. Notices about the collection and future concerts remain
standard, and sometimes advertisements for other concerts or events appear

alongside them.
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Image 3 - Concert Programme, 1 January 1888
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Image 4 - Concert Programme, 1 January 1888
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Minute Books

The concert committee’s minute books reveal more about the decision-making
process of the committee and more detailed financial information than is given in the
annual reports. Disappointingly, the SPSPC committee minute book from 1892 to 1906
is another missing item from the collection, and after three years of hunting is no
closer to being found. Edith Swepstone was on the committee during this period and

the books would have helped to show how active her role was during this period.

However, the rest of the concert committee minute books are kept in the archive. The
first book, which can be found under SPES7/1/3, only covers the years 1887 and 1888.
The second, SPES7/1/4, continues from the last and takes us up to 1892. The next
book, SPES7/1/5, is much larger in size, starting in 1906 and continually used until
1934. Subsequent years are also available. Prior to the concert committee, there was
also a music committee which kept twelve years of minute books between 1876 and
1888. These mostly contain information about the choir and music for the Sunday

services, but also cover music at the Society’s other social events.

Publications

The earliest publication linked to South Place was The Monthly Repository, edited by
the South Place minister William J. Fox between 1832 and 1838. The Ethical Record
began in 1895 as the South Place Magazine, and is still published on a monthly basis by
Conway Hall today. Between 1887 and 1927, the contents of the magazine usually
included summaries of lectures and discussions at the Society that month, an article by
one of the members, reports on meetings and activities at the Society and notices
about upcoming events. This included details of the next month’s Sunday Concerts,
and the hymns and anthems to be included in future Sunday services. Some articles
highlight the sorts of discussions that focused on music, including debates about the
hymn books. Occasionally excerpts from other publications were inserted when
relevant. For example, in 1925 South Place reprinted two paragraphs from The Ethical
Societies’ Chronicle that considered the South Place chamber concerts as an ethical

society in their own right, due to the unique community and form of fellowship that
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the concerts provided.’ J. Henry Lloyd claimed that the meetings were ‘much more

v

than a “concert”” and describes the atmosphere as more like a gathering of friends,
where he has found a calm and healing influence. His classification of chamber music
as music ‘of the social circle’ (as opposed to an ‘ambitious’ large orchestra) suggests
that the music itself has an egalitarian quality that aligns with the ideology of an

ethical society.

The Ethical Societies’ Chronicle was an organ of the ethical movement that started in
1924. Prior to that, there was also The Ethical World, which gave national and
international reports about the ethical movements and brought members of the local
societies into a wider conversation. Many editions can be viewed in the British Library,
and several have been drawn on in later chapters of this thesis in reference to the

content about Ethical hymns and women’s suffrage.

General Committee Papers

Documents from the rest of the committee papers supplement information about
what was happening at the concerts. The minute books for the whole Society show
that the concert committee was mostly left in control of its own activities, and the
main interactions were special requests from the concert committee, usually involving
money and hiring, and the submission of its own annual reports. The South Place
annual reports also provide added context about what other activities were
surrounding the concerts and any changes to the Society’s objectives. For example, the
1888 report devotes four pages to discussing the Society’s transition from ‘religious’ to
‘ethical’, as well as a reduced version of the new concert reports. There are also lists of
lectures and discourses that were given throughout the year. Discourses in 1888
included three by Annie Besant, two by Frederika Macdonald on Jean Jacques
Rousseau, and eighteen by their new minister, Stanton Coit, which were mostly
centred on ethics and religion but included one on ‘Woman’s Work in Social Reform’.
Macdonald was the only woman to also give lectures that year, one on Buddha and the
other titled ‘Old Indian Poetry and Religious Thought’. The 1888 report also includes

short reports about the separate Tuesday evening lectures, the soirée committee, the

° Henry Lloyd, J. “South Place Ethical Society: The Fellowship of Music.” South Place Magazine, 30, no.4,
(April 1925): 7. Review in The Ethical Societies’ Chronicle, February 1925.
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institute committee and the library. Each of the reports shows a meaningful amount
about the whole Society’s engagement with music and feminism, both through the

discourse and the actions of the Society.

Minute books from the soirée committee have added further insight into the musical
activities of the Society. A few relevant letters also add to the understanding of how
the concerts and musical side of the Society was run, including some by Josephine
Troup about the hymn books. A range of ethical and secular hymn books resides in the
Conway Hall Library, rather than the archive. They reveal important themes about the
movements and were used every week at the Sunday services, making music central to
their activities.’® Most of the books contain many hymns that were written and

composed by women.

1.3 Primary Sources outside of the CHES archive

The Press

During the earlier phase of research, without the full set of concert programmes
available, newspaper advertisements and reviews were one of the main ways to get a
fuller picture. The Sunday Concerts were advertised inconsistently in The Musical
Standard and The Daily Telegraph with highlights of the programme. More insightful
are the short reviews from The Musical Times, which tell a little more about the
reception of the concerts and with a less biased view than the South Place reports,
although as Alan Bartley notes, most contemporary reviews need to be treated with an
element of scepticism.* Looking through contemporary press material was also
helpful to compare the South Place concerts with others that were being advertised
and reviewed in London at the same time. Lewis Foreman’s book Music in England:
1885 — 1920 is primarily a collection of the musical reviews from Hazell’s Annual,
which took form as a two or three-page survey covering the previous year’s musical
events in London. This has been used as a guide to understand the British music scene

during this period and will be looked at in more detail in Chapter 2.

% prominent themes in the hymn books include: ‘Truth’, ‘Freedom’, ‘Progress’, ‘The Power of Goodness’
and ‘Nature’. How these reflected the core values of the ethical movement is explored further in
Chapters 4 and 9.4.

! Bartley, Alan. Far from the Fashionable Crowd: The People’s Concert Society and Music in London’s
Suburbs (Newbury: Whimbrel Publishing, 2010), 1.
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Other Concert Programmes

This leads to another significant set of primary sources: concert programmes and
ephemera from other London chamber concerts between 1887 and 1927, particularly
to find concerts that featured works of the women musicians also performed at South
Place. This includes programmes from St. James’s Hall, Queen’s Hall, Aeolian Hall,
Bechstein Hall (now known as Wigmore Hall) and the People’s Concert Society. Most
of these were consulted at the RCM and the British Library. Further afield,
contemporary programmes from the Bournemouth Municipal Orchestra are also
significant, as they performed a significant amount of orchestral music by Edith
Swepstone. Similarly, the concert programmes from John Parr’s Chamber Music
Concerts hosted in Sheffield also include a number of performances of Swepstone’s
compositions, which can be found at Manchester Central Library and the British
Library. Both the Bournemouth and Sheffield programmes provide extra information
through programme notes, knowledge of who was performing the works and how they
were programmed. An overview of the presence of women composers, especially in
Victorian and Edwardian London concert programmes will contribute to ascertaining

how unique the South Place concerts were and how this affected their popularity.

Other Ethical Societies

Although no other ethical society still exists, Bishopsgate Institute, London is home to
the British Humanist Association (BHA) archive, a large collection of documentation
around freethought and humanism.*? It includes three boxes of material relating to the
Ethical Church and related ethical societies, dated from 1894 to 1965.% They contain
similar documentation to the CHES archive: minute books, annual reports, financial
records, correspondence and press cuttings. Most significantly, this includes some of
the minute books from the Women’s Group of the Ethical Movement (from 1920 — 26)
and papers from the Annual Congress Meetings of the Ethical Union where the group

participated.’ The minutes of the West London Ethical Society (later known as the

' Full catalogue: Bishopsgate Institute. “BHA Archive.” Last modified July 2014. Accessed September
2018. http://www.bishopsgate.org.uk/uploads/media/98/10497.pdf
“ BHA/3/1/ - BHA/3/1/14
“ BHA/3/9/1
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Ethical Church) general meetings also revealed that Troup was on their committee for

1
several years."

The British Library also holds a few copies of the Leighton Hall Neighbourhood Guild
review magazine, which was led by leader of the ethical movement, Stanton Coit.
Whilst there are references to music throughout the documents, a full picture of music
in the ethical societies is anything but complete, and has been completely neglected in

recent scholarship.

Musical Scores

The starting point for finding scores by the women composers whose work was
performed at Conway Hall was the Frank Hawkin’s Chamber Music Collection, residing
at Conway Hall. Frank Hawkins, the treasurer of the Sunday Concerts between 1905
and 1929, left his large collection of over 2000 chamber music scores to the Society.
The collection contains mostly Classical, Romantic and early twentieth-century music
that was performed at the concert series, but unfortunately does not contain any
undiscovered music by women. The collection is therefore only partially reflective of
the concert series’ interesting repertoire history, but nevertheless contains some
unusual music and goes beyond the first forty years of the concerts. The catalogue can
be accessed on the Conway Hall website and copies of the music can be requested

from the library.™®

As Lewis Foreman explains in his article Lost and only sometimes found, there are a
number of reasons why a lot of the lesser-known British music was lost throughout the
twentieth century, particularly during the 1960s when many of the London publishers
moved from their long-standing premises and a significant amount of music was
destroyed.'” This particularly affected the music of historical women composers,
whose work for a long time was considered less important. These attitudes towards

women’s music also meant that it was often not considered worthy of publishing or

> BHA3/8/1

1o Conway Hall Ethical Society. “Frank Hawkins Catalogue.” Accessed October 2018.
https://conwayhall.org.uk/wp-
content/uploads/2014/11/Hawkins_Bequest_Catalogue___By_Composer.pdf

Y Foreman, Lewis. “Lost and only sometimes found.” Accessed October 2018.
https://www.ism.org/features/lost_and_only_sometimes_found
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keeping hold of after their initial publication. As a result of many factors, finding the
women’s compositions that were performed at the South Place concerts has proved
rather difficult, and much of it has remained unfound. It would have been fascinating
to find some of the more unusual compositions listed in the South Place Sunday
Popular Concert’s annual reports, such as Swepstone’s chamber music for woodwind

.1
and full-scale orchestral music.®

One method of attempting to find the missing music involved another set of primary
sources: ancestral records including birth certificates, baptism records, censuses, travel
documents, marriage certificates and wills. Through consulting these documents, it
was possible slowly to track down whether or not copies of the music may have been
passed down through generations and had been kept quietly hidden away. These
explorations came to no avail (although there are still many unexplored avenues);
however the time was still well spent as this knowledge has enhanced the case studies
of this research, through a new awareness of the women’s backgrounds, especially

concerning, wealth, marriage and possible family support.

However, whilst at the start of this project it felt as though there would be a limited
amount of musical sources, through a process of searching through library catalogues
globally, the end result thus far is a large new collection of music that can be looked at
in a new light as part of a composer’s body of work, rather than as an individual piece
of music with no context. The thesis contains lists of work by Troup and Swepstone,
along with references for where they can be located, which reaches as far as the
University of Melbourne Library. | now have a plentiful collection of scans, photocopies
and photographs of each composer’s works, which has the potential to be digitised
properly in the near future to encourage future performances. Among the available
scores by Troup and Swepstone are many songs, a range of music for various chamber

ensembles and two works for a small string orchestra.

'8 SPSPC committee annual reports, SPES 7/1/14 - 17.
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Poetry

An unexpected direction that this project took was into the realm of poetry. This is
primarily because of Troup’s significant output of at least sixteen poems and several
fables, as well as her compositions. Poetry is also central to the compilation of the
ethical hymn books, many of which were based on nineteenth-century secular poems.
These have provided interesting points for discussion, but as music is the main focus of
this thesis, there is still capacity for more thorough poetic analysis. Phyllis Weliver’s
large output of work about music and poetry in the nineteenth century has been

influential in thinking about how the two art forms relate in the context of this project.

1.4 Other Limitations and Approaches

The immensity of the CHES archive has been a mixed blessing; even a narrow focus of
forty years has left potential sources unexplored. A slice history approach was
discounted in the mid stages of the research, not only because it could miss important
revelations but also because it proved less compatible with a rapidly changing
organisation. Case studies provided a better approach, although this too opened a vast
set of potential sources. By contrast, programme collections chronicling the concert
series were incomplete, and findings in Chapter 6 should be interpreted in this light.
Nonetheless, those programmes that were available show notable disparities between
South Place and its contemporaries, and additional programme discoveries would be

unlikely to bridge the gap.

Although large amount of music has been collected throughout the process of this
project, musical analysis only plays a secondary role as a route towards the
conclusions. This is because the central questions of this thesis are focused on the
significance of the women and their music, and are therefore better answered by
placing the music within a historical and cultural context. The compositions of
Swepstone and Troup have of course been scrutinised in detail as a way of revealing
their identities as composers and how they fit in alongside their contemporaries at
South Place. A distinctive method of this project has been to encompass all aspects of
music making, so the works that are examined do not just include chamber music and
orchestral music, which are more regularly considered in musicology, but also hymns

and children’s songs. In the same vein, the musical work that the women contributed
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to outside of the concert hall has been considered as equally important. This approach
has led to a nuanced set of biographical data about the women and a more holistic

view of the role of music at South Place.
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Chapter 2. Contexts: Ethical Societies and Women Musicians in London

2.1 Introduction

People living at the turn of the twentieth century confronted a period of profound
social and intellectual change. This chapter will begin by establishing some of the
contexts in which South Place evolved during these years, through a review of
historiographical literature. Where each topic becomes more specific, elements of the
chapter will be presented in the mode of a literature review. An intentional outcome
of this is that this chapter will also highlight some of the methodological approaches
that influenced the direction of this project. Because the focus of the thesis is on the
archival material relating to music and women at South Place, consequently a large
part of this chapter will look at the musical landscape of Britain during this era, with
particular focus on the field of archive-based musicology and especially feminist
musicology. However, as the South Place has a broad and multifaceted history, the
opening of the chapter will focus more closely on the contexts that surrounded South
Place between 1887 and 1927, and the changes that led to South Place Chapel’s

progression from a religious organisation to an ethical society.

2.2 The Intellectual, Social and Cultural Life of London

During the Victorian era, religious belief was greatly tested and debated. The revered
status of the Anglican Church had a significant impact on daily life; living outside it
affected whether one could attend universities (before the Universities Tests Act of
1871) or participate in national and local politics (before 1828 — 9). Many Victorians
who may have questioned the validity of the bible sustained their connection to the
church for such social privileges. However, agitation among the middle-classes led
many to question the doctrines surrounding this exclusivity, and William Johnson Fox,
leader of the South Place Chapel for a substantial portion of this era, was renowned for

his leadership in challenging these issues.

Timothy Larsen put forward the argument that scholarly writing about British

intellectual history has often left the impression that the proportion of Victorians who
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abandoned religion in favour of science was much higher than in reality.”®> However,
David Nash in turn argues that Larsen missed an opportunity in his book, Crisis of
Doubt: Honest Faith in Nineteenth-Century England, to discuss a much more fluid
religious landscape among Victorian thinkers than is often acknowledged.” Whilst
Victorian society was still highly Christian, new ideas were widely read and discussed,
leading to individual journeys through explorations of faith and doubt, which were
much less polarised than historians have often portrayed. Issues that were influencing
such questioning are neatly summarised by Julie Melnyk in her overview of Victorian
religious unsettlement.?! Firstly, advancements in geology began to reveal the true age
of the world and created tensions over biblical inerrancy. This became an even more
complex debate after Darwin published The Origin of Species in 1859, which exposed a
relentless and inharmonious history of natural selection that did not correlate with the
all-loving God in the bible. Furthermore, it made people question how humans were
any better than beasts if they were simply descendants of other animals — an
unsettling thought for many who believed in human superiority. In addition to
scientific developments, Classical scholars such as Johann Gottfried Eichhorn, F. A.
Wold and Barthold Georg Niebuhr were pioneering new ways of studying texts,
treating them as historical documents to be studied in the context of the period in

which they were written, thus opening them up to interpretation, criticism and doubt.

Like the debates over faith and doubt, Nash has also argued that the assumed conflict
between religious mysticism and rationalism has been overstated, and that they are
not necessarily the antithesis of each other.?? Important figures such as Annie Besant,
who is relevant to these contexts through her long association with South Place, were
attuned to the virtues of alternative belief systems, and her study of theosophy
blended scientism and rationalism.? It is here, among the questions and controversies

at the boundary between the rational and the religious that South Place fits in. It was a

Y Larsen, Timothy. Crisis of Doubt: Honest Faith in Nineteenth-Century England (Oxford: Oxford
University Press, 2006), 1 — 17.
%% Nash, David. “'Reassessing the "crisis of faith" in the victorian age: eclecticism and the spirit of moral
inquiry.” Journal of Victorian Culture, 16, no.1 (April 2011): 65 - 82
2t Melnyk, Julie. “The Victorian Religious Unsettlement” Victorian Religion: Faith and Life in Britain.
London: Praeger Publishers, 2008. 134 - 154
*? Nash, “'Reassessing the "crisis of faith" in the Victorian age: eclecticism and the spirit of moral
inquiry”, 80.
% Ibid., 80 - 2.
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home for free thinkers, liberals and anyone who sought to find enlightenment on
religion, philosophy, ethics and politics of the day. Discussions at the ethical societies
played a central role in this culture, as topics were debated from a range of
perspectives and leaders such as Moncure Conway did not claim to have answers to all
ethical and religious debates. The constitution of South Place Ethical Society stated
that: ‘The object of the Society is the cultivation of a rational religious sentiment, the
study of ethical principles, and the promotion of human welfare, in harmony with
advancing knowledge’. ** The focus on ‘rational religious sentiment’ emphasises Nash’s
argument that many Victorians had a fluid outlook towards the relationship between
rationalism and religion. The reference to sentiment also acknowledged a place for
emotion in the ethical movement, bridging the gap between religion and rationality.
Music was one of the key expressive vehicles they used to achieve this end,
particularly through the hymns, a significance to the ethical movement that has

previously been undervalued.

In his book Radicals, Secularists and Republicans: Popular freethought in Britain, 1866
— 1915, Edward Royle situates the ethical movement as a successor to Secularism.”> As
the National Secular Society began to struggle to sustain its membership in the late
1880s, the ethical movement started to attract a similar demographic; a mix of
predominantly skilled and unskilled workers from the lower classes, white-collar
workers and local business owners from industrial areas filled the halls of the secular
and ethical societies.”® Royle describes the South Place Religious Society under
Conway'’s leadership in the second half of the nineteenth century as not far removed
from George J. Holyoake’s brand of Secularism. Holyoake did not think secularism
should try to deny or assert the existence of God, and was more interested in
championing the freedom of individual thought.?” Holyoake (1817 — 1906) was an
influential political figure and knew several of the liberal members of South Place.?®

Other similarities linked the radical thinkers of South Place with members of the

** Printed in editions of the South Place Magazine and the annual reports.

> Royle, Edward. Radicals, Secularists and Republicans: Popular Freethought in Britain, 1866 — 1915.
Manchester: Manchester University Press, 1980.

26 Royle, Edward. Radicals, Secularists and Republicans: Popular Freethought in Britain, 1866 — 1915, 127
-9.

7 Ibid., 42; Royle, Edward “Holyoake, George Jacob” in Dictionary of National Biography, September
2004.

*® His funeral service was held at the South Place Chapel in 1906, conducted by J. A. Hobson.
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secular societies. Many of the same topics were at the forefront of discussion:
liberalism, the labour movement, socialism, land reform, education and women’s
emancipation were all included. At the ethical and secular societies, these were
debated through lectures, discussion groups and in their own publications. The
societies also shared similarities in their output of activities. Royle describes the
Secularists’ ‘chapel’ life as falling into two main categories — elevation and
entertainment. The same could be said of South Place and the ethical societies, whose
services and activities had a surprising resemblance to that of a church. This may have
been particularly pronounced at South Place due to its roots as a Christian
congregation, but Royle points out that these quasi-religious proceedings were a
peculiarity of British freethought.?® Charles Bradlaugh stated that the ideal secular
society should provide a debating class, a singing class, a children’s school, social
gatherings and outdoor excursions.>® South Place provided all of these, and many were
organised by the women of the Society. None of the musical activities, however, have
previously been explored in rigorous detail. By doing so in this thesis, a better
understanding can be made of the role of the arts in the ethical movement, on which a
large emphasis was placed in the Society’s aim to create entertainment and elevation
for the community, as well as to draw on human emotion as a way of connecting

people to ethical values.

In The Ethical Movement in Great Britain: A Documentary History, written by South
Place member Gustav Spiller, the musical side of ethical life is documented, mainly

1
31 1t was

through Spiller’s inclusion of annual reports and extracts from minute books.
published in 1934, when the movement was in decline but some societies still existed.
The overriding narrative throughout Spiller’s book follows the story of the men who
led and influenced the movement. References to a select few women who were

significant members of the ethical societies are only referred to in footnotes. These

women include Josephine Troup and Zona Vallance who through more thorough

» Royle, Edward. Radicals, Secularists and Republicans: Popular Freethought in Britain, 1866 — 1915,
136.
** Ibid., 137.
3 Spiller, Gustav. The Ethical Movement in Great Britain: A Documentary History. London: Farleigh Press,
1934.
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research have both emerged as figures worthy of far more than a few footnotes.** This
oversight from Spiller also shows that the ethical societies’ efforts towards women’s
equality still left plenty of room for improvement. The most major and recent account
is lan Mackillop’s The British Ethical Societies (1986), which offers a more well-rounded
perspective on the history of South Place Chapel, but still leaves more to be said in the

consideration of music and women at the Society.

Both South Place Chapel and the ethical movement grew out of a century of reform
movements and radical social changes. Many of these stemmed from the extreme
poverty of the working class. This was accentuated in the nation’s conscience by
Charles Booth's research into late nineteenth-century London, which highlighted the
scale of poverty and the various factors that hindered those who fell below the
poverty line from escaping their plight.>* He published the information in several
editions, including nine volumes containing detailed poverty maps of the city entitled
Life and Labour of the People in London, published between 1892 and 1897.>* These
maps show that South Place Chapel was situated away from where the wealthy
Londoners lived in the West End (Image 5).>° Instead it was a location where most of
the residents ranged from the well-to-do middle class right to the ‘vicious’ lowest class
of city dwellers (Image 6). It was this range of people who made up the congregation
of the chapel, where there could be an active focus on social improvement for the
chapel members and the local community. Cultural elevation through music and other

arts was one of their routes to attaining these goals.

*? bid., 177

** London School of Economics and Political Science. “Charles Booth’s London: Poverty maps and police
notebook.” Last modified 2016. Accessed 1 October 2018. https://booth.Ise.ac.uk/

. Booth, Charles. Life and Labour of the People in London (London: Macmillan & Co., 1892).

** Both images taken from https://booth.Ise.ac.uk/ Accessed October 2018.
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Image 5 - Booth's map of London
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Image 6 - Booth's map of London, Finsbury area

Lowest class. Vicious,
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others poor.
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ordinary earnings.

Middle class. Well-to-do.

Upper-middle and upper
classes. Wealthy.
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Booth’s investigations coincided with a time when many people believed the popular
Victorian narrative that men could build great fortunes from very little, inspired
particularly by Samuel Smiles’ book Self Help (1859), which argued that hard work and
spirited enterprise would lead individuals to success.*® Booth’s research challenged
these assumptions and in truth, social mobility was still difficult, and reputation and
contacts remained significant factors in daily life. However, it was a realistic goal for
many working class men to raise their status to the lower-middle class, and the
categories denoting classes were shifting enormously during this time.*’ This links to
some of the primary goals of South Place, to be open to everyone, regardless of class,
race or religion. This concern spread to the concert committee, who aimed to provide
high quality chamber music for everyone. As Bartley notes, there was a sense of social
responsibility that weighed on certain of the privileged classes, influenced by figures
such as Mayhew, Mearns, Mill and Sims.*® For South Place, their free concerts were
one way of addressing this. Victorian ideas about the educative and moralising effect
of music can be found in the theologian Reverend H. R. Haweis’s Music and Morals
from 1871.* In his philosophical explorations on the power of music to influence
thought and action, Haweis asks how a purely instrumental piece of music could be
moral or immoral, trivial or dignified, without definite thoughts or images attached to
it.* His evaluation that music can be separated into ‘good music’ and ‘bad music’ with
different intrinsic values is reminiscent of Plato’s concept of music as a moralising
influence.** The same attitude was clearly felt within the SPSPC committee, and other
important members of the ethical movement. The early South Place concerts were
among many other concerts of ‘serious’ music aiming to attract the working class of
the rapidly growing city.*” There were many elements that distinguished them from

others, one being the notable presence of women in nearly all aspects of the concerts.

3 Smiles, Samuel. Self Help. London: 1859.
*” Loftus, Donna. “The Rise of the Victorian Middle Class.” Last modified 17 February 2011. Accessed 1
September 2016. http://www.bbc.co.uk/history/british/victorians/middle_classes_01.shtml
38 Bartley, Far from the Fashionable Crowd, 27
39 Haweis, H. R. Music and Morals. Reprint. London: Longmans, Green, and Co., 1900.
“bid., 47.
“a Green, Edward. "Music and the Victorian Mind: The Musical Aesthetics of the Rev. H.R. Haweis /
Glazba | Viktorijanski Um: Estetika Glazbe VIE. H.R. Haweisa." International Review of the Aesthetics and
Sociology of Music 39, no. 2 (2008): 239-56
2 Meadmore, W. S., The Story of a Thousand Concerts: 1887 — 1927 (London: South Place Ethical
Society, 1927), 4 — 5. Conway Hall Library: 780.78421MEA
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Women of all classes were facing great transitions during this period. Throughout the
nineteenth century it was seen as undesirable for a woman of the upper class to work,
especially in a public arena. Yet by 1901, in light of the inventions of bicycles,
typewriters and phones, around twenty five percent of office workers were women.
These changes would have been experienced by most of the musical women in this
study, particularly the older women such as Josephine Troup, who lived from 1853
until 1913. Also during the nineteenth century, a small but notable group of women
started campaigning for issues linked to women’s rights, such as Frances Cobbe,
Josephine Butler and Millicent Fawcett. This propelled the women’s suffrage
movement, which reached its peak of momentum during the early 1900s, but was
halted in 1914 at the start of the Great War. Whilst the women musicians at South
Place may not have all been directly linked to the suffrage movement or have been
affected by their position to work, this is an important context to consider when

studying their lives and contributions.

Laura Schwarz’s book Infidel Feminism: Secularism, Religion and Women’s
Emancipation, England 1830 — 1914 also provides a very relevant backdrop for this
thesis, by focusing on the place of women in the context of the Victorian Secularist
movement, which previous historians have somewhat neglected.*® Schwarz explores
the development of feminism among radical, freethinking women. Although the book
is not about South Place specifically, the women Schwarz writes about have similar
beliefs, and several of the women she discusses were either visitors or members of
South Place, including Annie Besant, Hypatia Bradlaugh Bonner, Sophia Dobson Collet,
Elizabeth Cady Stanton and Harriet Martineau, among others. As Schwarz’s work has
so many links to South Place in the nineteenth century, her findings that freethinking
feminists made an important contribution to the post-1850s women’s movement are
applicable to the active and more submerged forms of feminism engaged with at the
Ethical Society. It also implies that some of the women musicians discussed in this
study may have been involved in this brand of secular feminism, particularly Josephine
Troup who was a hard-working member of the ethical movement. Consequently, this

links the musical women of South Place to the progressive element of South Place that

* Schwarz, Laura. Infidel Feminism: Secularism, Religion and Women’s Emancipation, England 1830
1914. Manchester: Manchester University Press, 2013.
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was concerned with human welfare and equality, as well as the side that provided

entertainment for the community.

2.3 British Concert Life

As the South Place Sunday Popular Concerts grew in reputation, they attracted a wider
audience than just those who lived in close proximity. Alongside the local audience,
the concerts attracted national attention, and the genre of music selected for the
concerts was representative of what the Victorians classified as high culture. The music
reviews from the Hazell’s Annuals offer an overview of the high culture music scene in
London between 1885 and 1920.* It is surprising, therefore, that despite the noted
popularity of the South Place concerts during these years, they do not feature once in
the Hazell reviews. In fact, chamber music receives surprisingly little attention in any of
the reviews, which may be due to the rise of the popularity of orchestral music during
this period, as is noted in the 1894 entry. Alongside the many mentions of operas,
orchestral and choral performances, the chamber music venue that receives the focus
of the attention up until 1900 is St. James’s Hall, particularly in relation to the Monday
and Saturday Popular Concerts. This was likely due to their long establishment (they
began in 1859) and influence in the capital. Other chamber concerts that start to
receive a few mentions in twentieth-century editions include those given at Bechstein
Hall and Aeolian Hall, and particularly Queen’s Hall. This only represents a limited view
of the chamber music scene during this period. Considering the focus on British
composers and ensembles in the reviews, and their prominence in the South Place
concerts, it is puzzling that South Place is not acknowledged at all. There are also
several similarities between the ‘pops’ and the South Place Concerts, including the
style of programme and their aim to provide affordable chamber music. However, the
other concerts mentioned were not organised primarily as a philanthropic endeavour,
and perhaps the size and demographic of the audiences were considered important
factors for inclusion in Hazell’s Annuals. Regardless of the reason, the absence of any
mention of the South Place concerts in documents such as these presents another
reason why it is important to reassess their significance and discover why the South

Place concerts were left out of some contemporaneous accounts of the London music

“ Elkin, Robert. Queen’s Hall 1893 — 1941 (with a Foreword by Malcolm Sargent) (London: Rider & Co,
1944), 20 - 21.
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scene. The following section of this chapter will review some of the key secondary
texts where the South Place concerts have been considered or are especially relevant

to the context of this project.

A book that covers concerts given for a more working-class audience is Alan Bartley’s
Far from the Fashionable Crowd: The People’s Concert Society and Music in London’s
Suburbs. As chapter four is about ‘South Place and its music’ it is worth discussing what
the book covers at greater length. The primary focus of Bartley’s book is the
widespread impact of the People’s Concert Society (PCS) from 1878 into the 1930s.*
He also provides examples of similar enterprises. The Kyrle Society, set up by Miranda
Hill in 1877, staged oratorios, organised art exhibitions and supported the founder’s
sister, Octavia Hill, in a campaign to beautify the East End’s open spaces. Another
example, the People’s Entertainment Society (PES), set up in 1878, was sustained by
amateur performers, including Marian McKenzie who went on to become a regular at
South Place. At one point the PES was staging concerts in 15 venues across London,
but their momentum slowed so that activities came to an end in the early 1890s.*® The
PES’s ambitious aim was to cultivate: ‘a taste for good, high-class amusement among
the poorer classes in the hope of withdrawing them from lower places of resort, to
introduce an element of brightness into their lives, and to establish a better feeling

between the different classes by bringing them into closer contact with each other’.*’

In comparison to the People’s Entertainment Society, the People’s Concert Society had
a more modest goal, to increase the popularity of what they considered to be ‘good’
music. The concerts at South Place were originally set up by the PCS in 1880 and run by
them until 1886, when South Place took over the following year. Due to this lengthy
association, this book offers a useful account of how the South Place concerts started
and the ideology behind their conception. Bartley also posits some of the longer
lasting influences of the PCS on the South Place concerts, such as the format
introduced by the PCS, which usually consisted of string quartets, songs and

instrumental solos. This format continued and was developed at South Place for years

s Bartley, Far from the Fashionable Crowd, 2010.

*® Ibid., 132 - 134.

4 Ibid., 129. Quotation from Letter from Lard Folkestone to The Musical Times (1 December 1883), 668.
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after the PCS stopped running the concerts and it was an important element of the
concerts’ success. Additionally, the PCS helped the newly formed SPSPC Committee
when they were struggling to keep up with the organisation, by taking control of some
of the concerts in the autumn of 1887, an opportunity that would not have been
available to most newly founded concert organisations. Bartley also writes a useful
examination of the type of audience that attended the concerts and emphasises that
they were not simply made up of those of the elevated class who lived in the
expensive local area and attended the Sunday morning lectures. However, he also
observes that the concert committee was clearly quite confident that the audience
would be able to cover the costs of the concerts and in later years a number of
regulars paid for subscriptions, indicating that there was a substantial middle-class

population among them.

Bartley’s explorations of the concerts’ financial records and the effects of World War
One are extremely informative summaries. Another valuable portion of the book is the
appendices, where Bartley has analysed the concert programmes of five suburban
concert series, including 1006 of the South Place programmes, and produced the
information in a series of tables.”® The top ten composers at each concert series were
very similar, the most popular at South Place being (from first to last): Beethoven,
Brahms, Mozart, Dvorak, Schumann, Mendelssohn, Haydn, Walthew and Tchaikovsky.
Another of Bartley’s tables also shows the fifty most played individual works at South
Place, which is a little more diverse and contains works by Franck, Stanford and
Rheinberger. Whilst the traditional Austro-German repertoire predictably made up a
large proportion of the repertoire at South Place, there was a weighty inclusion of
challenging contemporary music and the Society represented a far larger number of
international composers than many others. Out of the 1006 programmes Bartley
studied, 409 composers were represented overall, compared to much lower numbers
at the comparative concerts (albeit taken from fewer programmes). Furthermore, the
South Place programmes contained a significantly higher proportion of British
composers than the other concerts. 123 of the composers programmed were British,
which Bartley has calculated as 30%, whereas the other concert series sit around 17%.

Bartley discusses the absence of British composers in PCS concerts before the

8 Ibid., 73 - 79.
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twentieth century and notes that the Society hardly represented even the more
established names such as Stanford, Mackenzie and Macfarren, let alone the lesser
known Frank Bridge (1879 — 1941) and Samuel Coleridge-Taylor (1875 — 1912). Bartley
argues that not much should be read into this, because under-representation of British
composers was common until the Edwardian period in London.*® This is a fair
assessment. At the Monday and Sunday Popular Concerts, British composers rarely
featured, despite a successful concert in the first season presenting music by Henry
Bishop, William Sterndale Bennett, George MacFarren, Andrew Glover, John Barnett,
George Pinto, James William Davison, Edward Loder and Michael William Balfe.”® In
contrast, such names make regular appearances in the South Place programmes in the

first one thousand concerts.

South Place was not totally unique in this respect. The Thomas Dunhill Concerts,
launched in 1907 at Steinway Hall, also featured many British composers. Joseph
Holbrooke, during his thirty-year concert series held at the Aeolian Hall and at Salle
Erard, similarly championed his British contemporaries. However, out of the five
concert series analysed by Bartley, South Place were the only series to have a British
composer, Richard Walthew (1872 — 1951), in their top nine most regularly performed
composers. Walthew was one of the most active musicians at South Place during this
period; he performed at the concerts, conducted the orchestra, lectured on musical
topics and helped with general organisation. Although Walthew achieved some
success as a composer in the UK, his level of inclusion in the South Place programmes
is highly disprortionate to other concert series in London.’! Therefore, Bartley’s
findings show that at South Place, a musician’s participation in the Society’s activities
could affect the amount of promotion they received from the Society in the concerts.
It appears that this was a rare environment where a musician’s religious and moral

outlook (in this case as a radical free thinker) and the voluntary work they offered

*Ibid., 90.

>0 Ridgewell, Rupert. “St James Hall, the Monday and Saturday Popular Concerts.” Overview of the
Nineteenth Century Collection; and Nineteenth Century Collections Online. “Monday and Saturday
Popular Concerts Programmes”. Accessed 13 January 2018.
http://gdc.galegroup.com/gdc/ncco?p=NCCO&u=blibrary Both accessed through the British Library. Also
reported in The Morning Post, 26 April 1859, 5.

>t Examples of concerts featuring work from SPES: Concert programmes: 8" concert of the 15" season,
25 November 1900; 10" concert of the 18" season, 6 December 1903; 11" concert of the 30" season,
12 December 1915; 14™ concert of the 32™ season, 20 January 1918.
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could aid their career as a serious composer or performer within that circle.
Unfortunately, the other implication is that Walthew’s success within the South Place
community did not have much of an effect on his external visibility on a national level.
The forthcoming chapters on Swepstone, Grimson and Troup will explore whether
South Place had a similar effect on some of the women. In addition, whilst Bartley has
mentioned the SPES’s concert of music by women in 1915, Bartley neglects to
comment any further on the significant presence of female performers and composers
in the concerts, or the many women who assisted their organisation. This is where this
thesis will build on Bartley’s ground-breaking work by uncovering more of the musical

history of the Society.

Whilst no other books focus exclusively on the history of the South Place concerts in
this time frame, there is a wealth of literature regarding concert life in London and
Britain for both the late Victorian and Edwardian periods. Leanne Langley has
conducted projects about Victorian periodicals and society, and British women in
orchestras during 1913. Her article from 1990 ‘The musical press in nineteenth-century
England’®® begins by stating that music historians have generally avoided Victorian
England, which thanks to scholars such as herself is no longer the case. Her overview
of nineteenth-century English musical journals and music reports in the general press
are still useful. She considers the latter to be more interesting due to the remarkably
high quality of writing that was produced, and what this tells us about the readership
of these newspapers. She also provides guidance on how to approach the material.
Her advice is that casual or impulsive searching is unlikely to produce a new synthesis
of cultural ideas or an informed view of a complex musical period, so a systematic
approach is imperative. For this thesis, such an approach has been attempted by

starting with a relatively small section of the CHES archive and working outwards.

Simon McVeigh has contributed a vast amount of work regarding British concert life,
largely focusing on the eighteenth and nineteenth centuries. His work on the
modernisation of concert life in London during the Edwardian era will be

complemented by this research into the unexplored area of music at the ethical

> Langley, Leanne. “The musical press in nineteenth-century England.” Notes, 46, no.3 (March 1990):
583 - 592
49



societies during the same period.”® His article about the first decade of the London
Symphony Orchestra (LSO) from 1904 to 1914 is also relevant.>® His archival-based
research shows that there were similar attitudes towards music as a tool for social
improvement within the orchestral scene, including ideas that a permanent orchestra
was needed to perform throughout the year and to play to lower-class audiences
‘because they have been educated to love it’.>> Walter Bernhard also asserted that a
permanent orchestra was the only way to allow native music to flourish, however
McVeigh’s research shows that the LSO was an exception to the ‘English Musical
Renaissance’ narrative that has been associated with the Edwardian period by scholars
such as Meirion Hughes, Robert Stradling and Calin Eatock.”® The LSO records show
that despite extra funding from a wealthy sponsor, programmes that featured modern
British music mostly led to a financial loss for the concerts as they struggled to sell
seats, and subsequently British music was regularly phased out in favour of Austro-
German classics that attracted a larger audience. This is a striking comparison to the
South Place concerts, which consistently programmed modern British composers
throughout the first forty years. McVeigh’s method of examining the financial records
in particular detail in order to understand the repertoire of the LSO is one that has

been emulated to some extent in relation to the South Place concerts in later chapters.

In respect to methodology, Christina Bashford is another scholar who has written
extensively about British concert life, and produced an article titled ‘Writing (British)
Concert History: The Blessing and Curse of Ephemera’ that covers many of the
methodological challenges that occur during archival research.’’ The article provides
an important summary of journals and scholars that have been investigating concert

histories in recent years (although this will now be slightly out of date) and categorises

> Ehrlich, Cyril and McVeigh, Simon. “The Modernisation of London Concert Life around 1900.” In: The
Business of Music, edited by Michael Talbot, 96 — 120. Liverpool: Liverpool University Press, 2002; and
McVeigh, Simon. “‘As the Sand on the Sea Shore': Women Violinists in London’s Concert Life around
1900.” In: Essays on the History of English Music in Honour of John Caldwell, edited by Emma Hornby
and David Maw, 232 —258. Woodbridge: Boydell & Brewer, 2010.

>* McVeigh, Simon. “The London Symphony Orchestra: the First Decade Revisited.” Journal of the Royal
Musical Association, 138, no.2 (2013): 313-376.

> |bid., 318. Note by McVeigh: The speech is reproduced in the Amalgamated Musicians’ Union's
Musicians’ Report and Journal, March 1901, 1-4.

*® Ibid., 313

>’ Bashford, Christina. “Writing (British) Concert History: The Blessing and Curse of Ephemera.” Notes,
64, no.3 (March 2008): 458 - 473
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some of their lines of inquiry.”® She distinguishes them as ranging from ‘the
development of repertoire and patterns of taste to socioeconomic aspects of concert
life, and from the functions and meanings that concerts had in people’s lives to the
development of ideologies about music and codes of behaviour in the concert hall...”.>®
This thesis mostly falls under her category of the functions and meanings of music in
people’s lives and the development of ideologies, through its investigation of how
music affected members of the ethical movement. It is also concerned with the
cultural aspects of concert life (rather than socioeconomic aspects), as it looks at how

the musical life of the ethical movement reached beyond its own members.

Bashford identifies one of the main methodological difficulties as actually finding
ephemera, a challenge that she describes as ‘at best perplexing, at worst defeating’,*°
which has very much been the case in this project regarding the missing programmes
and music. To aid her reader, Bashford offers a list of ‘potentially powerful’
bibliographic projects that make it easier for researchers to locate material, such as
the Concert Programmes Project directed by Rupert Ridgewell, which has been an
incredibly useful tool in my own work.®* An updated version of such resources would
be useful for researchers in many fields that might require music-related sources. Like
Langley, Bashford emphasises the merits of musical reviews in the general press, and
encourages researchers to seek adverts and reports in their original formats, as a
contextual understanding of the concerts is equally, if not more important, than
finding the source itself. Bashford also covers the paradoxical issue of having too many
primary sources available and the importance of selectivity. Both approaches were
considered in the process of the research presented in this thesis. Aside from this
article, her wider body of work has been highly influential in shaping the methodology
of this project and providing a variety of lenses through which to consider nineteenth-
century British music. In particular, her book The Pursuit of High Culture: John Ella and

Chamber Music in Victorian London and her co-edited collection with Roberta

> For example: Jenny Burchell; Rachel Cowgill; Cyril Ehrlich; Christopher Fifield; Leanne Langley;
Meredith McFarlane; Alyson McLamore; Simon McVeigh; Michael Musgrave; Roz Southey; and David
Wright.
>° Bashford, “Writing (British) Concert History: The Blessing and Curse of Ephemera,” 458.
60 .

Ibid., 461
®! Ridgewell, Rupert. “Concert Programmes”. Accessed September 2018.
http://www.concertprogrammes.org.uk/
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Montemorra Marvin The Idea of Art Music in a Commercial World, 1880 — 1930 have

provided valuable context.®

Equally, Dave Russell’s Popular Music in England, 1840 — 1914: A Social History looks at
a different aspect of Victorian musical life, but one that is just as central to the music-
making and attitudes that existed at South Place, especially outside of the concerts.®?
The book looks in detail at music at the music halls, somewhere that leaders of the
ethical societies were trying to steer their members away from, towards engagement
with musical genres that would be considered as self-improving rational recreation.
Chapter 3 is particularly relevant as it explores the connection between music and
morals between 1880 and 1914, which has close connections to the debates at South
Place surrounding how and what music should be used to fulfil the Society’s
objectives. The 1880s saw a revival of public interest in ‘music for the people’, and this
was linked to middle-class concerns about political unrest from the lower class.®*
Whilst working-class reform does not seem to have been the main concern of the
concert committee, a focus on audience behaviour in their reports indicates that they
were pleased to have an influence in this area. Russell also considers the rise of
community music, including choral societies that emerged from organisations all over
the country, including South Place. He discusses the social changes brought about by
such developments in popular music, and how World War One and technological
development disrupted the way that communities engaged with music in the
twentieth century. Furthermore, Russell observes that the sexual divide was greater
than the class divide in Victorian and Edwardian popular music, with women often
playing a subservient role at musical events and representing a minority of the
audience. Women who did achieve success as performers in music halls rarely escaped
being judged for their sexuality more than for their musical talent. The case studies of
this thesis will prove that women were given vastly different opportunities at South

Place in all areas of their musical pursuits.

®2 Bashford, Christina. The Pursuit of High Culture: John Ella and Chamber Music in Victorian London.
Woodbridge: The Boydell Press, 2007; and Bashford, Christina and Marvin, Roberta Montemorra (eds).
The Idea of Art Music in a Commercial World, 1800 — 1930. Woodbridge: The Boydell Press, 2016.

® Russell, Dave. Popular Music in England, 1840 — 1914: A social history. Manchester: Manchester
University Press, 1987.

* Ibid., 18 and 33.
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2.4 Musical Women in London

As the key purpose of this project is to reveal the role of the women musicians at
South Place, the methodology and approach to the research is inescapably shaped by
feminist musicology and existing work on historical women musicians. The past four
decades have produced a wealth of literature in these fields, beginning with
pioneering anthologies such as Carol Neuls-Bates’” Women In Music: An Anthology of
Source Readings from the Middle Ages to the Present (1982), Jane Bower’s and Judith
Tick’'s Women Making Music: The Western Art Tradition, 1150-1950 (1987) and Karin
Pendle’s Women and Music: A History (1991).%> In her chapter ‘Gender, Musicology,
and Feminism’ in Rethinking Musicology, Suzanne Cusick clearly defines two strands of
feminist musicology, distinguished by two key questions: ‘(1) where are the women in
music, in music’s history? and (2) what are the representations of women in music, in
the music we love and continually re-canonize in our performances, our teaching, our
speaking and writing about music?’® This research attempts to contribute an answer
to the former question, by bringing to the foreground the women musicians of South
Place who over the last century have been nearly entirely forgotten. Cusick’s second
guestion lies beyond the scope of this project, particularly as most of the music
discussed in this project would not be considered canonic repertoire. In another
evaluation of the field, in 2007 Marcia Citron wrote an essay that reflected on her
influential book Gender and the Musical Canon (1993). One of Citron’s observations in
‘Women and the Western Art Canon: Where are we now?’ is that in the fifteen years
between these two texts, much more of women’s music was assimilated into the
standard repertoire through the large number of recordings, scores and performances
that occurred, and the music must continue to be emphasised.®’ She also discusses
how musicological work on women and gender has become thoroughly assimilated
into the field and tends to be integrated into other topics, suggesting that the topic of

women has now been ‘decentered’ and integrated into musicology at large.®® Whilst

® Neuls-Bates, Carol, Women In Music: An Anthology of Source Readings from the Middle Ages to the
Present, (London: Harper & Row, 1982); Bowers, Jane M., and Tick, Judith (eds), Women Making Music:
The Western Art Tradition 1150 — 1950, (Urbana: University of Illinois Press, 1986); and Pendle, Karin,
Women and Music: A History, (Bloomington: Indiana University Press, 1991).
®® Cusick, Suzanne G. “Gender, Musicology, and Feminism,” in Rethinking Music, Reprint: edited by
Nicholas Cook and Mark Everist (Oxford: Oxford University Press, 2001), 482.
&7 Citron, Marcia, “Women and the Western Art Canon: Where are we now?” Notes, 64, no.2 (December
2007): 213.
* Ibid., 213-14
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this is true for much work that discusses historical musical women in the context of
more thoroughly explored musical spaces, South Place and the British ethical
movement are historical situations where women musicians have yet to be ‘centred’.
Therefore, it is important that this thesis places the female composers, performers and
organisers at the core of the discussion. It is only once these women have been
brought to the foreground that they can then be ‘decentered’ and reintegrated into
future texts about musicology or social and cultural histories of Victorian and

Edwardian London.

Among scholars who have already centralised the work of many women composers
from this period into musicology is Sophie Fuller. The Pandora Guide to Women
Composers: Britain and the United States 1629 — Present provides an informative
overview of what women have achieved in various times and contexts.*® Her doctoral
thesis Women Composers during the British Musical Renaissance, 1880 — 1918 has
been a model on which this thesis has been based: the first half tackling underexplored
moments in women’s musical history that give context and support to the set of case
studies that make up the second half of the thesis.”” Fuller’s chapters on ‘Women as
Musicians’ and ‘Women as Composers’ have been essential in placing the women
discussed in this thesis into context of their time and place. Her studies of Maude
Valérie White, Liza Lehmann and Frances Allitsen will be drawn upon in more detail in
Chapter 5, in order to discuss these women’s connections to the South Place concerts
and how they relate to other composers in the programmes. Derek Hyde’s New Found
Voices: Women in Nineteenth Century English Music also covers a broad range of
perspectives on the life of Victorian women musicians, and references two of South
Place’s foremost women musicians, the Flower sisters (returned to in Chapter 3).”
Although Hyde, Fuller and several others have already looked at such contexts in
detail, elements of these narratives will be retraced in this chapter for the reader who
has approached this thesis from a non-musicological perspective with an interest in

Conway Hall’s feminist history.

6 Fuller, Sophie, The Pandora Guide to Women Composers: Britain and the United States 1629 — Present
(London: Pandora, 1994).

70 Fuller, Sophie, “Women composers during the British musical renaissance, 1880 — 1918” (PhD diss.,
King’s College University of London, 1998).

& Hyde, Derek, New Found Voices: Women in Nineteenth Century English Music. Reprint. (Kent: Tritone
Music Publications, 1991).
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More recently, Fuller contributed the chapter ‘Women musicians and professionalism
in the late-nineteenth and early twentieth centuries’ to Rosemary Golding’s edited
collection The Music Profession in Britain, 1780 — 1920: New Perspectives on Status

and Identity.”?

Here, Fuller examines the careers of three little-known women
musicians with differing musical careers to uncover the blurred boundaries between
amateur and professional status for women musicians in London during this period.
The forthcoming examination of how musicians and composers were treated at South
Place will further support this argument. The dichotomy between public and private
life was another issue that faced many women during this period. In another key text
from the relatively early years of feminist musicology Cecilia Reclaimed: Feminist
Perspectives on Gender and Music, Jennifer C. Post grapples with this issue with
regards to women musicians, which will be returned to in Chapter 5. As a large
aspect of women’s music making at South Place was related to the composing,
compiling and performance of hymns, literature specifically related to hymn writing
has been considered. Janet Wootten’s This Is Our Song: Women’s Hymn-Writing
examines the output of ten contemporary women, which is introduced with an
historical overview of the contributions women have made in this area.”* Especially
relevant is her chapter on women’s hymn writing linked to the political and social
revolutions of the nineteenth century, which show how hymn writing came to have a
wider importance and in some ways became separated from religion. Engagement
with hymns at the South Place Chapel went through a similar transition. Wootten also
looks specifically at children’s hymns and their use in Sunday schools, which is drawn
on in relation to Troup’s large output of compositions in this genre. Alisa Clapp-ltnyre
has also written about this in her book British Hymn Books for Children, 1800 — 1900:
Re-Tuning the history of Childhood. Her work has become part of a larger digital
project, Sounding Victorian, which is being developed by a group of academics
(directed by Fuller and Weliver) to make the sounds of Victorian Britain more easily

. . 7
accessible to a range of audiences.”

& Golding, Rosemary (ed.), The Music Profession in Britain, 1780 — 1920 (Routledge: London, 2018).
73 Cook, Susan C. and Tsou, Judy S. (eds.), Cecilia Reclaimed: Feminist Perspectives on Gender and Music
(lllinois: The University of Illinois Press, 1994).
. Wootton, Janet, This is Our Song: Women’s Hymn-Writing. Reprint. (Eugene: Wipf and Stock
Publishers, 2012).
” Fuller, Sophie and Weliver, Phyllis. “Sounding Victorian.” Accessed October 2018.
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In respect to this project’s focus on little known instrumental works by women
composers from this period, Laura Seddon’s recent publication British Women
Composers and Instrumental Chamber Music in the Early Twentieth Century is one of
the most relevant texts.”® Much of the archival material consulted for Seddon’s book
has also been used for this thesis, including the focus of her research on the Society of
Women Musicians (SWM) archive held at the RCM. Seddon has also researched the
presence of women in the South Place concerts and claimed that they helped to
progress women'’s positions in the chamber music world.”” As I have had much greater
access to the archive and the programmes, this thesis is able to substantiate and
nuance these claims even further. A few additions can be made to her table of
instrumental works composed by women that featured in the South Place concerts

(see Table 4 in Chapter 6).

The first and second chapters of Seddon’s book clarify why it is still relevant to focus
on historical composers in terms of gender in the twenty-first century, and situate the
position of women composers in the Edwardian period and the years surrounding
World War One. Between 1887 and 1927, the opportunities for musical women
developed at a rapid pace, particularly with regards to education. Although colleges
such as the Royal Academy of Music accepted women as composition students from
the beginning, a higher proportion mainly studied performance, either in singing, violin
or piano. By the 1920s it had become more common for women to study composition,
although still rarely as a first subject.”® Bartley’s chapter ‘Introducing music for all
helps to explain how music became more accessible to women and the working classes
through the rise in cheap public concerts, the introduction of John Curwen’s Tonic Sol-
fa method and the integration of singing into education and recreational activities.”
Nevertheless, it was mostly women from middle- and upper-class backgrounds who
could afford to study music in higher education. Seddon identifies many of the social
and cultural factors that meant that women composers still faced several obstacles

despite this opportunity. This includes the expectation for it to be kept as a private

76 Seddon, Laura, British Women Composers and Instrumental Chamber Music in the Early Twentieth
Century (Farnham: Ashgate, 2013).

" Ibid., 53

% Ibid., 22 - 25

7 Bartley, Far from the Fashionable Crowd, 36 — 61.
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practice, at risk of being labelled an unmarriageable ‘blue-stocking’ in becoming a
professional. Marriage and motherhood also presented challenges. Despite the
barriers, many women in this era went on to have professional careers in music,
mostly as performers of violin, piano and singing, but there were many who achieved
successful careers as composers, concert organisers and wind instrument performers.
There were even a few notable examples who were known as conductors, such as
Gwynne Kimpton (at West Dulwich), Rosabel Watson (of the Aeolian Ladies Orchestra)
and Florence Marshall (of the South Hampstead Orchestra). This is even more
astounding considering the lack of prominent female conductors around in the twenty-
first century, although a number of programmes have been set up in the past few

years to attempt to readdress the balance.®

Chapter three of Seddon’s book looks at the first nine years of the SWM'’s existence
and helpfully identifies the main influencers within that circle and the aims of the
organisation. Seddon also provides some suggestions as to why some women were not
attracted to the Society. Particularly compelling are her comparisons between the
SWM and the suffragettes, who were not directly linked but had similarities: both held
regular meetings, campaigned for new members and distributed propaganda. Seddon
also likens leading SWM member Katherine Eggar’s speech about the importance for
women to pursue intellectual interests and the type of musical works that they should
produce, to a ‘war cry’ speech by a suffragette.?* Eggar’s argument ironically produces
an expectation on women to produce a particular type of work. She also held opinions
about people trying to improve themselves through intellectual activities, with a
particular reference to music, and her thoughts resonate with many of the opinions
held by South Place members about the improving power of engaging with classical
music. Furthermore, whilst musical analysis is not the focus of this thesis, Seddon’s
analyses of works by Adela Maddison, Ethel Smyth, Morfydd Owen, Ethel Barns, Alice
Verne-Bredt and Susan Spain-Dunk, are good examples of how women’s chamber

work from this period can be analysed, and provide some insight into the musical

% This short article by the Royal Philharmonic Society offers statistics from 2019 on representation of

women conductors in Britain and provides links to courses aimed specifically at aspiring female

conductors: Royal Philharmonic Society. “Women Conductors”. Accessed August 2019.

https://royalphilharmonicsociety.org.uk/performers/women-conductors

*In the same speech, however, Eggar attempted to highlight the differences between the two groups.
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styles of composers whose instrumental work and songs featured at the South Place

concerts throughout its earlier years.

Despite the progress being made throughout the nineteenth century, attitudes
towards women composers during this period were still overwhelmingly negative. For
example, Anton Rubinstein saw the rise of female musicians as a sign of ‘the decline of
his art’.%? Even as late as the 1940s, Sir Thomas Beecham wrote that the result of
women’s increased participation in the music profession during the previous three
decades or so had inevitably brought music to ‘a state of hopeless decadence... There
are no women composers, never have been and possibly never will be’.®* Even though
such thoughts were not shared by everyone, statements by such prolific figures in the
British classical music scene certainly influenced the way in which women composers
were perceived at the time and the level to which their work was preserved. In 1903,
Arthur Elson published a pioneering book called Woman’s Work on Music, which
advocated the musical contributions of women on an international and historically
broad scale. In his chapter on England, Elson references many women whose work was
performed at South Place as notable contemporary composers, including Swepstone
and Troup, showing that they had both become fairly well known by this point.
Unfortunately, the forward-looking nature of his book is unravelled in his final chapter.
Despite noting that women had likely not reached the same levels of fame as ‘the
tonal giants among men’, because they had not been given the same opportunities, he
is left undecided over whether women’s work in music will ever match their male
counterparts, and believes the distinction in character in their music will be a
permanent one. Elson states: ‘The average sweet girl graduate of the conservatories,
who is made up chiefly of sentiment, and hates mathematics, will hardly make a very
deep mark in any art’. He also expresses a common belief that women’s music has
more ‘delicate grace’ than a man’s, but will always lack strength. However, in many

ways Elson was a champion of women’s music, and he does conclude by expressing his

wish that the compositions of women composers could be heard more frequently.®*
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Similarly, in Cobbett’s Cyclopedic Survey of Chamber Music, first published in 1929, a
two page entry on ‘Women Composers’ by M. Drake-Brockman opens with ‘No woman
composer possessing the originality of a Beethoven or a Schumann has yet arisen;
indeed there has been, so far, no feminine counterpart to even the lesser masters’.®>
In this instance Troup is not mentioned, but Swepstone is listed in the reference book,
and the notion of originality mentioned in Drake-Brockmen’s text will return in
Chapter 6 in relation to her work. The entry is supplemented with a note by the editor,
Walter Willson Cobbet, who during his life commissioned many chamber works by
British composers and awarded one of his prizes to Alice Verne-Bredt (1864 — 1958) in
1908. Cobbett compares the success of women writers and the relative
underachievement of women composers, who he believes will only achieve ‘genius’
status when one composes not as a woman ‘pranked in male garb, but as a woman
true to her own nature’.®® Regarding such comparisons, Talia Schaffer’s book The
Forgotten Female Aesthetes: Literary Culture in Late-Victorian England offers an
overview of the opportunities and challenges women writers were facing during this
period, which is particularly relevant when considering Troup, who wrote in various
forms as well as composing and performing.®’ Likewise, Clarissa Campbell Orr’s book
Women in the Victorian Art World looks at the position of women artists who came
from a variety of different social and economic backgrounds.?® As well as looking at
their artistic contemporaries, it is important to consider the women musicians at South
Place in the context of the concept of ‘the new woman’ that emerged during the late
nineteenth century, perhaps more so than when writing about women in the concert
hall, as South Place was a space where there were regular conversations about
feminism and the status of women. Sally Ledger’s definitive text The New Woman
reflects on the multiple identities that made up the fictional construct of the new

woman. # She lists characteristics such as ‘activist’ and ‘reformer’ and artistic qualities

8 Drake-Brockman, M. “Women Composers,” in Cobbett, Walter, Willson. Cobbett’s Cyclopedic Survey
of Chamber Music: Volume Il. Reprint. by Colin Mason (London: Oxford University Press, 1963), 591.
* Ibid., 593
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that would have resonated with women at various points in South Place’s history.”
Musical women such as Troup, who also had a demonstrable passion for literature and
social movements, would undoubtedly have been shaped by the phenomenon, even if
they did not directly engage with it. Having examined the image of ‘the new woman’
crafted through nineteenth-century fiction, Elizabeth Morgan has considered how ‘the
new woman’ was portrayed through the music of women composers.”® She also
explains that by working as a piano teacher and a composer, women such as Maria
Hester Park carved out a space in her career that was both public (in the concert hall)
and private (in the more feminised role of teaching).”> As women musicians took on
supposed public and private roles at South Place, they also took on the qualities of
independence, reason and social progression that were connected to this new feminist

ideal.

Whilst it was generally difficult for a woman to be taken seriously as a composer of
instrumental works at this time, attitudes towards women as performers developed at
a dramatically different rate. It was already normal for lower-class women to work as
professional performers. However, throughout the nineteenth century it became more
desirable for middle- and upper-class women to become proficient singers, pianists or
violinists. There were still many barriers, particularly for women interested in learning
other instruments that may have been considered ‘unfeminine’, such as the cello or
wind instruments. Henry Wood had a relatively progressive view towards women
musicians and was the first person to allow women performers into a mainstream
professional orchestra. Yet even he did not allow women to play in the Proms concerts
until 1913 as it was considered too gruelling. Cobbett, however, regarded female
performers on a much higher level than their composer colleagues, stating: ‘it is as
interpreter, rather than as composer, that Woman has won her place among the
elite’.” Simon McVeigh has noted the rise of female violinists throughout this period

and considered the factors that influenced the phenomenon, in a chapter that was

part of Emma Hornby and David Maw’s Essays on the History of English Music in

*® Ibid., 1
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Honour of John Caldwell®* In his chapter “As the Sand on the Sea Shore’: Women
Violinists in London’s Concert Life around 1900°, McVeigh writes about many of the
musicians who performed at South Place, including Jessie Grimson and her ensembles.
Chapter 7 of this thesis will build on McVeigh’s work by looking more closely at how
her association with South Place shaped her career. McVeigh also contributed to
Golding’s recent publication with the chapter ‘Building a concert career in Edwardian
London’.” Notably in this chapter he focuses on other violinists who were prominent
in the South Place concerts, mainly the Chaplin sisters and Myra Hess. Again, these

women will be returned to in Chapter 7 to look in more detail at their associations with

South Place.

Finally, Paula Gillett’s Musical Women in England, 1870 — 1914: Encroaching on all
man’s privileges also adds important information to the rest of this thesis.”® Gillett’s
distinctive second chapter considers the role of the women musicians in organising the
philanthropic concerts that existed all over London. Many of these were organised,
led, supported and executed by upper and middle-class women, who saw the concerts
as an opportunity to use their musical skills developed throughout their youth in order
to become desirable young women, as well as a way of acting in what they considered
to be a socially responsible way. A number of concert series were established in the
late nineteenth century under this umbrella, although each with nuanced objectives.
Whilst upper-class women were not the only ones to thank for the musical activities at
South Place, the following chapters will identify how vital women’s contributions were

to the Society’s musical success.

** McVeigh, Simon. “/As the Sand on the Sea Shore': Women Violinists in London’s Concert Life around
1900.” In: Essays on the History of English Music in Honour of John Caldwell, edited by Emma Hornby
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Chapter 3. A Brief History of South Place: A Feminist Perspective

3.1 Introduction

The principal aim of this chapter is to provide an overview of the Society from an
alternative perspective to those already available. There are several books that give a
general historical account of South Place. An early example is The Centenary History of
the South Place Society, written by Moncure Conway based on four lectures given at
the chapel in 1893.%” This was followed by The Story of South Place by S. K. Ratcliffe
published in 1955, and much more recently Herrick’s Aspiring to the Truth: Two
Hundred Years of the South Place Ethical Society (2016).® None of these completely
ignores the contributions of women. The first two both discuss the relationship
between the Flower sisters and Fox and their creative contributions to the Chapel.
Ratcliffe also makes a passing reference to Josephine Troup for her musical and
financial contributions.”® Conway also wrote a paragraph about the women who spoke
at the pulpit between 1869 and 1893.%° Herrick reprints Nicolas Walter’s paragraph
about the underrepresentation of women in current histories of the Society, and
throughout the book makes an effort to weave women into the narrative,
complementing this with a noticeable increase in pictures of women compared to
other books. This chapter will put an even greater emphasis on following the trajectory
of the women who have moulded the way the Society has developed since it began. To
help put this into context of the more general history of the Society, which in some
ways has changed dramatically in the last two centuries, Table 1 provides an overview
of the core structures of the Society from its conception until the present day. The
most significant changes that occurred between 1887 and 1927 are the changes in
movement, doctrine and leadership, which coincided with the introduction of the
concerts. However, the rest of this chapter will start from the beginning of the
Society’s history before discussing this period of heavy transition, and end at the point

where they left the South Place Chapel and moved to Conway Hall in 1927.

% Conway, Moncure D., The Centenary History of the South Place Society (London: Williams and
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Table 1 - Timeline of Conway Hall's History. ***

Date Name Leaders Location Doctrine Movement Music
1787 The Winchester | London Universalism | Christian Hymns,
Philadelphians and Vidler choir and
1793 Finsbury other
1802 Unitarian Parliament | Unitarianism musical
1816 Congregation Fox Court activities
Chapel

1824 South Place South
1835 Institute/Finsbury Place Free religion | Independent
1853 Unitarian Chapel | lerson and | Chapel

Barnett
1864 Conway
1879 South Place Theism -
1880 Religious Society Humanism PCS start

concerts

1887 South
1888 South Place Coit Ethical Ethical and Place take
1892 Ethical Society Conway Humanism Humanist over
1900 Appointed concerts
1927 Lecturers 1000"
1929 Conway concert
1961 Hall Stopped
1966 General singing

Secretaries hymns
1969 2000™
1981 Honorary concert
2012 Conway Hall Reps

Ethical Society

3.2 The Early Years

The formation of Conway Hall Ethical Society dates back to 1787, when American
preacher Elhanan Winchester (1751 — 1797) moved to England, where he hoped that
his heretical beliefs would be more widely accepted than at his previous post at a
church in Philadelphia. An anecdote recounting his conversion from Calvinism to
Universalism is worth noting as an acknowledgement of the ways in which women
have influenced the Society’s history from the beginning. During a journey in a
stagecoach, Winchester was speaking about his beliefs about eternal damnation, when
a young woman interrupted him. She believed in salvation for all and claimed that the
God she worshipped was one of wisdom and compassion, not cruelty and

102

vengeance. It was this encounter that influenced Winchester’'s outlook and

encouraged him to establish his own dissident congregation in London. By 1793,

1% Most information for this table was gathered from Herrick, Jim, Aspiring to the Truth: Two Hundred

Years of the South Place Ethical Society (London: Conway Hall Ethical Society, 2016).
192 Ratcliffe, Samuel K. “The Story of South Place 1793 — 1952” Last modified 16 September 2014.
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Winchester and his adherents had established their first centre in Bishopsgate. He
became a popular preacher and writer, whose tracts were circulated throughout the
country. In addition, he wrote over 230 hymns, kick-starting the Society’s abundant

musical history.

Only eighteen months after his work at Bishopsgate had begun, Winchester was
obliged to return to America due to domestic difficulties. His successor, William Vidler
(1758 - 1816) took the congregation into a new direction. Initially, he was recognised
as a leader of Universalists, but by the end of the century was prominent among
religious Liberals and was moving towards Unitarianism.'®® The rejection of the Trinity
caused many of the wealthy members of the congregation to leave in disagreement
with this attitude; however his reputation as a great minister restored the numbers of
the congregation. In 1802, under Vidler's direction, the Society finally made a
complete break with the orthodox, officially renaming themselves as the
‘Philadelphians’, after Winchester’s influence. After Vidler died in 1816, his passion
and vision were continued, until 1853, by the previous minister of a Unitarian chapel in

Chichester, William Johnson Fox (1786 — 1864). 104

Within a few years of his leadership, Fox had already caused controversy by protesting
against Richard Carlile’s prosecution for selling The Age of Reason, yet his natural
ability as an orator and popularity among the radicals of London meant that the chapel
prospered. He soon had a steady following of progressive thinkers and it was agreed
that a new building was needed for the Society. A site in Finsbury was chosen for only
£600 and the South Place Chapel was completed by February 1824, home to the newly
named ‘South Place Unitarian Society’, dedicated to the worship of freedom and
virtue. During its first decade, South Place Chapel was the site of many Unitarian
events and a hub of intellectual activity, which reflected the wide range of radical
causes being debated. Fox used the platform to publicise his thoughts on matters such
as popular education, the civil rights of Roman Catholics and Jews, the grievances of
Dissenters, and his campaign about the Corn Laws. He also supported women’s

suffrage through his support for issues such as education, infant custody, marriage and

103 ..
Ibid.,

104 Webb, R. K., “Fox, William Johnson” in Dictionary of National Biography, May 2009.

64



divorce. In later years, the social scientist John A. Hobson (1858 — 1940) gave a lecture
about Fox’s thoughts on women’s suffrage, quoting significant passages of Fox’s own

ey 1
writing. 03

It was normal for politically engaged institutions to host large dinners to celebrate
important events and South Place was gratifyingly noted for allowing women to be
invited as dinner guests.’® In 1831, another significant moment in the Society’s
feminist history occurred, when Harriet Martineau (1802 — 76) was announced as the
winner of three essay prizes offered by the Association. This early success helped to
launch her career in London and led to her becoming a standby for Fox at the chapel
on many occasions. The pair also worked together through The Monthly Repository, for
which Martineau wrote and Fox edited, and in 1833 Martineau described Fox in a
letter to M. B. Maurice as ‘after my brother James, the steadiest friend and the best
guide that | have ever had in literature and philosophy’.*®” Martineau campaigned for
women’s equality and was the author of many hymns that appeared in Hymns and
Anthems, as well as other collections including A Collection of Hymns for Christian
Worship (1831), J. R. Beard’s Collection (1837) and the Christian Science Hymnal
(1937).1°® Although she was more influential through her activism, her links to the

hymns tie her to both central elements of this thesis.

3.3 The Flower Sisters

Two other women from this period hold a notable position in Conway Hall’s history
and have links to music and feminism. Printer and activist, Benjamin Flower, was a
good friend of William J Fox. He had two daughters, Eliza (1803 — 1846) and Sarah
(1805 — 1848), who, like Harriet Martineau, were raised with a strict Unitarian
upbringing. When their father died in 1829, the two young women were taken under
Fox’s wing and applied their talents to the development of South Place. Both

daughters were well educated and artistic; Eliza was a musician who composed from

1% Hobson, John, “Mr W. J. Fox on woman suffrage.” South Place Magazine 13, no.6 (February 1908): 98

—-101.

1% Ratcliffe,“The Story of South Place 1793 — 1952”
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childhood, and Sarah was a writer. Together they eventually led the musical portion of
the South Place services and produced a substantial creative output. Derek Hyde
acknowledged a whole concert of Eliza Flower’s sacred music that was given at Crosby
Hall in in 1845, indicating her popularity. Sarah Flower most famously wrote the words
for the hymn ‘Nearer, my God to thee’, initially set to music by Eliza. (The best known
version composed by Lowell Mason in 1856 was reputedly the last piece of music
played on the Titanic, a detail replicated in the 1998 film.) Both women were
supporters of women’s equality and influenced Fox in his support of suffrage
campaigns.'® Sarah also made a lasting impression on Fox, when she confided in him
that an encounter with the major poet Robert Browning (1812 — 89) had led to
religious doubts over the genuineness of the Scriptures. According to Moncure
Conway, this hastened Fox’s own inquiries and gradual departure from formal

Unitarianism.

It was Eliza Flower, however, who had the biggest influence over Fox’s life and career,
which most directly influenced the direction that South Place took during Fox’s time as
minister. When Eliza came under Fox’s guardianship aged 26, she became a perfect
secretary, assisting him in work such as taking dictation and transcribing short hand.
Fox’s biographer, Richard Garnett, goes as far as to say that without Eliza’s assistance,
Fox would never have become known outside of South Place.'® Although this may be
an extreme view, it is fair to say that Eliza’s relationship with Fox did have a significant
effect on South Place. As Fox came to fully rely on Eliza for her help and devotion, it
was eventually decided by Fox that he and his wife should have a public separation,
and it became Eliza’s role to take care of the household and children. Controversy over
Fox’s apparent attitude to marriage motivated Fox to give six months’ notice to quit his
position at South Place, but a large majority requested him to withdraw his
resignation. Tensions within the congregation caused him to change his ministerial
style, reducing his duties to the congregation members’ households and losing the

111

sermonic tone from his public discourses.””™ Whilst his decisions lost him some

supporters, on the whole the departure from his denominational roots was welcomed

109 Seyler, Clarence H., “The first century of the existence of the South Place Society.” South Place

Magazine 1, no.10, (January 1896): 83- 4.
19 patcliffe, “The Story of South Place 1793 — 1952”
"1 Ratcliffe,“The Story of South Place 1793 — 1952”
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and subsequently Fox continued to rise in popularity, particularly as a literary and

public figure.

Meanwhile, Eliza Flower lost many friends, including Harriet Martineau, and ceased to
attend the South Place meetings and choir rehearsals. Nevertheless, after some time
had passed she was welcomed back and continued to lead the musical activities of the
chapel with her sister for the rest of their lives. In print, their most substantial
contributions were their work submitted to the Monthly Repository and their
collaborative project with Fox to produce a new hymn book for South Place in 1841,

Hymns and Anthems.''?

Alongside their publications in the magazine are stories,
poems and essays written by Sarah Flower under the pseudonym S.Y., as well as song
and hymn settings by Eliza. Their literary and musical efforts were often combined, for
example in a collection of songs published in each issue of 1834, inspired by the
respective month of the edition. At the end of the year, these were edited into a
collection called Songs of the Months: A Musical Garland and published by Novello.'*?
Although the composer’s name is not explicitly included, a note saying ‘The music by
the author of “The Waverley Novels” (a reference to her musical settings of extracts
from Scott’s famous novel series), “Songs of the Seasons” and “Hymn of the Polish

. . . 114
Exiles”’ confirms Eliza Flower as the composer to those who knew her other work.

In Songs of the Months, five sets of lyrics are attributed to Sarah F. Adams (whose
name changed after she married railway engineer William Bridges Adams in 1834).
Three more were written by Charles Pemberton and one was by Alexander Hume. The
remaining three, ‘June’, ‘August’ and ‘September’, were written by Catherine
Partridge, Harriet Martineau and Mary Howitt, a group of women who were all likely
or confirmed acquaintances of the Flower sisters. The brief introduction to the
collection is itself rather poetical, describing the songs as: ‘a musical garland for the

hoary head of Time, a welcome for his comings, a benediction on his goings, and a

12 Eox, William J. Hymns and Anthems for the use of South Place Ethical Society (Selected in 1889 from

1841 edition). London: South Place Chapel, 1890. Conway Hall Library: 782.4HYM

13 Flower, Eliza, Songs of the Months: A Musical Garland (London: J. A. Novello, 1834).

Derek Hyde describes her Musical lllustrations to the Waverley Novels (1831) as her best-known and
ambitious sets. Hyde, New Found Voices, 63 — 4.
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march to quicken his steps when the road is thorny and toilsome’.'*> The writer,

presumably Eliza Flower or her sister, clearly had high expectations for the collection,
as it is hoped that if the songs came into regular use that ‘while voices keep tune’,
hearts will not lose time, but sustain this perennial chaunt of affection, enjoyment and
hope, which prolongs the good wishes of the season from a happy new year to a merry
Christmas’.**® Such an aspiring statement indicates that it was hoped that this
collection of songs might become embedded in the year in the same way as a popular
Christmas carol. This aim was reinforced by the renowned philosopher, John Stuart
Mill (1806 — 73), through his support of the songs in the Examiner. His descriptions of
the ‘elegant and graceful duet’ in ‘September’ and the ‘sweet, ample ballad’ of ‘May’
are accurate, and his description of Sarah and Eliza’s settings of ‘October’, ‘November’
and ‘July’ as being of ‘consummate beauty’ may be fair. However, it was possibly a
stretch to define the works as ‘among the most impressive and elevated compositions
which have recently appeared’.'’’” Mill's comment on the ‘elevated’ nature of the
hymns alludes to a comparison between the affective forms of sacred writing and how
this was manifested in secular songs, and the goals of the secular chapels to elevate
and inspire its members. Moreover, Mill and his partner, the women’s rights advocate
Harriet Taylor (1807 — 1858), were friends with Eliza and William, so his praise of the
music and of the ‘excellent and perpetually improving periodical’ in which the songs
first appeared is unsurprising, particularly as Mill and Taylor also wrote and reviewed
for the Monthly Repository on occasion.™® This attempt to create a new set of largely
secular liturgical music for use at the chapel pre-empts the hymn books compiled by
Josephine Troup and others later in the nineteenth century. ‘The Harvests of Time’,
written by Martineau for the month of August, later became known by its opening line
‘Beneath this starry arch’ and was sung regularly at the Sunday services during any

month of the year.'*?

s Flower, Eliza, Songs of the Months: A Musical Garland, 1.

1€ pid.

Y7 Mill, John Stuart, “Flower’s Songs of the Months”, Examiner (4 January 1835): 4.

8 |bid.
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It is significant that Mill writes that he hopes for the sale of the songs to bring ample
remuneration to the editor of the magazine, rather than the composer or writers who
arguably should have been receiving the majority of the fee and reward; this is another
case of women’s creative labour being marginalised and unrewarded. Furthermore,
while he may not have had sufficient space in his article to list all of the writers, it is
conspicuous that although he references ‘the composer’ several times, he never
mentions Eliza Flower by name. This seems curious, particularly as it is recorded that
he was an admirer of her intellect and abilities, and it is perhaps especially problematic
on the basis that the collection was clearly seen as having the potential to benefit the
chapel through its commercial value. Flower’s name is also not printed in the
collection itself, only alluded to, which may be an example of a typical trait of a
nineteenth-century woman leaving her work unacknowledged, either as a matter of
modesty or as an attempt for the work not to be defined as ‘woman’s work’. Either
way, the complete absence of Eliza’s name in reference to the collection, along with
her sister’s use of a pseudonym, is probably not the earliest example of a tradition of
creative women at South Place who have hidden from view and been denied their

deserved recognition.

In 1897, one of the early music directors of South Place, C. D. Collett, contributed an
article to the South Place Magazine titled ‘The Music at South Place under Mr Fox’s
Ministry’.120 He writes that in the early 1830s, most other Unitarian and
Nonconformist services included hymns that were sung in unison by the whole
congregation, led by a tenor singer who was called the clerk. Hymn books, such as
Edward Taylor’'s collection, were available with harmonised writing, but it was
amateurs who sang the parts from their seats. However, later in the decade, Eliza
Flower induced a musical reformation at the services that ‘rivalled the attraction to the
chapel of its excellent minister’.*>* After surprising a large congregation at an
important funeral with a new anthem performed by an external choir, a South Place

choir was quickly set up and led by Eliza Flower. The choir was then able to lead the

rest of the congregation during services and their Sunday evening rehearsals gave

120 Collet, C. D, “The Musical at South Place Under Mr Fox’s Ministry, from 1841 — 1852.” South Place

Magazine 2, no.12 (September 1897): 184 — 190.
' 1bid., 186
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them the opportunity to rehearse more complex music such as Masses by Haydn and
Mozart. A short passage by Collet, who was a member of the choir in the 1830s when
it was at ‘the height of its fame’, gives an interesting insight into the perception of

music at South Place at the time:'*

Once or twice we sang some anthem in the service. In the evening this was
not much objected to, but in the morning it was different, Music sung to
words not known to the congregation and not in the hymn book could not
be recognised as part of the service. It was felt to be an impertinence.
During these six years | do not recollect that Miss Flower gave us any
further compositions, except “Mark the soft falling snow” and, | believe,

Bowring’s “Ancient of Ages” (South Place Magazine).***

However, Eliza Flower clearly was not too disheartened and continued to persevere
with her mission to integrate more music into South Place life. When Hymns and
Anthems was published in 1841 it was subsequently used by the congregation and the
choir, up to the twentieth century.’** In line with her aim to get the congregation to
engage with the musical elements of the service, Eliza Flower wrote anthems that
required a response from the congregation alongside a second choir, similar to the
system of cathedral choirs. Collet noted that this was extremely effective, particularly
as Eliza Flower was careful to place them alongside old favourites, which were ‘sung
with great zest’.'®® His sister, Sophia D. Collet, was also a Unitarian and member of the
South Place Chapel, who transcribed many of Fox’s sermons for publication. It is
significant that she published feminist articles in radical reforming journals and signed

126

petitions for women’s suffrage.”> Sophia Collet’s niece, Clara Elizabeth Collet, also

made a significant contribution to Conway Hall’s feminist history, when she gave a
lecture on 2 February 1890 titled ‘The Economic Position of Educated Working

Women’.**’ Influenced by her aunt, Clara Collet became a women’s rights campaigner

22 ¢, E.A.“Dr. Conway’s Reminiscences of South Place” South Place Magazine (ed. Reynolds) 10, no. 5

(February 1905): 66.

2 Collet, “The Musical at South Place Under Mr Fox’s Ministry, from 1841 — 1852”, 187.

Fox, Hymns and Anthemes.

Ibid., 188.

Gleadle, Kathryn. “Collet, Sophia Dobson” in Dictionary of National Biography, September 2004.
Report of the committee of South Place Ethical Society: 1889 — 90, 10.
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and civil servant, who among many achievements wrote about women’s work in the

East End of London and education for girls.*®

The Collet family’s influence on the
South Place community is a good example of the strong family ties that existed for a
long time within the Society, as are the Flower sisters, and as will be later

demonstrated, the Grimsons.

Alongside the hymn writing, both sisters also wrote popular protest songs about
political issues of the time, influenced by their radical Christian and political views.
Eliza Flower’s songs about the 1832 Reform Bill include: ‘The Gallant Grey”, ‘The
Gathering of the Unions’ and ‘The Barons Bold on Runnymede’. She followed these
with Four Free Trade Songs about the repeal of the Corn Laws in 1846, the words for
which were written by her sister. Hyde describes the collections as ‘singable, but not

129 janet Wootton also talks

subtle’, which is also applicable to many of her hymns.
about the Flower sisters’ output of hymns and songs, particularly focusing on the
recurring subject of death and sentimentalism in Sarah Flower’s early writing. She also
comments on Sarah Flower’s contribution of articles that appeared in the Monthly
Repository between 1833 and 1836. One of the key themes as her writing developed

ey . 1
was her ambition for full equality between men and women."°

Wooten quotes a
passage of Sarah Flower after seeing works of art by women in Luxemburg, which is
worth repeating here: ‘And what becomes of woman’s intellect and woman’s soul, and
the courage that prompts her to dare all that may become a woman...? We would do
away with mere dependence which is only gratifying to a man as it ministers to his love
of power’.131 Like her friend Martineau, Sarah Flower felt that women had the
intellectual capacity to equal men, and blamed the lower standards of expectation and
education for the divide in notable achievements in their era. Such ideas and actions
place Sarah Flower in particular at the centre of South Place’s early connections with

feminism and music. Eliza and Sarah’s engagement with both music and socio-political

issues led to forms of expression that shaped the cultural values of the Society.

128 Doughan, David. “Collet, Clara Elizabeth” in Dictionary of National Biography, September 2004.

Hyde, New Found Voices, 63 — 64.
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Ibid., 122; and Monthly Repository, 1834, 61 (her emphasis).
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3.4 South Place led by the Conways (1864 — 1884, 1892 — 1897)

Fox’s time at South Place ended in 1853, and Henry Jerson and H. Barnett briefly led
the chapel between 1853 and 1863. It was the American Moncure Daniel Conway
(1832 — 1907), who took over in 1864, and had the next greatest influence on the
Society, so much so that the Society is now named after him. During his time as leader,
he took the congregation, already an independent, rationally minded society, further
away from Theism towards Humanism. As well as his leadership at Conway Hall, he is
most recognised for his biography of Thomas Paine, written between 1885 and 1892
when he returned to America during a break from his position at Conway Hall. He was
also a prominent figure in anti-slavery campaigns, famously helping his own father’s
slaves to escape at the start of the American Civil War. Many of his views correlate
with well-known figures in his social circle, such as Ralph Waldo Emerson, Walt

Whitman, Mark Twain, George Eliot and Darwin.”*?

Moncure Conway is also remembered as an active feminist, and it is worth noting that
his change in attitude away from his initial scepticism about women’s suffrage was
greatly influenced by his wife, Ellen Dana Conway (1833 — 1897), and Millicent Fawcett
(1847 — 1929).13’3 In 1999, Virginia Clark reminded us that the first meeting in the UK in
support of women’s suffrage took place at Stamford Street Unitarian Chapel in April
1868, and among five of the well-known speakers, three were Unitarians and one was

134 The focus of his speech was women in the United States, especially around

Conway.
co-education and the prominent role of women as teachers. The event was reported
widely in the national press, and as Alan Ruston noted after Clark’s discovery, this
places Unitarians at the forefront of women’s rights and social reform in the
nineteenth century.®® Later, Conway continued his support by speaking at the first

public meeting in support of women’s equality in 1871 at Hackney Town Hall.**® Ellen

Conway was also an active campaigner of women’s rights and wrote for the South

132 D’Entremont, John. “Conway, Moncure Daniel” in Dictionary of National Biography, September 2004.

It is worth noting that Tennyson and Charles Dickens were also associates, but did not share Conways
views about race and slavery.

3 Herrick, Aspiring to the Truth, 123. Millicent Fawcett also spoke at the chapel and her husband was
Henry Fawcett, another strong campaigner for women’s rights.

134 Clark, Virginia, “Stamford Street Unitarian Chapel 6 April 1868: A Unitarian First for Women’s
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Place Magazine about topics such as the ethics of domestic service.”®’ Through a
combined effort, the Conways brought more women in to speak at the Chapel,
including eminent American abolitionist, Elizabeth Cady Stanton (1815 — 1902), who
was a leading figure in the US suffrage campaign and fought for universal suffrage as
well as women’s equality. In 1883, she addressed the South Place congregation, boldly
asking, ‘What has Christianity done for women?’."*® She subsequently expressed: ‘I
never more enjoyed speaking than on this occasion, for | had been so oppressed with
the degradation of women under canon law and church discipline, that | had a sense of
relief’.”*® Alice Drysdale Vickery (1844 — 1929) was a member of the congregation, who
as a doctor and advocator of women’s rights was much admired, as was the suffragist

Emily Evans Bell.**°

During Conway’s leadership, Caroline Fletcher-Smith also joined
the Society and took on the role of secretary to the general committee from 1882 until
1928 when she was disabled by an accident, unfortunately just before she was able to
qualify as a doctor from the Ladies’ Medical College in Fitzroy Square.**! Millicent
Fawcett, Julia Ward Howe (1819 — 1910) and Ernestine Rose (1810 — 1892) were

among the rest of the women who made powerful speeches about women’s rights at

South Place during this time.

Another woman who had a significant role at South Place and globally during Conway's
era was Annie Besant (1847 — 1933). Perhaps best known for her controversial
collaborations with Charles Bradlaugh in support of birth control, and her leadership
within the infamous 1888 London match girls’ strike, Besant fought for women’s rights
throughout her eventful career primarily as a writer and political and social

reformer.*?

In 1875, at an early stage in her career as an orator, the Conways gave her
the opportunity to give her first lecture at South Place. She became a regular feature

at the platform, giving a series of lectures on theosophy in the 1880s, as well as

137 Conway, Ellen Dana. “The Ethics of Domestic Service”. South Place Magazine 4, no.1 (October 1898):
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138 Herrick, Aspiring to the Truth, 124.
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Unwin, 1898), 351 — 377.
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lectures entitled ‘The evolution of morality’ and ‘The basis of socialism’***. In 1886, she
also took part in a debate against Corrie Grant, fighting the statement ‘that the
existence of classes who live upon unearned incomes is detrimental to the welfare of
the community, and ought to be put an end to by legislation’.*** She continued to be a
prominent member of the Society into the twentieth century, and between 1887 and

14
> Besant was close to

1927 gave lectures on a diverse range of topics (see Table 2).
both Ellen and Moncure Conway. When Annie Besant struggled to gain custody of her
children, who had been taken from her because of her atheism, the Conways helped
with her case. Also when Besant was refused admission to study for her Bachelor of
Science degree at London University, they took action to organise a petition

demanding the right of women to attend classes.

3.5 From Religion to Ethics

Conway returned to leadership at South Place in 1893, but left again in 1897 when his
wife became seriously ill. His influence on religious and social thought at the Society
and in the city was substantial. One of his final significant acts at the Society was his
suggestion that Stanton Coit (1888 — 91) should take over the position as minister. It
was the relatively short-term leadership of Coit that brought about one of the biggest
changes to the chapel, which was a complete break away from religion to become an
ethical society in 1888. Coit was an American who arrived in London with the aim of
introducing ethical societies to the UK. The movement had begun in 1877 when the
New York Society for Ethical Culture was founded, and over the following decade,
similar societies sprung up across America. The first ethical society in the UK was
founded in 1886 and between that year and 1927, seventy-four Ethical Societies were
founded in the UK.**’ Although Conway wrote that he saw the ‘Ethical Movement as
substantially one with the South Place idea’, the decision caused confusion and dispute

between some members of the congregation.’*® Some members left, however, the

143 6 December 1885 (Report of the committee of SPES: 1885), 14; 27 November 1887 (Report of the

committee of SPES: 1887), 13.

%4 6 March 1887 (Report of the committee of SPES: 1887), 13.

In 2017, a play was performed at Conway Hall about Annie Besant’s involvement at South Place and
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activities and discussions carried on in a similar nature, particularly during Conway’s
return from 1892 — 1897. Whilst the conflict highlighted the range of beliefs and
attitudes that were attracted to the Society, eventually South Place continued to
flourish throughout the next twenty years. After Coit left South Place because of
differences with the congregation over the changes he made as minister, South Place
continued to have a significant place in the ethical community, despite tensions with

Coit, who continued to work for the movement throughout the UK.**

One of the most detailed representations of the ethical movement’s stance on
women’s equality comes in the form of a manifesto about suffrage published after a
meeting by members of the Ethical Church (also known as the West London Ethical

150 \written at a time

Society) in Bayswater on Monday 3 February 1913 (Image 7).
when the suffragettes had in the last year become more violent and extreme in their
methods, the four-page document addressed to the ‘Suffragists of England’ urges a
return to the more peaceful militancy of the Suffragists. In doing this, they referenced
their actions after the 1906 General Election and exemplary women such as Josephine
Butler. The Ethical Church was against destructive behaviour in aid of the Suffrage
Movement, believing that it would ‘fascinate and tempt the mentally unbalanced’ and
alienate the public who were not yet hostile but only indifferent to ‘Votes for
Women’."* Following statements on their position in the matter, the manifesto goes
on to list five suggestions of ‘spiritual militancy’ that could be performed by the
Suffragists in order to challenge public attention, enlighten the blind and gain extra
support. As well as marches outside Westminster Abbey and St. Paul’s Cathedral, the
Ethical Church also recommended that large groups of women attend theatres,
concerts and operas dressed in mourning clothes with orange scarves reflecting the

dress of the ascetics of the East as a symbolic challenge to the public. They also point

to the inspirational examples of painters, sculptors and musicians:

These should be retained to electrify the millions, by means of art in our

theatres and in our streets, filling the public with shame and horror by

% Mackillop, The British Ethical Societies, 48 — 58.

A Manifesto from the Ethical Church, Bayswater, To the Suffragists of England: BHA Archive:
BHA/3/8/1/
! Ibid., 1.
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bringing home to their imagination and their heart the outrage and injury

to humanity involved in the subjection of women.**?

This statement demonstrates the extent to which members of the ethical movement
believed that the arts held the potential to reshape society and influence opinions in
an important and direct way, which in this case would be beneficial to the women’s

movement.

The manifesto also suggests that knowledge enhancement in areas such as history,
biology, psychology, law and economics would help women to become better speakers
and debaters for their cause than they ‘have yet shown themselves to be’. The point
then goes on to advise that women work ‘for eight or ten hours a day to become
irresistible logicians and presenters of facts and principles’.’> It is bemusing how a
piece of writing essentially championing women’s rights can simultaneously sound so
condescending; however, ultimately the Ethical Church gave support for women’s
suffrage and the community was not afraid to make their opinions heard. The slightly
patronising comments about knowledge are also reflective of the ethical societies’
general mind-set that education and learning are the best way for a person to improve
themselves, so it is a sentiment that would have been directed at all members of
society, not just women. Nevertheless, calls for women to use methods ‘which
combine the wisdom of the serpent with the harmlessness of the dove’ highlight the
passive language that was still used to represent women. Furthermore, the tone in
which the manifesto tells women how to run their campaign leaves one to wonder
how many women were actually involved in writing this manifesto. This is even more
problematic knowing that the secretary of the Society (G. E. O’Dell) wrote to the
suffragist Pippa Strachey (1872 — 1968) to ask if she would speak at one of their

. . 154
events, warning her: ‘Our members are by no means all suffragists!”.”®

2 Ibid., 4.

3 Ibid., 3.

% | SE Women'’s Library: 9/01/0382-384: Letter from G. E. O’Dell to P. Strachey, January 1908.
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Image 7 - A Manifesto from the Ethical Churc
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However, it is actually quite likely that at least some women were involved, as the
ethical movement attracted more women to its societies and committees than other
free thought organisations in the UK, which according to Edward Royle were

156

dominated by men.” The Ethical Church itself had several female members on the

157 . .
>" A few years previously, in

committee who may have contributed to the manifesto.
1908, O’Dell had informed Strachey that the Ethical Church had about three hundred
women members, who were mostly educated and middle-class.'*® It is fair to assume
that a similar demographic was attracted to other London ethical societies, including
South Place. Moreover, another socially active group established within London was
the ‘Women’s Group of the Ethical Movement’. This group had monthly meetings that
often involved a visiting speaker about a range of topics. Examples of their publications
include a written manifesto about World War One, published in IWSA’s monthly
journal in 1915.%° Articles frequently appeared in The Ethical World, debating the
topic of women’s suffrage and equality. One titled ‘The Spiritual Militancy League’
talks about the recently formed Spiritual Militancy League for the Women’s Charter of
Rights and Liberties, established by the West London Ethical Society, with Stanton

%0 The women were identified by their orange-

Coit’s wife, Fanny, as chairman.
coloured scarves, which presumably matched the orange and black banner that was
designed for their marches (Image 8). Their actions included writing manifestos and
sending letters to the clergy appealing to them to assist their agenda. Sentiments of
the Spiritual Militancy League and the Ethical Church’s manifesto can also be seen in

this didactic poem (Image 9) that was printed in The Ethical World in 1912.%%*

156 Royle, Radicals, Secularists and Republicans, 250.
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Image 8 - Banner of the Spiritual Militancy League.'®?

%2 | SE Women'’s Library: 2ASL/11/62: Design for spiritual militancy banner made by Mary Lowndes

(1856 — 1929), c.1910.
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Image 9 - Window Smashers by Harrold Johnson.*®?

Another article titled ‘Woman Suffrage’ was contributed by F. J. Gould.® It initiated a
sequence of correspondence printed in the magazine about the topics of suffrage and
class, beginning with a letter from Harriet Mcllguham, who wrote with passion: “The
Ethical World need not ask women to reflect. They have been reflecting for years past
during inactive masculine contempt of their opinions”.**> Her response (and several
others) prove that not all women or men of the ethical societies were satisfied by the

movement’s official stance, and there were many conflicting opinions between

163Johnson, Harold, The Ethical World, 15 March 1912.
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members. On the other hand, a letter addressed to ‘My dear Margaret’ from Muriel
(no surnames are given) was printed in The Ethical World in 1912, which self-
reflectively traces how Muriel’s feminism steered her away from Christianity and

brought her to the ethical movement. Towards the end of the letter Muriel wrote:

But to come back to your idea that the “advanced” women are forgetting
to be womanly. If that is what you think about those who are asking for
votes and joining trade unions, | wonder what you will think about the
women [...] who have actually left the Church and given up its doctrines!
What awful vision of frozen-souled bluestockings will the thought conjure

up in your mind?*°®

The protestations from Muriel that follow that many women at the ethical societies
are still ‘womanly’ because they cook, do needlework and have fine taste in dress, are
far from the feminism we experience today. However, her letter is a reminder of how
radical it was seen for a woman to be a member of the ethical movement, even in

1912.

Another crucial document linking the ethical movement to feminism is a pamphlet
written by Zona Vallance (1860 — 1904), The Ethical Movement and Women, published
in 1905. It was written to present her readers with a summary of the history of this
topic and the debates surrounding it, in order to quicken thought and encourage new

167

discussions on the matter.”’ Vallance became a member of the ethical movement in

1889. She confirms that a large proportion of members of the Ethical Society were
women and writes: ‘in some [societies] they preponderate numerically’.*®® The use of
the word ‘numerically’ here is telling. Even though they may have dominated in
guantity, the power was still clearly felt to be in the hands of men. This is despite the

fact that Vallance also confirms that women were responsible for a large share of the

organisation and propaganda. Throughout the essay she discusses how ancient

'°® |bid., February 15 1912, 29.
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London: The Ethical World Publishing Company, Ltd., 1905. Pamphlet on microform:
https://archive.org/details/ethicalmovementw00vall/page/n3 [accessed October 2018]
168 ..

Ibid., 1.
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theological systems have affected the status of women and the discoveries of ‘modern
science’ that counteract arguments that women are a weaker sex. She then questions
the theories of Auguste Comte (1798 - 1857) and other men who have asserted that
women must have moral discipline and limit themselves to family life, whilst using the
skills of persuasion and influence, rather than directness, towards men. A departure
from religion is of central importance to Vallance in answering these questions, since
she believed that morality was no longer bound purely to the supernatural and that
there is no fore-ordained relationship between women and men. The main concerns of
the essay are that women are vulnerable to abuse and poverty without financial
security of their own, and women should be able to pursue their talents in the service
of the common good, through work that would also enable them to support
themselves and their families. For this, Vallance argues, the vote is necessary to enable
women to have some control over their environment. She also contends that fair
opportunities for women were key to solving class disparity, another central topic in
ethical society debates. The fact that this was published ‘for’ the Union of the Ethical
Societies by The Ethical World Publishing Company shows that the arguments in
Vallance’s essay had full support from the leading figures of the movement and that
there was an active attempt to increase backing from the members. In her will,
Vallance split her £3806 14s. between her sister, Ida, and Stanton Coit, presumably as
a donation to the ethical societies.’® ‘Woman Sunday’ was founded by the West
London Ethical Society in her memory and took place annually on the first Sunday of
February, in the form of a special service. Many ethical societies and labour churches

marked the day in different ways.'”®

For example, in 1907 Joseph McCabe gave a
lecture to the South London Ethical Society titled ‘Is Woman Inferior?’, which

reportedly garnered an exceptionally large audience.!’*

169 “Vallance, Zona.” England and Wales, National Probate Calendar (Index of wills and administrations).
8 February 1905, 9. £3806 14s. in 1905 is equivalent to approx. £299,090.52 in 2017 according to: The
National Archives. “Currency converter: 1270 — 2017”. Accessed August 2018.
https://www.nationalarchives.gov.uk/currency-converter/

7% |n February 1908 the following societies celebrated ‘Woman Sunday’: West London Ethical Society,
South London Ethical Society, Holloway Ethical Society, Wood Green Ethical Society, Kingston
Humanitarian Society, Brighton Ethical Society, Nelson Ethical Society, Manchester Ethical Society,
Hammersmith Ethical Society, Paignton Ethical Society, Levenshulme Labour Church, Farnworth Labour
Church, Wakefield Branch I. L. P., Nottingham Labour Church, New Salford Branch I. L. P. The Ethical
World, 15 February 1908.

Y71 The Ethical World, 15 February 1907.
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3.6 Women, Feminism and Suffrage at South Place (1887 — 1927)

Apart from its association with the activities of the ethical movement as a whole,
South Place was also promoting feminism and women’s rights within its own walls.
Along with many others, the women of South Place marched through London under
the banner of ‘Ethical Societies’ in the National Union of Women’s Suffrage Societies
procession on Saturday 13 June 1908, anticipated to be one of the most important

172 Influenced partially by Stanton Coit,

political events in recent years (see Image 10).
the Girls’ Club was set up at South Place in 1889, open four days of the week. There
were also classes in dancing, dressmaking, music and part-singing, specifically for
women. There was also a Women’s Committee formed with the aim of practical
philanthropy, a common venture for middle-class Victorian and Edwardian women. In
November 1889, a meeting was held in support of Trade Unions for Women, which
was held at the Chapel.’”® As in Fox and Conway’s time, the end of the nineteenth and
early twentieth centuries continued to see many women giving lectures and taking
part in discussions at South Place about the women’s movement. Crucially, women
were also given the opportunity to lecture on other subjects, showing that the
organisers of South Place recognised the women’s ability to present knowledge on a
range of topics, which could have been tackled by men from an equal perspective. For
example, in the early 1900s Hypatia Bradlaugh Bonner (1858 — 1935) spoke on diverse
topics such as ‘Vengeance’, ‘The New India’ and ‘The English Sunday.!”* As a

freethinker and suffragist, she advocated women’s suffrage, but opposed the violence

of the suffragettes, much like other members of the Ethical movement.'”

172 SPES/1/1/4: Minutes of the South Place Ethical Society, June 1908.

173 Reports of the committee of South Place Ethical Society: 1887 - 1927.

7% 8 October 1905 (Report of the committee of SPES: 1905 - 6); 10 June 1906 Report of the committee

of SPES: 1906 — 7); 30 December 1906 (Report of the committee of SPES: 1906 — 7).

17> Royle, Edward. “Bonner, Hypatia Bradlaugh” in Dictionary of National Biography, September 2006.
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Image 10 - Suffrage Procession Poster, 13 June 19087

National Union of Women's Suffrage Societies,

25, Victoria Street, Westminster, S.W.

'PROCESSION,

SATURDAY, JUNE 13th, 1908.

ROUTE :—Up Northumberiand Avenue, via Cockspur Street,
Lower Regent Street;, and Piccadilly.

Instructions for those Joining in the Procession.
Punctuality is of the utmost importance.

Please join the Block in which you wish to walk not later than
2.30 p.m. Your place in the Block will be indicated by your
Special Banner.

Form up 6 abreast (except in Blocks 2 and 3, which will march 4
abreast), with each line about a yard apart.

The Blocks will be arranged as follows (see Plan other side) :—

BLOCK 1. (6 abreast) Provincial N.U.W.S Societies,
alphabetically arranged, headed by the Presivext, Mrs.
Hexry Fawoerr, LL.D.

BLOCK 2. (4 abreast) Colonials and Internationals.
Professions : Medical Women, University Women,
and Edncation.

BLOCK 3. (4 abreast) Professions continued: Business
‘Women, Office Women.

BLOCK 4. (6 abreast) Professions continued: Writers,
Artists, Actors, Musicians, Nurses, Physical Training,
Gardeners, Farmers, Homemakers, &e.

BLOCK 5. (6 abreast) Societies : Women's Co-operative Gnild,
Southwark Working Women, Employment Reform League,
National Union of Women Workers, Ethical Societies, &e.

BLOCK 6. (6 abreast) Political Societies : Liberals, Fabians,
Conservatives and Unionists,
BLOCK 7. (6 abreast) Women’s Freedom League.

BLOCK 8. (6 abreast) London Society for Women’s
Suffrage, arranged alphabetically in Constituencies.

Everyone is urged to take their Tickets for the Albert Hail
beforehand, as there may not be any left for Sale at the doors.

Holders of Brake Tickets will find the Brakes on the Embankment to
the Bast of Northumberland Avenue.

Behind the Brakes will be the Carriages; and, last of all, the Motor
Cars near the Temple.

Printed by Vacuxr & Son, Westmiuster House, 8.W.—16298,

178 \women and her sphere. “Suffrage Stories: An Army Of Banners — Designed For The NUWSS Suffrage
Procession 13 June”. Accessed September 2018.
https://womanandhersphere.com/2014/11/26/suffrage-stories-an-army-of-banners-designed-for-the-
nuwss-suffrage-procession-13-june-1908/
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The number of women who spoke at South Place was still small in comparison to the
number of men. ‘..Nevertheless, given the larger overall proportion of women at
South Place, opportunities to speak were seemingly greater than at other freethought

societies in Britain.”’

Many had backgrounds in women’s rights and other political
issues of the day that would be worth discussing at length.” For the purposes of this
thesis, however, it is necessary to give a shorter overview of some of the most
prominent women who came to be linked with South Place Ethical Society. The SPES
annual reports provide a more complete list, and some reports of the lectures can be

found in the relevant issues of the Ethical Record. Table 2 shows some of the women

who spoke at South Place between 1887 and 1927 and the topics of their discussions.

Table 2 - Speakers at South Place bewteen 1887 and 1927.*"®

Speaker Date Title of lecture

Annie Besant (1847 — 1933) 27/11/1887 | The Basis of Socialism
29/01/1888 | Am | my Brother’s Keeper?
29/07/1888 | The Basis of Moral Obligation
01/07/1900 | Ancient and Modern Science
12/10/1900 | India and England
09/10/1904 | The Principle of Freethought

Dr. Sophie Bryant (1850 — 1922) 18/12/1887 | Early Ireland

Sarah Amos (1840 — 1908) 03/03/1889 | Methodism

Clara Elizabeth Collet (1860 — 1948) 02/02/1890 | The Economic Position of

Educated Working Women

Frances Henrietta Muller (1845 — 25/10/1891 | The Position of Women

1906) Throughout the World

Laura Ormiston Chant (1848 — 1923) 10/01/1892 | Poverty and the Poor Law
24/01/1892 | Prison Reform

Emilie Ashurst Holyoake (1861 — 07/11/1894 | The Organisation of Labour

1953) among Women

Honnor Morten (1861 — 1913) 18/11/1895 | Nursing
16/06/1895 | Life in a London Hospital

Helen Bosanquet (1860 — 1925) 02/02/1896 | My Duty to my Neighbour

Frances Amelia Hicks (1839 — 1917) 17/03/1895 | Factory and Workshop

Inspection

Rosa Frances Emily Swiney (1847 — 02/04/1905 | Women among the Nations

1922)

Hypatia Bradlaugh Bonner (1858 — 08/10/1905 | Vengeance

1935) 10/06/1906 | The New India
30/12/1906 | The English Sunday.

177
178

Royle, Radicals, Secularists and Republicans, 250.
All lectures are listed in the Reports of the committee of South Place Ethical Society 1887 — 1927.
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21/12/1906 | | Was a Stranger and Ye Took

Me Not In
Ethel Snowden (1881 — 1951) 31/01/1909 | The Strike of a Sex
Marion Holmes (1867 — 1943) 26/12/1909 | The Torch of Feminism

Teresa Mary Billington-Grieg (1876 — | 03/03/1912 | Super-politics
1964)

Margaret Wynne Nevinson (1858 — 31/03/1912 | Our Medieval Poor Law

1932)

Charlotte Perkins Gilman (1860 — 01/06/1913 | The Need for Beauty

1935)

Marion Phillips (1881 — 1932) 16/12/1917 | The Future of Women
09/01/1920 | What is the Woman’s Point of

View?
Cicily Isabel Andrews (1892 — 1983) 07/04/1918 | The Idea of Poverty
Edith How Martyn (1875 — 1954) 16/11/1924 | Everybody’s Children

Many of the women in this list made incredible achievements throughout their
lifetime. Specifically in relation to the suffrage campaign, Bryant was president of the
Hampstead National Union of Women'’s Suffrage Societies;'’® Muller was a theosophist
and women’s rights activist who founded the Women’s Penny Paper, the only paper in
the world at that time to be managed, printed and published entirely by women.**
Chant was a founding member of the National Society for the Promotion of Women'’s
Suffrage;'®! Holyoake, another person with family connections to South Place, was a

182
b.

member of the International Women’s Franchise Clu Hicks and Holmes were both

suffrage campaigners.'® Swiney was president of the Cheltenham Women’s Suffrage

184
8 Snowden

Society and a member of WSPU and Women’s Freedom League (WFL).
was an executive member of the NUWSS and promoted women’s suffrage and the
labour movement.*® Billington-Greig was an early member of WSPU and friend of the
Pankhursts, who later co-founded the WFL alongside Nevinson and Martyn in 1907."%°

Nevinson was also a member of the Church League for Women’s Suffrage and the

% Anon. “Bryant (née Willock), Sophie” in Dictionary of National Biography, September 2004.

Auchmuty, Rosemary. “Muller, (Frances) Henrietta” in Dictionary of National Biography, September
2004.

181 Levine, Philippa. “Chant (née Dibbin), Laura Ormiston” in Dictionary of National Biography,
September 2004.

182 Schwartz, Infidel Feminism, 72.

Crawford, Elizabeth, The Women’s Suffrage Movement: A Reference Guide, 1866 — 1928 (London:
Routledge, 1999), 284 (Hicks) and 290 (Holmes).

184 Doughan, David.”Swiney (née Biggs), (Rosa) Frances Emily” in Dictionary of National Biography,
September 2004.

'8 crawford, The Women’s Suffrage Movement, 642.

Thom, D. “Greig, Teresa Mary Billington” in Dictionary of National Biography, September 2004.
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183

186
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187

Women Writers’ Suffrage League. Martyn became a leading strategist in the

women’s suffrage campaign, one of the first women parliamentary candidates and

elected as the first woman councillor in Middlesex in 1919.%

Best known for writing
The Yellow Wallpaper, Gilman was also a notable American Suffragist. Andrews was
also a well-known writer and suffragette, who was best known for her publications
under the pseudonym of Rebecca West, such as The Return of the Soldier (1918) and
Black Lamb and Grey Flacon (1941)."® Phillips was a member of the National Union of

d.**° She saw

Women'’s Suffrage Societies and became a Labour MP for Sunderlan
militancy as a distraction from discussions, so, in line with the peaceful approach of
the ethical movement, was a non-militant suffragist. Morten held a similar stance, but
protested the disenfranchisement of women by refusing to pay taxes, which led to the

confiscation and auctioning of her property.**

Notable achievements by the other women in the list include those of Amos, who was
a member of the Ladies' National Association for the Repeal of the Contagious
Diseases Acts, founded a home for emancipated women slaves in Cairo and organised
a refuge for Armenian women and children in Cyprus.’®® Bosanquet was one of the
first two women to gain first-class honours in moral sciences at Cambridge in 1889.'%
With such a strong presence of intelligent, passionate women and feminism at the
Society, it is therefore natural to expect that women at South Place were treated with
a higher degree of fairness and representation than in many other societies and social
arenas in the UK. Throughout the rest of the thesis, a deeper exploration of the place

of the social position of the women musicians associated with South Place will begin to

answer whether or not this was the case.

187 John, Angela, V. “Nevinson (née Jones), Margaret Wynne” in Dictionary of National Biography,

September 2006.

188 crawford, The Women’s Suffrage Movement, 388.

'®9 Gilman, Charlotte Perkins. The Yellow Wallpaper. Edited by Dale M. Bauer. Basingstoke: Macmillan
Press, 1998; Scott, Bonnie Kime. “Andrews (née Fairfield), Dame Cicily Isabel (pseud. Rebecca West)” in
Dictionary of National Biography, May 2011.

%% Harrison, Brian. “Phillips, Marion” in Dictionary of National Biography, September 2010.

1t Ross, Ellen. “Morten, (Violet) Honnor” in Dictionary of National Biography, May 2010.

Hook, Gail Dallas, Protectorate Cyprus: British Imperial Power Before World War 1 (London: I. B.
Tauris & Co Ltd, 2015), 248.

%3 Anon. “Bosanquet (née Dandy), Helen” in Dictionary of National Biography, September 2004.
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Chapter 4. Music and Ethical Societies

4.1 Introduction

Music existed in different forms at each ethical society in Britain and at differing levels
of quality, often depending on finances, resources and the musical abilities of its
members. However, it was something that united every society. The success of the
South Place Sunday Popular Concerts meant that the chapel was an exceptional
example of how music operated within the movement. Despite some differences with
other societies, that reflected its split from Stanton Coit, South Place’s musical
accomplishments were one way the Society stayed connected to the wider movement.
This chapter will look at how musical activities apart from the concerts, such as the
singing of hymns and formation of musical groups, became an important method for
all of the ethical societies to present their doctrines and achieve the community-

building aims of their movement.

Paula Gillett has acknowledged the 1880s as a decade that saw the formation of many
organisations dedicated to bringing music ‘to the people’. She refers to it as a

194 :
° Music was a central

recultivation of the rational recreation movement of the 1840s.
aspect of the movement and it became a truism that music had a valuable social
purpose. Dave Russell summarises: ‘a scheme of rational recreation that did not
include music, was no scheme at all’.’®®> He also acknowledges that the earliest
attempts to harness music to the service of popular improvement came particularly

19 The 1880s revival of such activities would

from Nonconformist backgrounds.
therefore have sat well with the radical background of South Place, especially when
combined with women musicians who participated in the ‘woman’s mission’ to
improve societal values through traditional feminine virtues. It is already understood
that during the late-nineteenth century the majority of middle- and upper-class
women had engaged in some form of charity work."®” This chapter will build on

Gillett’s research to show how women at South Place used music’s capacity to educate

and entertain simultaneously to further their mission. It is also the first time that the

194 Gillett, Musical Women in England, 1870 — 1914: ‘Encroaching on all Man’s Privileges’, 38.

Russell, Popular Music in England, 1840 — 1914: A social history, 26.
196 |, .
Ibid., 21.
197 Gillett, Musical Women in England, 1870 — 1914: ‘Encroaching on all Man’s Privileges’, 35.
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topic of music and the ethical movement has been written about in detail, despite the
fact that it offers a rich and diverse history of music-making. Woven into this
uncovering will be a focus on the role that women had in creating the music and
contributing to the debates. Although their voices were often less heard than their
male counterparts, their contributions were arguably greater in many ways. It is an
important aspect of this study to understand how and why music was so central to the
development of the movement, and how women used this as an opportunity to use

their skills, as music became inseparable from ethical society life.

4.2 Music for Ethical Devotion

One major common component of every ethical society was the Sunday service, which
had a similar format to a Church service but without the theological focus. At South
Place, these services consisted of a main address that tackled a topical moral or
political issue, with music intermittently throughout the service. A typical service
would follow the structure: hymn, reading, announcements, instrumental music, main

198 south Place had a similar structure in the 1880s

address, collection and a final hymn.
when it was still officially a religious society, and later other ethical societies followed
suit. For example, the West London Ethical Society (which later became known as the
Ethical Church) included congregational singing in their services from 1896 and in 1901
a new organ was purchased to play organ voluntaries and accompany the hymns,

199 There were

anthems and the Statement of Belief that were sung by the choir.
several hymn books that were used by the societies, some of which were compiled for
a specific congregation and others that were intended to be distributed more widely.
Many of them claimed to be filling a demand for non-theological music to be used by
families at home and in schools. The inclusion of music in the services was used as a
method of expression for the congregation. The South London Ethical Society
described their singing as being equal to the lectures in expressing the ethical purpose
of the Society, which highlights the level of importance at which music functioned,

beyond entertainment. It also introduces a common argument in their debates that

the communal singing of hymns could evoke a powerful experience through musical

198 Spiller, The Ethical Movement in Great Britain, 79 — 82.

199 Spiller, The Ethical Movement in Great Britain, 79 — 81.
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affect that listening to a lecture could not recreate. The fact that everybody who
attended the services was expected to participate confirms that the hymn books had

an unavoidable influence.

The first book to be compiled especially for South Place was Hymns and Anthems, the
work of Fox and the Flower sisters. Another edition was published in 1890, and from
then on, when the movement was in full swing, many more were produced.200 Two
other popular hymn books, Ethical Songs with Music (1892) and Hymns of Modern

201

Thought (1912), were largely the work of Josephine Troup.” " The similarly titled

202

Ethical Songs was published in 1898, with a preface by Coit and Spiller.”™” It was

published by The Union of Ethical Societies, who also published the Ethical Hymn Book

in 1905, indicating that they were distributed widely.?*®

Others were compiled with a
particular occasion in mind. The Forest Gate Ethical Church, later renamed the
Emerson Ethical Brotherhood, produced two small hymn books: one called Ethical
Hymns in 1904, and another renamed Nature Hymns and Anthems in 1908.*%* Both
contained a selection of songs reprinted from the Ethical Hymn Book, the latter with a
focus on nature. The purpose of these small collections was for them to be an
appropriate size to be carried on a picnic ramble through Epping Forest, where
members of the Society would hold a woodland service. Members from other ethical
societies were also invited along for this activity on a summer Sunday. The books were
not for sale and kept purely for this purpose. The Ethical Hymn Book includes two

hymns composed by Josephine Troup, and Nature Hymns and Anthems contains

hymns authored by Fox and Sarah Flower Adams.

2% £ox, Hymns and Anthems. For further information on the collection see Chapter 2.

Leighton Hall Neighbourhood Guild Committee. Ethical Songs with Music (London: Novello, Ewer and
Co., 1892). Conway Hall Library: 782.4ETH; Troup, Josephine. Hymns of Modern Thought: Words and
Music. Special Edition with Supplement for the use of the South Place Ethical Society. (Finsbury: South
Place Ethical Society, 1912). Conway Hall Library: 264.2SOU For more information on these colections
see Chapter 8.

292 Coit, Stanton and Spiller, Stanton, Ethical Songs, compiled and edited for The Union of Ethical
Societies. Reprint. (London: Swan Sonnenschein & Co., Lim, 1898). Conway Hall Library: 782.4COlI

203 Coit, Stanton, O’Neill, Norman and Spiller, Stanton, Ethical Hymn Book with Music: Revised and
enlarged edition of “Ethical Songs with Music” Issued by The Council of the Union of Ethical Societies
(London: Oppenheimer Bros, 1905). Conway Hall Library: 782.4ETH

2% Forest Gate Ethical Church. Nature Hymns and Anthems: Ethical Hymns. A selection, etc. London:
Ward & Ward, 1904.
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Most of the aforementioned hymn books were quite similar and contained a
traditional style of hymn, the most popular ones featuring in several of the books.
However, Social Worship (1913) was a little different.’® Volume 1 is an ethical
anthology written by Coit about the practice of social worship. Volume 2, however, is a
book of music, compiled and edited by Charles Kennedy Scott, a well-known conductor
and composer of the time. Scott was also the enthusiastic organist and musical
director of the West London Ethical Society from 1911. Coit and Scott claimed that
Social Worship was distinctive as it contained the original forms of canticles and
responses for use at the ethical societies. For many years the combined volumes
formed the basis of the West London Ethical Society’s services and many others across
the world.’® A copy remains within the Conway Hall archives, bound in blue velvet
with hand stitching on the front. The book contains music by only two female
composers: three pieces by Josephine Troup and one by Edith Swepstone. Scott
contributed a lengthy introduction to the book, in which he defends the ‘new features’
of the social worship music. The new features he is referring to include the use of Plain
Song for modern words, and the adaption of words in religious music to reflect a
purely ethical spirit. His justification of the use of Plain Song is largely based on
wanting to avoid forcing masculinity on the music and words by the effects of musical
structure. Scott claims that the free rhythm derived from the lack of bar lines in Plain
Song allows for feminine phrase endings, which allowed him to match words with
more suitable melodies when desired. However, he also explains that the use of Plain
Song was not chosen as an exact musical interpretation of the thoughts expressed by
the words, but rather as a vehicle for declamation, as the genre allies itself to a range

207

of sentiments.”" There is a sense of justification throughout Scott’s introduction, but

his detailed explanations about his musical decisions strongly defend his choices which
are enhanced by his observation that ‘The Ethical Movement is young, and it takes its
rise in a period when... the individual point of view is predominant; so that something
kl 208

of this element is perforce reflected in our wor Scott’s tone suggests that he was

2% Coit, Stanton and Scott, Charles Kennedy. Social Worship for use in families, schools and churches.

Volume II. London: The West London Ethical Society, The Ethical Church, 1913. Conway Hall Library:
291.43COl
2% |bid.
%7 Coit, Stanton and Scott, Charles Kennedy. Social Worship for use in families, schools and churches, v —
Vij.
2% Ibid., xiv.

91



very conscious of public opinion and saw the compilation and creation of new material
as a challenge, and subsequently his hard work indicates a strong dedication towards
the movement. Yet, many of the hymns still contain religious references, negating
much of what is written in the introduction. The example in Image 11 demonstrates
the doubt and questioning that appears in some of the hymns, but is still based on

Christianity.
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Image 11 - Hymn: The Man on the Cross. 2*°

A8 . 40
THE MAN ON THE CROSS

(Elizabeth Gibson Cheyne )
48t Tone. Sarum ending.

Verses 1 & 7 (Cantor only) and verses 8, 5-& 9 by Cantorand Congregation in unison to this melody:
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Verses 2,%,6,8 & 10 by Choir only to this harmony:
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PART 1.
(Cantor) 1. When-ev-er there is silence
around me, by
day or by night,| ?)) —~ D
Iam istart - led by the cry :‘“Take. me down from the cross!”?
(Harm.)......... 2. The first timel
heard it,|] I iwent out and searched:till I found a
manlin the —~ >~
(o) throes of i cru-ci - fix -  iom;
(Unis.)......... 3. AndIsaid <1 will take you down” : And I tried to — D
take the i nails out of  his feet.
(Harm.)........4. Buthe said,| @)

“Let be,|forI ican-not be ta-kendown- :till every man,
every woman,

and every childl} =2, Co)
come toge-ither to take me down ____
(U8 )eer 5. And I saidyl h — @D
“But I ican - not bearyour ery ... = what can I do?2
(Harm.)......... 6. And he said,|
“Go about the d) — D
worldltelling .ev - ’ry one youmeet :Thereisa man up - on the cross!Z”

PART II.
(Cantor) 7. I go a - boutthe world,|
telling all the
rich,and all the ez, G
happylandalltheicom - fort - a - ble :“Thereisa iman up-on  the cross”
(Harm.)......... 8. Butthey all say:|
) “We are sure you
are mistaken;|

There was a man
upon the cross| ¢))

two ithou - sand years a - go :buthe diedland

was taken down;| — e
and was de-icent-ly bur - ied;
(Unis)u... 9. Andamiracle

happened,|so
that he rose a-
gainland ascen- — @)

ded i in -( )— to hea - ven :andis hap-ipy for ev - er more.

(Harm.)......... 10. StillIgo a - ibouttheworld,say - ing :“Thereis a iman up-o/n-\ the - eross!Z

(Cantor) (AIII )
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There is a man up - on the cross: |This shall not
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Secular societies in the UK had a similar approach to the ethical societies by
incorporating hymns into their services. Several editions, such as The Secular Song and
Hymn Book and The Secularists’ Manual of Songs and Ceremonies, are still kept in the
Conway Hall library. 2*° They contain many of the same hymns, authors and composers
that feature in the ethical hymn books, including those with South Place connections
such as Emerson, Fox, Conway and Besant. They also follow a similar format. Like in
Hymns of Modern Thought, with the absence of the Christian liturgy, the hymns are
divided into themes such as ‘Love’, ‘Knowledge’, ‘Virtue’, ‘Friendship’, ‘Mysteries of

Nature’ and ‘Songs of the lower classes’.?** According to the preface of The Secularists

Manual of Songs and Ceremonies, the book was compiled ‘in answer to the requests of
secular Societies throughout the country’, many of which already cultivated music in
their services, a practice that was encouraged by secular leader Charles Bradlaugh.?*?
Many members felt that more music in the services would attract more women and
children to secular societies, although it was reported that the inclusion of piano music
during lecture events was a welcome relief for many men who attended.?** This does
not mean that the collections did not receive criticism. A collection compiled by
Charles Watts and Annie Besant was slated for being utilitarian to the point of

1 vet this did not prevent both the secular societies and ethical societies in

parody.
Britain from relying on the traditional religious practice of hymn singing in order to
gather momentum for their cause, despite both trying to move away from such
doctrines. The hymn collections were seen as necessary by many to add an emotional

response to their rationally-driven movement.

Most of the hymn books contain hymns that were authored and/or composed by
women. In her account of the musical opportunities that religious spaces have offered

women in the past, Jennifer C. Post wrote:

Women restricted to domestic life have found a musical sanctuary for

themselves in religious practice... Through their connection with religious

210 Besant, Annie. The Secular Song and Hymn Book. London: C. Watts, 1867; Holyoake, Austin and

Watts, Charles. The Secularists’ Manual of Songs and Ceremonies. London: Austin & Co., 1871.
> bid.
212 Watts, The Secularists Manual of Songs and Ceremonies, iii —v.
Royle, Radicals, Secularists and Republicans, 137.
214 .
Ibid.
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institutions and rituals, women have been permitted to perform in a public
setting with greater freedom than they would in their home. In some cases
performances in and around religious functions have provided the only

opportunities for women to perform music outside the home.**

This is partly because churches created a space for women that blurred the lines of
public and private life, and due to the value placed on women and morality, they were
sometimes given more of a voice than they were elsewhere. Subsequently, it was not
thought inappropriate for women to write hymns. Ironically, the same could be said
for the ethical societies, particularly South Place, which offered a similar sense of
community where women could explore their musical talents, but in a secular
environment. At South Place this grew out of the Society’s religious origins and the
traditions that were sustained throughout its changing theological stance. Yet still, in
other societies, the practice of singing hymns continued despite religious

connotations, generating an opportunity for women to create and perform music.

The opportunities grew even further through the Ethical Society’s wide range of
musical activities, which went beyond hymns and towards the professional classical
music scene, with many areas in between. As Fuller has shown, the dividing line
between amateurism and professionalism in the late-nineteenth century was not

1% \Women of the upper and middle classes trying to establish themselves as

clear.

professional musicians, furthermore, were expected to keep their music-making within

the private sphere and not as a way to generate an income. Fuller has explored

through the lives of Victorian women musicians how professional status, particularly

for composers, was more easily won if the composer also worked in other musical
. - 217 .

roles, such as performing or educating.”™" In this case, Troup and Swepstone were

making significant contributions to the hymn books at South Place for no fee, which

could have established them in the category of upper-class women whose

215 Post, Jennifer, C., “Erasing the Boundaries between Public and Private in Women’s Performance

Tradition,” in Cecilia Reclaimed: Feminist Perspectives on Gender and Music, ed. Cook, Susan C. and
Tsou, Judy S. (lllinois: The University of lllinois Press, 1994), 42.
2% Fyller, Sophie, “Women musicians and professionalism in the late-nineteenth and early-twentieth
centuries” in The Music Profession in Britain, 1780 — 1920, ed. Golding (Routledge: Oxon, 2018), 149 —
165.
*Y Ibid, 150.
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musicianship was a hobby rather than a career. However, their participation in South
Place’s wider musical life would have increased their recognition as professionals. In
particular, the concert series was a prestigious platform; whilst Troup and Swepstone,
both women of personal wealth, continued to offer their services for little or no fee,
their appearances as both performers (of other musicians’ works) and programmed
composers at the Sunday concerts would have contributed to their professional status
and reputations. This is not to say that professional status was the ultimate goal for
both women. Many men and women of a high social status or wealth, or with another
established profession, would have been more interested in pursuing music as a
hobby. Although Troup contributed a huge amount to the musical life of South Place,
she may have been happy with the respect she earned as a musician within that
community, and not worried about her status in the profession. However, as is shown
in Chapter 8, Swepstone was more persistent in building a reputation in the more
public arena of the concert hall. South Place offered Troup and Swepstone the
opportunity to work in both amateur and professional capacities. The following section
will explore this range of opportunities that was available to women musicians at

South Place in greater detail.

4.3 Music as Rational Recreation
Each society found a different way of incorporating music into their weekly activities.

The Women’s Group of the Ethical Movement added singing to the end of their

218

informal meetings after tea.””" The East London Ethical Society had singing practice on

219 There were

Sundays and their Sunday evening discourses were preceded by hymns.
musical drills at the children’s club and the Society included trips to concerts as part of
their excursion activities.??° At the South London Ethical Society there was a Music
Circle for the members. Although it is not entirely clear what they did, the Society
hosted a series of musical lectures given by Ashton Jonson, and their own evening

221

concerts.”” The North London Ethical Society preceded each lecture with thirty

?® Minutes of the Women’s Group of the Ethical Movement, (1920 — 1926): BHA Archive: BHA/3/9/1/

BL: 08408.ee.66.: Annual Reports of East London Ethical Society, January 1889.
BL: 08408.ee.66.: Annual Reports of East London Ethical Society, January 1900.
BL: W.P.10841.: Annual Reports of South London Ethical Society, 1918 — 9.
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222 The lectures held at the West London Ethical Society were also

minutes of music.
introduced by music. In the early years of this Society, the lectures were preceded by
full concerts, usually consisting of some of the slow movements from popular string
qguartets. This tradition ceased due to financial reasons, but the speakers were still
introduced by an organist, a quartet of singers and a Cantor. Not only was there a lot
of musical activity at the Society, it was also of good quality. In 1934 Spiller wrote,
‘Emerson... would probably admire, as virtually every visitor does, both the quality of
the music and the ability of the performers’.?*® Even the Brighton and Hove Ethical
Society, which struggled musically due to small membership and a lack of funds, had a

small choir who participated in the services.?**

Another group that had a lot of engagement with music were members of the
Leighton Hall Neighbourhood Guild. Founded in 1892, Leighton Hall was a slightly
unusual community in the ethical movement, as it was modelled on the
neighbourhood guilds that Stanton Coit had previously successfully set up in America.
One of its objects was ‘... the intellectual and social improvement of its members, and
of the people in the neighbourhood...’ and among the means listed to do this were a

225 By its fifth year,

choral society, violin lessons, an orchestra, lectures and concerts.
the guild had 230 members who took part in these activities, as well as many other
recreational groups that mirrored life at South Place Ethical Society. Influenced by Coit
and the South Place concerts, the guild set up their own Sunday Concert series that
began in 1890. Like the South Place concerts, the Leighton Hall concerts included
classical chamber music, high-class vocal pieces and instrumental solos. Furthermore,
admission was free and there was a collection for the musicians. These concerts
became a popular part of the Guild’s activities. The committee stated in their annual
report: ‘The refining influence of the best music is now so very generally acknowledged
that the Guild work could hardly be considered complete if it did not include high-class

concerts’.??®

222 Spiller, The Ethical Movement in Great Britain, 99.
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Ibid., 70.
24 bid., 164 - 7.
25 |bid., 41 - 43.

226 B|: P.P.1102.be.(3.): The Neighbourhood Guild Review: London, 1892.
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In addition to the concerts, members of the guild joined forces with other locals to
form a new orchestra in 1892. There was also a choir that met regularly, and sang at
their Sunday services from the Ethical Songs with Music, a hymn book that was

compiled specially for the Society as the result of a vote.*”’

They also hosted dances
and other entertainments to which they invited members from the ethical societies,
and were pleased that their musical activities could be used for social intercourse with
other like-minded people. Unfortunately, the guild did not continue running for as long
as Coit might have hoped, as it disintegrated in 1902, although some activities
continued to run as part of the St. Pancras Ethical Society.??® Gilchrist and Jeffs observe
that judging from the Leighton Hall journal, The Moscheles Review, the members were
‘cheery young things more interested in the tennis clubs, fancy dress balls and other
fatuous debates, than in social regeneration’, which may explain the guild’s early
demise.?”® In contrast, The Neighbourhood Guild that Coit set up in New York in 1886

still exists today as the University Settlement Society of New York.?*°

In Coit’s 1891 book about the formation of Neighbourhood Guilds, he reveals a lot
about his attitude towards music as a form of entertainment and the status of
different genres. He voiced concern that entertainment was often seen as superficial
and not serious enough to be classed alongside ‘solemn’ lectures and discussions on
socialism, politics and morals. Coit felt that entertainment, including music, could have
an even deeper effect if engaged with in the right way. Of the Leighton Hall Guild’s

activities, he wrote:

The success of the Guild entertainments in competing with music halls is
seen in the case of a certain group of young men in the Leighton Hall Guild,
who, until they joined it, had been accustomed to attend music halls every
Saturday evening; but now, to their own surprise, they have not, - and

laughingly boast that they have not, - been inside a music hall for eighteen

??7 | eighton Hall Neighbourhood Guild Committee. Ethical Songs with Music. London: Novello, Ewer and

Co., 1892. Conway Hall Library: 782.4ETH

228 Spiller, The Ethical Movement in Great Britain, 46.

Rose, Michael, ‘The secular faith of the social settlements. “If Christ came to Chicago” in Settlements,
Social Change and Community Action: Good Neighbours, ed. Gilchrist, Ruth and Jeffs, Tony (London:
Jessica Kingsley Publishers, 2001), 28.

230 University Settlement Society of New York. “University Settlement”. Accessed August 2018.
https://www.universitysettlement.org/us/
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months. Instead, they have had their own private dance, - where the
intervals between waltzes and lancers have been filled with music by
Mendelssohn, Beethoven, and Bach, performed by friends of the Guild. The
members are conscious of the change of taste that is being brought about
in them. As one of them said to me at the close of our eleventh Sunday
afternoon free concert. “Well, we shall not be satisfied after this with
anything but the very best music and the best performances”. The secret of
the way to change the artistic appreciation of people is continuity of
training in the better class of art... The same principle applies to the

improvement of manners.?!

Coit’s writing shows that he believed Classical music to be of a higher status than other
genres, particularly against the sort of music that would commonly be heard in a music
hall. It was clearly seen as important to deter people away from the music halls as
early as possible. In November 1889, when Coit was the leader of South Place, the
South Place Junior Ethical Union was presented with a discussion on ‘The influence of
theatres and music halls’.** The same discussion took place at the Holloway Ethical
Society after several of the Society’s workers filled two boxes at the Holloway Empire
Music Hall on a Thursday night in order to establish its influence for good or ill.?** The
parallel drawn between the cultivation of chamber music and manners suggests that
Coit saw a direct correlation between music and character, and attached different
moral values to different genres of music. These thoughts are echoed in another
passage: ‘Because entertainment is merry and a diversion, it is looked upon as a
superficial thing, and not serious — not worthy, indeed, to be classed with solemn
lectures and discussion on socialism, politics and morals. But in reality, the moral
effects of mere merriment... are often deeper than those of grim dispute and didactic
) 234

instruction’.”™ Through placing music on the same level as lectures, Coit was

suggesting that music has an equal power of intellectual stimulation. Understanding

1 Coit, Stanton, Neighbourhood Guilds: An Instrument of Social Reform (London: Swann Sonnenschein,

1891), 112 - 3.

232 SPES/1/1/3: Annual Reports of the Committee of South Place Ethical Society, 1865 — 1890.
The Ethical World, 15 February 1907.

Coit, Stanton, Neighbourhood Guilds: An Instrument of Social Reform, 108.
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attitudes that permeated the ethical movement towards different genres of music also

unearths the sphere in which women musicians of the ethical societies were working.

Another view on this topic was given in a lecture titled ‘The Ethical Function of Music’
by Ellen Creak (1862 — 1917) to an audience of sixty at the Manchester Ethical Society
in 1907, accompanied by vocal and instrumental illustrations.?*> Creak claimed that all
actions have their roots in emotion, and that music, rightly used, may play an
important part in directing emotion into useful channels. She argued that a purely
intellectual nature is as incomplete as one entirely emotional, and Creak put forward
that as music appeals to both sides, it may therefore be truly considered a necessary
factor in character building. Her rational perspective shows that she saw the potential
of music to act as a vehicle towards achieving an emotional response among ethical

congregations.

Many members of South Place had similar convictions, and made music a central part
of their activities. There was a choir that rehearsed regularly and performed at the
Sunday services, which like other ethical society services included lots of musical
elements. The South Place Music Committee had debates among themselves over the
quality of the singing at their services, so much so that only the very best were hired as
choir members, and were regularly fired for either missing a rehearsal or simply not
being good enough. Besides the concerts, the Society had a very active orchestra, set
up in 1898 and initially conducted by B. Symons.”*® Adverts in the South Place
Magazine show rehearsal times and subscription fees (ten shillings per season). The
first concert was held on 16 April 1898, and included regular South Place performers
such as the violinist John Saunders (1867 — 1919). Friend of the concerts, Walthew,
took over as conductor in 1909, and by 1912 there were fifty members. Throughout its
existence, the orchestra practiced a mix of old and contemporary music and played at
many of the events held at the Society. Each year to complete the chamber music
concert season, the orchestra would play a special programme containing music by
many of the composers featured in the chamber concerts. In 1912, this received a

favourable review from Douglas Donaldson in The Musical Standard, who described

235 The Ethical World, 15 October 1907.

Bartley, Far from the Fashionable Crowd, 119.
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the orchestra’s performance as spirited and fearless.”?’ The soirée committee also got
the orchestra involved in the South Place social events as entertainment, for example
at the Art and Book sales and to accompany dramatic performances.*® They also
entered local competitions, winning the cup for four years in a row at the People’s
Palace Music Festival.”®® There are many instances of the orchestra performing
elsewhere in London. In 1908 — 9, the orchestra performed at the Co-operative Festival
at the Crystal Palace, as well as music festivals in Kensington and West London. They
also played music by Mendelssohn to accompany an open air performance of A
Midsummer Night’s Dream put on by the Elizabeth Bessle Comedy Company in
Regent’s Park, tickets for which were sold by the Women’s Freedom League.?*
Significantly, during this season they also performed at three events for the Women’s
Freedom League and one for the Highgate and North St. Pancras Women'’s Suffrage
Society, where they accompanied a performance of George Bernard Shaw’s play Press

241

Cuttings.””~ On 2 April 1909 the South Place also put on a performance of James

Ward’s influential suffrage play Man and Woman, accompanied by the South Place

242
These are some of the

Orchestra, with the funds raised going back into the Society.
more direct ways in which the members of South Place supported women’s equality

and the suffrage movement through music.

Members and guest speakers also gave lectures about music as part of the Society’s
lecture series, which demonstrates how music was used as both a means of education
and debate throughout the ethical movement, alongside its entertainment value. As
part of the Monthly Discussion Conferences held by the Society in 1889, A. W. Hutton
led a discussion in February about ‘Hymns and Music at Ethical Meetings’.?** The
celebrated singer Harry Plunket-Greene (1885 — 1936) gave lectures at the Society

about the ‘Interpretation of Song’ and Richard Walthew gave a series of lectures called

237 D, D. "South Place Orchestra." Musical Standard 37, no. 953 (Apr 06, 1912): 215.

SPES/1/10/6: Minute books of the Soirée Committee of South Place Ethical Society, 1895 — 1905.

239 Bartley, Far from the fashionable crowd, 119.

*The performance took place on Saturday 11 July 1908 at 8pm in the Botanic Gardens, tickets ranging
in price from 7s.6d. to 1s. 1d.) Anon. “Notes and Comments” South Place Magazine 13, no. 11 (July
1908): 181 - 86.

241 SPES/1/1/4: Annual Reports of the Committee of South Place Ethical Society, 1908 — 9; Anon. “Music
at South Place” South Place Magazine 15, no. 2 (November 1909): 6 — 7.

%2 Anon. “Dramatic Entertainment” South Place Magazine 14, no. 8 (May 1909): 125 — 6.

SPES/1/1/3: Annual Reports of the Committee of South Place Ethical Society, 1889 — 90, 17.
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‘The Development of Chamber Music’.?** In relation to Walthew’s lectures, the concert

committee wrote in their annual report: ‘The course was most interesting and
enjoyable, and [...] they will be really helpful in bringing about a better understanding,
and therefore a fuller appreciation, of Chamber Music’.>** These comments highlight
the key reasons why the Society hosted concerts, and reflect Bartley’s discussion about
musical lectures that took place at many of the concerts for working class people that

were organised during the late-nineteenth century.’*®

Swepstone and Troup were
among the women who also gave musical lectures, which will be expanded on in their

respective chapters.

Another woman who gave musical lectures at South Place was Annie Muirhead (1867 —

1911), a Scottish woman from a large wealthy family.**’

By 1891, she was working as a
music teacher and had moved to Hampstead, London and soon became an important
member of the Leighton Hall Neighbourhood Guild.?*® Muirhead, along with Alfred J.
Clements from South Place, arranged the programmes for their concert series. The
guild’s annual report from 1895 describes their work as ‘admirable’ and interestingly
also notes ‘the increased attention and intelligence on the part of the audience’, which
would have been as important to the guild as it was for South Place Ethical Society.**
According to a short article in The Musical Times (1894), Muirhead also put together a
scheme providing ‘Concerts for Children’ in the Kensington and Hampstead districts on
Saturday afternoons. The description of this scheme is also very resonant of the ethical
movement along with contemporary attitudes towards rational recreation: ‘... they will
have frequent opportunities of hearing the best music, and having their attention
drawn by a lecturer to the chief beauties of the compositions — in short, of being
taught how to listen’.”® Muirhead’s attitudes towards education here show that she
was heavily influenced by the middle-class notion of improvement. However, rather

than reaching out to the poor, this opportunity was aimed at upper and middle-class

families, the reason being that there was a high number of schools in the area and

244 SPES/7/1/16: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1910 — 11.

SPES/7/1/15: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1908 — 9.
Bartley, Far from the fashionable crowd, 36 — 62.

247 “Muirhead, Annie.” 1871 Scotland Census, General Register Office for Scotland. 3 April 1871.

248 “Muirhead, Annie.” Beaconsfield Villas, Hapstead, London. 1891 England, Wales & Scotland census. 5
April 1891.

249 Spiller, The Ethical Movement in Great Britain, 44.

2% “0ccasional Notes.” The Musical Times and Singing Class Circular, 35, no. 621 (November 1894): 739.
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these children lived too far away from the Regent Street centre where they might have
the opportunity to attend concerts. Still, it confirms that Muirhead believed that music
should be a significant factor of children’s education. The music that was to be played
included works by Bach, Handel, Haydn and Mozart, the same canonical composers
that she chose to speak about during her lectures at South Place in 1896.”! The
lectures were entitled ‘The Makers of Modern Music’, and covered the following
topics: Bach and the Fugue; Handel and the Oratorio; Haydn and the String Quartet;
Mozart and the Opera; and Beethoven and the Sonata. Each included vocal

illustrations and took place on a Thursday evening at 7pm.

Music also played an important part in South Place’s fundraising and social events. The
programme for the South Place Ethical Society Bazaar, held from 16 — 18 November
1898, is a good example of the ways in which music was included in the programme of
events. There is a whole section headed ‘Music’, which includes vocal, violin, flute and
organ solos by musicians who often performed in the chamber music concerts. There
were also several performances of instrumental music by members of the South Place
orchestra, including an eclectic mix of music by Gioachino Rossini, Walter Slaughter,
Ludwig Van Beethoven, Joseph Gung’l, Ebenezer Prout, Franz Joseph Haydn, Emile

Waldteufel and Edward German.>*?

Often instrumentalists would accompany the
dramatic performances put on by South Place members to create musical sketches.
Such entertainments were a valuable way for South Place to raise funds towards
sustaining their organisation, in this case, to help cover the debt on maintaining the
building. Members of the orchestra performed in many of the events hosted by South
Place, as can be seen in the programmes below (Images 12 - 16). Other subcommittees
formed their own musical groups. The Girls’ Club put on their own concerts to raise
money, with admission charged at sixpence and reserved seats for one shilling.”>> An
example of one of their Friday evening programmes from 1892 was made up of a
performance of The Sleeping Beauty accompanied by music written by Henry Lahee,

followed by a selection of chamber music. Images 15 and 16 also demonstrate the

types of events where the South Place Rambler’s Band would perform, both in

21 SPES/7/1/14: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1895 — 96.

SPES6/3/2/6/9: Handbook for the bazaar in aid of the debt on the Society’s building, 1898.
SPES6/3/2/2/3: Concert programme to be given by the South Place Girls Club, 17 June 1892.
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different venues during 1894. The CHES archive is full of similar examples of events
where music was an integral feature, and almost always include both men and women

from the Society in some capacity.

104



Image 12 - Programme of Entertainment.”*

|

~ ) -~ "\ e~ f

SOUTH PLACE ETHICAL SOCIETY,
SOUTH PLACE, FINSBURY, E.C.

(Close to Moorgate Street, Broad Street, and Liverpool Street Stations.)

Programme of the € niertainment

IN AID OF THE LENDING LIBRARY.
To be held in the INSTITUTE,
On TUESDAY, 18th FEERUARY, 190z,
DOORS OPEN 7.30 p.v. COMMENCE 8 p.u.

R A A o

“TME SNOWBALL,”

A Farcical Comedy in three Acts, by SYDNEY GRUNDY.

e CHARACTERS. =

Felix Featherstone . . . . . ARTHUR E. FENTON.
UncleJohn . « « - . . . . SIDNEY BARRALET.
Harry Prendergast . . . . . HAROLD SEYLER.
HERBERT SUTCH.

E. MAUD SKELLORN.
IRENE M. REYNOLDS.
EVA HARRINGTON.

o

Saunders. \

Mrs. Featherstone

Ethel Granger .

Penelope .

SCENE-—A SITTING ROOM. TIME- PRESENT.
) e

There will be Intervals of Ten minutes after Acts I. and 1I., when

COFFEE and BISCUITS (3d.) will be supplied.

SN
The South Place Orchesira,
Under the divection of T. EuSTACE DBARRALET, will render the
following during the cveming :—

OVERTURE i OTee (Gaxd! Ambroise Thomas.

SELECTION i« Jolanthe " ... oo Sulifvan-Rivierve.
Two HuncariaN DaNCEs N Kéler Béla.
MARCH ... ... “ El Capitan " ... e Somsa.

W”"W
TICKETS; Numbered & Reserved, . ; Side of Hall & Gallery, 1s. .

must be obtained in advance, and can be had in the Library (where
Plan of Seats may be seen), or on application to—
HAROLD SEYLER, 61-82, Chancery Lane, wW.C.

NO MONEY WILL BE TAKEN AT THE DOORS,

2% SPES:6/3/2/2/8
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Image 13 - Monologue with a selection of music.”>

*>* Image: SPES6/3/2/2/9
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Image 14 - Children's Party programme.

VT, ),,\,7.:;‘ Sontly Phie Ftlical Society,

SOUTH PLAGE GHAPEL AND INSTITUTE,
FINSBURY, E.C.

Children s ?ar[g& |

On MONDAY, JANUARY 9th, 1899,
o= Commence at 6. Terminate at 9.

Tlekets for (,hlldron Rl)\PL\CL Adults, ONE SHILLING,
May be obtaiped fi ny Member of the So n{ Committee, or from the
Hom, Sec.—Mxs ‘-'u L icknuey, The Lim ((,l,..' ]\C.'h. Croydon.

—Et—.
i?z.’og ramine,
Game ...
Dance rlln polha e e SO A e L

Shivt Dmcc BY Anu \l SEYLER,
i XIHGER & SONGS. 3
* Knight of Saint Patrick” ... ... Dan Godfrey.
At 7 o'clock:

i PUNCII AND JLDYJI‘@

Dancg nY THE \"ssxs l.\lll \Il
“Le Diadéme" £ Ferman,

Kari Kaps.
Dance  Lancers

Game ..

Gverture ... ..
e Il’RlNGl: NYSEE J\O%LY i
(A Fairy Extravanganza).

Characters:
L RKCE SN YRR N OBEY 1ol hace Hote b b LI i CECIL HOWARD.
Hassan Bex Fussy (Vizier) ... ... oo ver ooe eor oo CHRISTIE TAIT.
Anl Suxrner (Court Physician) - BERT MACKILIN.

SILVER STax (Queen of the Fairies) ... ... .. .. .. .. ALICE PARR.
{ GLADYS SWORN,

DARLINETTA
Rosanerra . (Auendant Fairies) .. .. ... ...{ HONOR LIDSTONE,
| JEANIE ARKLAY.

Frigrassa |

NonLxs or tHe Coury

; | ‘.‘ ll L 11, .\l\hl \\

ATTENDANTS ‘ LEONARD MACKLIN.

{ FLO LIDSTONE,

3 ATHENE SEYLER.

R AT e Tt P s Al i o e v e S vt 1 EDITH PARR.
VERA COCKBURN,

Scene L—The Faivy Queen's Bower in Clondland.
SceNe H—dn Apartment in Prince Nysee Nosey's Palace.

JOSEPH BADCOCK.
.« ¥ H. Nicholson.

STAGE MANAOGEBR, &C. i i vv s

Dance—Iarn Pance ... ... “Katsura® ... ...

(8 A e A R e o T
Danc., BY \ixss' GLADYS SWOR\'

Dance Xeelin Polka ooi U ivan kR R e e s
Dance—Sir Moger de Coverly.

The Overture and Dance Music by some Members of the South Place Orchestral Soclety,
C e
PRICE ONE PENNY.

Karl Kaps.

*® |mage: SPES6/3/2
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Image 15 - Entertainment by the South Place Ramblers.**’

>7 Image: SPES/6/3/2/8/24
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d.

Image 16 - Liliputian Fancy Fair and The Ramblers' Ban

258 | mage: SPES6/3/2/6/1
109



4.4 Music Causing Controversy

The general consensus was that the music at the ethical societies’ concerts, dances
and other public events was a success and fulfilled its purpose as both elevating and
entertaining. However, opinions about music during the Sunday Services were subject
to much more controversy. At the very first musical service at the West London Ethical
Society, Palestrina’s Mass, ‘Pope Marcellus’, was sung by the choir, although the words
were altered by their ethical leader, Stanton Coit. This caused a debate within the
Society and the press over whether it was too bold to try to modernise ancient music
through the application of new words. Coit’s argument was that the mood and
experience of the music is eternal, but its intellectual expression needed updating with
man’s changed view of the universe.”® Such questions opened up debates around the

preservation and authenticity of music within the Society.

A.S. Toms (1862 — 1941) initiated a wider debate about music at the ethical societies,
particularly in regard to the hymns. Toms started off as a member of the St. Pancras
Ethical Society. He then joined the Epping Forest Ethical Group, often leading their
services by drawing on his talent for reading poetry aloud. After World War One he
became an active member of South Place, serving on the general committee for
several years, and was a prominent member of the poetry circle.?®® In December 1912,
Toms contributed a provocative article titled ‘Ethical Hymnology’ to The Ethical World,
a publication that flourished in the years before World War One among ethical society

members, and to which Toms was a frequent contributor.?®!

This was followed by a
very similar paper read by Toms at South Place as part of their discussion series, which
was later printed in the South Place Magazine.*®* The paper led to a series of

responses critiquing the use of music and singing at South Place.

The crux of Toms’ argument was that neither the hymns nor the singing at the services

was good enough. He suggested that a trio or quartet of Beethoven or Mozart might

239 Spiller, The Ethical Movement in Great Britain, 86.

2%% Anon. “Obituary: A. S.” The Monthly Record (August 1941): 14.

Toms, A. S., ‘Ethical Hymnology’ in The Ethical World, 15 December 1912, 178 — 179.

Toms, A. S. “Singing at South Place and Other Ethical Societies: A Paper read for Discussion at South
Place Chapel, April 2, 1913, by Mr A. S. Toms.” The Monthly List 18, no. 4, (July 1913): 4 —7; Toms, A. S.
“Singing at South Place and Other Ethical Societies (concluded): A Paper read for Discussion at South
Place Chapel, April 2, 1913, by Mr A. S. Toms.” The Monthly List 18, no. 8, (August 1913): 4 —7.
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eliminate the difficulties of contradictions in words.?®®> However, he did believe that
the emotion and character that music brought to the movement was integral to their
efforts. There is a link between the ‘pure music’ that Toms sought for expressing the
ethical movement’s beliefs, and the purity of the music that the SPSPC committee
wanted for their concerts. They claimed to include only that which was ‘pure, elevating
and inspiring’, although this did include vocal music. It is possible that members of the
concert committee shared Toms’ preference for chamber music over hymns. However,

Toms does see the downfall in his plan:

...my belief is that if we do not succeed in singing our message, we shall
have no future. It is of little avail to get ideas into the head; they must
penetrate into the blood before they possess any real vitality, and when
they get there the spirit bursts spontaneously into melody... nothing can
atone for the native originality which ought to flow from an association

based on moral fervour.®*

One of the most controversial points of Toms’ argument was his claim that there was a
higher than normal proportion of people in an ethical society congregation who
cannot sing, and he believes this is because ‘the excessive culture of the logical or
reasoning faculty may conceivably result in an atrophy of some of the forms of
emotional expression.’”®> His statement suggests correlations between rationality,
emotional capacity and the ability to sing. Unsurprisingly, this comment received
several responses from readers of the magazine. One of the first responses was a
letter from Josephine Troup sent directly to Toms. Troup felt that it was important to
keep the singing as a crucial method of expression for the congregation. Her response
made an impression on Toms, who, when repeating the paper at South Place in 1913,

was sincerely complimentary about her work at the Society.?*®

Further responses to Toms came from other members of South Place. In September

1913, pioneering secularist and early member of the ethical movement F. J. Gould

?> Tomes, ‘Ethical Hymnology’, 178.

Ibid., 179.
*%% |bid.
266 Toms, “Singing at South Place and Other Ethical Societies”, 5.
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(1855 — 1938) wrote in agreement with Toms, reemphasising that the cause of the bad

singing was due to the members’ lack of spontaneity.?®’

A. E Fenton similarly criticised
the members for being too ‘rigid’ in their approach to singing.?®® The South Place
Sunday Concert organiser at this time, A. J. Clements, also contributed to the debate.
He was keen to keep the hymns, mostly because he believed they were the best way
of providing everyone with an opportunity to take an active role in the service and
create a sense of unity. Another response came from H. Smith Webster, the organist at
South Place from 1892 until 1927.%°° He defended the hymns and the choir, claiming
that the tunes were sung exactly as written and with good determination. He also
noted the recent death of Troup, who assisted greatly in the work of the hymns, and
called for anyone who may be able to continue her good work. The disputes continued
in written form, and were presumably also discussed in person after the editor of The

Monthly List closed the topic in April 1914.%”°

The debate was rich, and whilst it sheds
light on the various ways in which music was perceived to both improve and create

challenges within the ethical societies, it also throws up a number of questions.

The suggestion that there was a link between the ability to sing with passion and the
typical mindset of a South Place attendee (and members of other ethical societies) is
riddled with problems. Robert Youngs wrote two articles in response to Toms. In the
second, ‘Music and Singing at South Place’, he listed a number of possible reasons why
the singing may be unsatisfactory, all more convincing than the argument that
rationalists cannot sing: members did not feel comfortable singing tunes they did not
know well, and some may have found it difficult to sing the hymns because of a lack of
music education.’’* He also agreed that there was an inconsistency between the
sentiments of the anthems and the hymns, and believed that if certain music from
oratorios and operas needed to be withdrawn from their repertoire, then it should be,

in the hope that the rationalist ideal of life would in time develop its own musical

%%’ Gould, F. J. “Singing at the Ethical Societies”. The Monthly List 18, no.9 (September 1913): 7.

Fenton, A. E. “Correspondence: Singing at the Ethical Societies”. The Monthly List 18, no.10 (October
1913):5 - 6.

%% Webster, H. Smith. “Correspondence: Singing at the Ethical Societies.” The Monthly List 19, no.2
(February 1914): 5 - 6.

7% The Monthly List was the new name for the South Place Magazine. Other responses include: Young,
Robert. “Music and Singing at South Place.” The Monthly List 19, no.1 (January 1914): 6 — 8; Young,
Robert. “Emotion and Rationalism in Ethical Societies.” The Monthly List 19, no.4 (April 1914): 8 - 9.

27 Young, Robert. “Ethical Societies and Emotion.” The Monthly List 18, no.12 (December 1913): 4 - 6.
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interpretation. Likewise, C. K. Scott refused to believe that the singing was bad
because ethical belief did not lend itself to emotion.”’> He may have been concerned
about the reception of his own recently published hymn book, Social Worship.
However, his argument that the movement’s ethos was not sufficiently secure for
people to express themselves with conviction mirrors other concerns that members
did not feel a connection between the hymns and their values. Perhaps some felt it to
be too akin to hymn-singing in church, a familiar practice but one that they had
actively rejected. In some cases, people were questioning why music was such an
essential part of their practice. Perhaps the reason why Toms’ questions about the role
of music in the ethical societies elicited such passion was because the ethical
movement was still forming its identity as an alternative to religion, and they saw
music as a crucial way of representing themselves to the public. The overwhelming
response to the discussion of music may have also been fuelled by the strength of

response that many people have to music.

More practically, music was a way of enticing new membership through the joy of
singing, and the lacklustre singing was puzzling in the context of the concerts, the
popularity of which suggested no lack of emotional connection or interest in music
among the members and public. It is also interesting to notice that whilst Stanton Coit
and the concert committee often spoke about the power of ‘pure’ classical music, and
Toms commented on the detrimental influence of words for professing the aims of the
movement, instrumental music alone was clearly not seen as capable of fulfilling the
movement’s needs, as the only consensus among the writers was that the singing

should be retained.

The long-lasting arguments around the purpose and value of the hymns at South Place
seem to be more deeply entrenched in debates surrounding the confusions about the
core values of the Society and its position within the ethical movement. There was a
mixed response when South Place departed from its status as a radical ‘religious’
society, long tied up in Unitarian history, and became an ethical society. Some old and

new members backed the ‘ethical’ ideology, but others entered the new era of the

72 scott, C. K. “Correspondence: Singing at the Ethical Societies”. The Monthly List 18, no.10 (October

1913): 6 - 7.
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Society with ideas and beliefs still firmly aligned with the previous South Place
mindset, causing uncertainty despite the close links. The debates between Toms,
Troup, Fenton, Scott and Clements (etc.) do not just reveal confusion about how music
ties in with an agnostic belief system or moral code; it also shows that at the heart of
the Society there were more significant cracks in the communal understanding of its
core values, even by 1912. Whether or not people could or would sing appears to have
been used as a locus from which to consider what the members wanted to achieve
through singing, and what ideas they wanted to communicate. As C. K. Scott
articulated, the conflicts between beliefs in the hymn selections reflect a wider
uncertainty and insecurity concerning the theology of the movement. Consequently,
people could not use the hymns to express themselves with ease and conviction. It
was certainly problematic that Troup compiled Hymns of Modern Thought primarily for
the Leicester Secular Society and it was later adopted by the ethical societies.?”® Whilst
there were many points of similarity between the secular and ethical societies, the
ideas and goals of each movement were different enough that the South Place Ethical
Society, with a history tied more closely to religion than any other ethical society,
probably did not find the same connection to the same hymns. In a letter to Toms,
Troup admits that Gould and Robertson had a huge influence on the hymn collections
and their focus was on the words avoiding any religious content. Troup was more
influenced by music, sentiment, and the tradition of the South Place services. She did
not object to the occasional biblical reference, and perhaps other members of South
Place felt the same. They may have wished to engage with the hymns for a sense of
community and familiarity (perhaps even tradition), rather than a vessel of serious
philosophical and intellectual expression. That would have represented a contrast to
the stance taken by Emerson, one of the key philosophical influences on the founders
of the ethical movement, whose words were often used for hymn music. Emerson
rejected societal norms founded on the basis of religion and tradition, and religious

hymns — even ‘old favourites’ — would certainly have gone against his position.?”* S

o)
perhaps Scott was right in suggesting that a cleaner and more focused belief system in
the hymn collection would make the hymns more meaningful to the ethical

movement. Yet maybe for long-term members of South Place, finding such a

% It was left in her will to the Hampstead Ethical Society.

Emerson, Ralph Waldo. The Conduct of Life (Boston: Ticknor and Field, 1860), 187.
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compromise would have been easier said than done. The arguments over the hymns
can plausibly be read as members of South Place grappling with concerns over their

identity as a community.

Furthermore, Toms’ predictions about the ethical movement ‘dying out’ did actually
come true, as throughout the 1920s and 1930s the number of ethical societies in the
UK plummeted in favour of humanism. It is possible that the ethical movement’s lack
of musical unity articulated through this debate contributed to the decline. The
relative strength of the American ethical movement, which did not feature hymns,
suggests at the very least that musical arguments caused an overall distracting level of

friction that sapped attention from more productive debates.

These arguments over devotional music relate to central questions of this thesis. As
well as considering the role of music at South Place, they also highlight the influential
role of musical women in the movement. The continuing reference to Troup’s work
highlights the degree to which she was recognised at the time, but many of the other
hymns were also written specially for the societies by women. Hymn-writing was
considered an acceptable task for women in this period, making hymn-writing a
conduit for their views to filter into the ethical societies, affecting, in turn, the way the
movement was understood by others. Women did not dominate the written debates
over the value of music to the societies. However, in December 1913, Florence A. Law
added some practical suggestions to the conversation, identifying the key problem as
being exactly how to make the singing worthy of the Society. Her suggestions included
encouraging singers into the choir from the Sunday School and ensuring that every
week a few audience members were well acquainted with the hymns, thus making

them and others more confident about singing.?”>

Law’s proposals have a much stronger link to education and training than any of the
previous suggestions. Her perspective shows similarities to Creak’s lecture at the
Manchester Ethical Society, in the sense that both women approached music in a

practical way. This subverts the gendered expectation that women were more likely to

%> Law, Florence, A. “Correspondence: Singing at the Ethical Societies.” The Monthly List 18, no.12

(December 1913): 7.
115



be driven by emotion and shows that the women who were confident enough to write
publicly on the subject were not representative in any way of this stereotype. It is
telling, however, that whilst women made up a large proportion of ethical society
membership and musical groups, only a few wrote to the magazine to join in the
debates. It shows that despite each other’s support, women were still hesitant to put
forward their opinions in what may be considered ‘serious’ discussion, and despite the
encouragement of women’s equality at South Place, there was still a very dominant
male voice. Nevertheless, through actively participating and often steering the musical
activities of the ethical societies, many women were arguably making a greater
creative contribution than the men who were philosophising over the matter through
the magazine. Through hymn-writing, lecturing, leading the children’s choir, and
joining in other musical groups, women were both offering and using the opportunity
to deploy music as a method of self-improvement and as a way to engage with the

ethical movement’s values.
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Chapter 5: The South Place Sunday Popular Concerts

5.1 Introduction

Overviews of the story of the South Place chamber music concerts have been written
by members of the Society at a few major milestones in the series’ history. First was
Meadmore’s history of the first 1000 concerts, written in 1927, which contains a brief
overview of the first forty years, as well as lists of compositions and musicians who had

276

been included in the concerts thus far.””> The next to be published was to mark the

2000 concert, taking the reader up to 1969 and with a new section dedicated to the

277
more recent ensembles.

Hawkins later published a slightly updated version in 1987,
celebrating the centenary of the concert series.?’® Each of these three publications has
informed the following account of the concerts, which is based on a detailed study of
the original concert programmes and insights gleaned from the minute books and
press reports. The focus will be on the distinctive programming and reception of the
concerts, the implications of World War One, and it will prepare the reader for the

following chapter, which focuses exclusively on the women musicians involved in the

concerts.

5.2 The formation of the concerts

By the 1880s, music had manifested itself as a crucial element of life at the South Place
Institute, so the introduction of the concert series was a welcome addition to the
Society’s events. The concerts were a result of the work of the People’s Concert
Society, which formed in 1878 with the purpose of ‘increasing the popularity of good
music by means of cheap concerts’.?”® The idea behind the concerts was initiated by
Samuel Barnett who, upon noticing the hypnotic effect of classical music on a working-

class church congregation, decided to arrange two instrumental concerts. He believed

that the music would help the audience to become more deeply connected to

*’® Meadmore, W. S., The Story of a Thousand Concerts: 1887 — 1927 (London: South Place Ethical

Society, 1927). Conway Hall Library: 780.78421MEA
277 Hawkins, Frank, The Story of Two Thousand Concerts (Holborn, London: South Place Ethical Society,
1969). Conway Hall Library 780.78421HAW
278 Hawkins, Frank, A Hundred Years of Chamber Music. Holborn (London: South Place Ethical Society,
1987). Conway Hall Library: 780.78421HAW
*7° Bartley, Far From the Fashionable Crowd, 67.
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religion.”® It is then ironic that the concerts came to be held at South Place Chapel,
home to many of the radical freethinkers of London in 1880. However, it was not the
aim of the PCS to proselytise. Some men only agreed to attend the PCS concerts after
being reassured that no clergy members would be present. Subsequently, South Place
may have appealed even more to certain members of the working-class, looking for
musical entertainment that was not religious, at a reasonable price and away from the

atmosphere of the music halls.

The concerts were a successful series for the PCS, which set up concert series at a
variety of locations across London. The Monthly Musical Record reported in 1884
about the concerts at South Place: ‘As a rule good artists are secured, and the concerts
are always well attended; in fact, often there is not room for all who come’.®!
Nevertheless, in 1886 the PCS decided to end the series at South Place, their reason
being a lack of funds to keep them running. Alan Bartley, unconvinced by this
explanation, suggests that other factors may have led to this decision. One reason may
have been that South Place was too focused on attracting a middle-class audience,
thus being inconsistent with the PCS’s aim to supply chamber music to under-
privileged people. Bartley also suggests that the PCS committee may have come to
resent the manipulative methods of the South Place committee, for example, the
increased price of hall hire over the years and allowing the chapel to be used for other,

k.22 He suggests that

potentially rival chamber music concerts throughout the wee
whatever the reason for the departure, the PCS must have left South Place with mixed
feelings; however, later correspondence between the organisations seems to show an

. . .2
amicable relationship.?®*

Seeing their popularity, the South Place committee decided to take over the concerts.
A committee was formed to organise the newly named ‘South Place Sunday Popular
Concerts’ (SPSPC), a new series that would continue the tradition that the PCS had
started. In his account of the first 1000 concerts, Meadmore addresses the bewildering

use of the word ‘popular’ in the title of a concert series that was more likely to contain

% Eor further background of the PCS see: Bartley, Far from the fashionable crowd, 62 - 106.

8L "Musical Notes." The Monthly Musical Record 14, no. 160 (April 1884): 92-94.

282 Bartley, Far from the Fashionable Crowd, 74.

SPES/7/1/3 — 5: Minutes of the Concert Committee of South Place Ethical Society, 1887 — 1934.
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distinctly ‘unpopular’ chamber music. He recalls the following conversation between
audience members: “Is this a classical concert?”, “l don’t know, it’s a Brahms concert”,

’?” %% The conversation highlights the

“Oh, | suppose they never do ‘The Country Girl
confusion that was invoked by labelling ‘serious’ classical music as ‘popular’, which was
clearly sometimes mistaken to mean songs from the music hall, despite the fact that
the term ‘popular’ for chamber music concerts was widely used. The Monday and
Saturday Popular Concerts at St James’s Hall also had this vaguely misleading term in
their title, although on the whole the music programmed was more usual repertoire

than that which was selected for the South Place programmes. Following the inaugural

series of the ‘pops’ in 1859, a writer for the Morning Post commented:

There was delightful confidence — some detected a certain amount of
satire — in the application of the term “popular” to concerts professedly
and practically devoted to works which had hitherto been regarded as the
reverse of popular — of works previously supposed to be caviar to the

multitude.’®

However, in later years another writer appraised the decision: ‘Most speculators
would have either altered the name of the entertainment or modified the selection of
the compositions performed: Mr. Chappell took a bolder course—he changed the
public taste'.?®® It is possible that the South Place committee had a similar goal. Sure
enough, over time they greatly influenced the general appreciation for serious
chamber works at London concerts. William Weber has also suggested, in reference to
the ‘pops’, that the title was intended to indicate that the repertory did not follow as
‘pure’ a format as some other concerts, such as those by Ella’s Musical Union, a
concert series that between 1845 and 1859 had a significant effect on British musical

287 Bartley further suggests that the name was to indicate that the concerts were

taste.
of a more democratic nature, which could be attended by anyone who could afford

the shilling ticket. This is also relevant to the SPSPCs, which were free to attend

%' Meadmore, The Story of a Thousand Concerts, 6.

Anon. The Morning Post, 30 June 1859.

Anon. “Music and Art.” The Yorkshire Post (09 November 1906): 4.

Ridgewell, Rupert. “Concert Programmes”. Accessed September 2018. For further background of
Ella’s Union see: Bashford, The Pursuit of High Culture: John Ella and Chamber Music in Victorian
London, 2007.
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(although donations were requested by each person attending), meaning that they
were available to anyone with the time and ability to travel to Finsbury. Potentially the
word ‘popular’ may also have attracted a wider audience, thus resulting in increased
numbers attending the concerts and the possibility of attracting new people to the

Society.

5.3 Audience
In some ways, under the leadership of the new SPSPC committee, the aims of running
the concerts were very much in line with the Ethical Society members’ views on the

elevating capabilities of interacting with classical music. As Bartley summarized:

The chapel elders appear to have considered their chamber music concerts
to be less an expression of their own middle-class culture than as an
opportunity to spread enlightenment, an attitude entirely in keeping with
the humanist tenets of their Ethical Society. Moreover, the endeavour to
maintain an ambience appropriate to the production and reception of high
art music, setting an example that became a benchmark for concert

audience behaviour, again points to serious intentions.?*®

These achievements were partly met through the concerts’ accessibility to the lower
classes. Reports on the audience are not always consistent, but overall it does appear
that South Place attracted a large ‘cosmopolitan’ audience. In 1915, an American
writer, W. J. Turner, who had visited South Place and been impressed by the concerts,

appealed for someone to start up a similar format in the US:

Anyone who wants to really benefit humanity could find no better way
than by financially backing an enterprise of this kind... There, where there
is often standing room only, you may see an audience of working people

enthusiastically applauding Brahms. Why not? Brahms and Beethoven did

?%8 Bartley, Far from the fashionable crowd, 127.
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not write for professors of counterpoint; they wrote for the man in the

street — but no one has ever told him.?®

His observations sustain the narrative that the concerts were well attended by the
working class. Comments on the concert programmes noting poor attendance due to
bad weather also suggest that many people were walking from nearby working class
areas.””® The suggestion at the end of the quotation that the lower classes had not
previously been ‘told’ about Brahms and Beethoven is obviously an exaggeration,
especially as there were already enterprises such as the ‘pops’ and the PCS concerts,
but reveals the attitude of some middle-class observers who thought that this was a
novel opportunity for the working class. It also mirrors the attitudes of Victorian
musical philanthropists that chamber music was a way to ‘benefit’ the community, as
well as the South Place objectives of promoting human welfare and advancing
knowledge. Records of programme sales in the minute books and the annual reports
can also largely support comments on the size of the audience. Bartley claimed that
accounts of the programme sales were only available from October 1892 onwards,
when he records an average sale of 670 programmes per concert for that season.?’
However, a more in depth look through the minute books has brought to light earlier
records that show similar results. The set of data in Table 3 shows that average
amount of programmes sold from these seventeen concerts (that occurred over a two-
year period) was 681. These figures suggest that, on the basis that not everyone would
have bought a programme and max capacity was around 1000, reports of packed out
concerts were true on many occasions. Examining the financial information of the
concerts also shows that the programme sales and collection were both essential
income for ensuring that the concerts broke even. In most cases, the money received
from the collection was enough to pay the performers. The money from the
programme sales would therefore go towards other costs, including rent, payment to

the chapel keeper, piano hire, advertising, flowers for decoration and refreshments for

289 Turner, W. J. New Statesman, (18 December 1915) in: Meadmore, W. S. “The South Place Chamber

Music Concert.” Music & Letters, 6, no. 1 (January 1925): 78 — 80.

and SPES/7/1/16: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1915 - 6.
290 Bartley, Far from the fashionable crowd, 110 - 1.
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the artists.””* The collection was usually made up from around £3 5s in coppers and £1

1s in silvers, suggesting that most people had less money to give.

Table 3 - Account records from the concerts, 1889 — 91.2%3

Date of Number of Revenue from Revenue from | Payment to
concert programmes sold | programmes collection players
17/02/1889 | 612 £2 11s £35s1d £3 10s 6d
31/03/1889 | 588 £29s £4 1s 3 ¥%d £2 2s
7/04/1889 570 £2 75 6 %d £4 8s 3d £3 10s 6d
14/04/1889 | 678 £2 16s 6d £5 16s 4d £3 3s0d
6/10/1889 757 £33s1d £517s 6d £3 10s 6d
13/10/1889 | 745 £32s1d £5 1s 8d £3 3s
17/11/1889 | 758 £33s2d £5 5s 2d £4 1s
15/12/1889 | 650 £2 14s 2d f4 2s 8d f4 1s
16/02/1890 | 698 £2 18s 2d £4 15s 1d £312s6d
23/02/1890 | 630 £2 12s 6d £4 6s 1 %d £4 12s
9/03/1890 652 £2 14s 14d £4 10s 6d £2 12s 6d
16/03/1890 | 669 £2 155 9d £5 5s 6d £3 10s 6d
12/10/1890 | 753 £3 25 9d £57s 17 %d £3 10s 6d
19/10/1890 | 772 £3 4s 4d £57s 3d £4 18s 6d
16/11/1890 | 799 £3 65 7d £5 4s 9d £4 11s 6d
14/12/1890 | 625 £212s 1d £4 8s 6d £3 13s 6d
15/02/1891 | 627 £2 12s3d £f4 15s 1d £3 3s

The choice for the PCS and South Place to continue holding the concerts on a Sunday
was a fairly controversial one in the late nineteenth century. Although rules with
regards to paying for Sunday entertainment were not formally relaxed until 1932,
there was agitation from secularists for free Sunday music as early as 1856, when on
13 April private bands were hired to play in London and the provinces as a protest, and
crowds of thousands turned up to hear the music.?®* Venues hosting Sunday concerts
avoided prosecution in later years by taking no charge at the door, gaining some
income to support the concert through a collection. This is how the SPSPC committee
chose to operate from the start until 1945 when a one shilling admission charge was

introduced, as the committee realised a collection would not be sufficient in the post-

292 Annual balance sheets from SPES/7/1/3: Minutes of the Concert Committee of South Place Ethical

Society.

*% Data collected from SPES/7/1/3: Minutes of the Concert Committee of South Place Ethical Society.
Schwarz, Victorian Infidels, 260.
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war financial climate.?®

For the original committee, the decision to keep the concerts
on a Sunday was likely an easy one. A group of rationalists working within a radical
institution would probably have welcomed the chance to support organisations such
as the National Sunday League and the Free Sunday League in their bid to move away
from Sabbatarianism. Although the SPSPC committee potentially could have made
more money by moving the concerts to a different day, avoiding the many financial
difficulties that were to come through the years, they probably held a similar attitude
to the PCS about hosting the concerts on Sunday, as it was the most likely day to
attract the working classes. The PCS believed that the working man would enjoy the
music best on a Sunday evening, after he has had some time to relax and be refreshed
by the music. They documented in 1884 that the Sunday concerts had been ‘...the
most numerous, the best attended, and the most appreciated’ in comparison to
concerts held on other days during the week.?*® It was also noted by The Musical Times
the same year: ‘It is felt that the combined advantages of cultivating a taste for good
music and of keeping the people from the public houses on the day of rest far
outweigh any scruples as to giving musical performances on Sundays’.”’” Members of

the Ethical Movement who were of a similar mind-set to Stanton Coit would also have

agreed with this advantage.

Money was an issue throughout most of the forty-year period for the concert
committee. Whilst there was a high number of programme sales and clearly high
attendance for many of the concerts, getting people to donate the appropriate
amount was a continuous battle. Potentially, this is because of the substantial
working-class portion of the audience, who may not have had the spare income to give
as much as the concert committee wished for. As a report in The Times observed: ‘the
merit of the endeavour is to some extent its greatest difficulty. Those who benefit
most largely by the concerts are least able to contribute towards their expense’.”*®

Bartley estimates from contemporary balance sheets that the average concert-goer

put less than two pence into the collection box. The minute books show that Clements

295 SPES/7/1/19: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1887 — 1950.

In 1945 the concerts were also supplemented by an Arts Council grant.Tickets are now £10 and free for
under 25’s.

2% Anon. “The People’s Concert Society.” The Musical Standard, 26, no. 1026 (29 March 1884): 195 — 6.
Bartley, Far from the Fashionable Crowd, 31 — 35.
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often made an appeal from the platform for more generous donations in order to

reduce the deficit, and the same request was often noted on the programme.

5.4 The South Place Sunday Popular Concert Committee

The original SPSPC committee was made up of William Varian, W. H. Fenton, James
Birnbaum, John H. K. Todd, and Alfred J. Clements, with George Hickson and Caroline
Fletcher as ex-officios.””® Hickson and Fletcher (soon to become known as Mrs C.
Fletcher-Smith) had both been on the music committee since the 1870s and Fletcher-
Smith was the only woman to continue during the first year of the concerts. There was
clearly an agenda to ask more women to join. As early as 1887, Clara Robson was
invited onto the committee, but declined, although this did not hold her back from

3% The following year, Mervyn

having a successful singing career at South Place.
Keatinge (1858 — 1947) joined the committee and became a longstanding and active
member. Keatinge also performed at Queen’s Hall, the Portman Rooms and at the
Savoy Theatre, where she played the Countess Montebello in the operetta The Ferry

391 1n 1889, Josephine Troup and Lena Maitland

Girl by Annie Jessie Fortescue Harrison.
were also both requested to join, but both declined. It was then suggested to ask
Minnie Summer, who did agree to join and regularly attended meetings until she left in

1891.

During the first forty years of the committee, sixty-nine women joined the committee,
whose names and length of service are listed in Appendix 1. The greatest number of
women on the committee at any one time was sixteen in 1923, along with twelve men,
showing that the committee’s early endeavours to get more women on the committee
were successful 2% Unfortunately, the absence of the 1892 — 1906 minute book makes
it difficult to know how much participation women had in the general running of the

concerts during that period. Throughout the early years, most members of the

%% SpPES/7/1/14: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1887 — 8.

SPES/7/1/3: Minutes of the Concert Committee of South Place Ethical Society, 1887 — 91.

3%« ondon Concerts and Recitals.” The Musical Times and Singing Class Circular, 40, no. 677 (July 1899):
473; “Lady Arthur Hill’s Operetta.” The Musical Times and Singing Class Circular, 31, no. 568 (June 1890):
346 — 347; “Miscellaneous Concert.” The Musical Times and Singing Class Circular, 33, no. 593 (July
1892): 428.

302 SPES/7/1/17: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1923 - 4.
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committee were active participants in organising and running the concerts. Among
them, Alfred J. Clements (1858 — 1938) is the most recognised name today and
appears to have taken on a significant amount of the work as secretary, a role that he
held for over fifty years. In December 1889, it was agreed by the committee that in the
future the secretary should make the engagements, although throughout the early

years many members helped to find musicians.*®

The choice of programme, however,
was left mostly to Clements’ discretion, a factor that Bartley attributes to the longevity
of the concerts, as he was able to plan coherent yet diverse programmes through his
extensive knowledge of chamber music.>®* As printing was his trade, Clements was
also in charge of printing the programmes. Bartley deduces that these arrangements
were made informally and that there was likely no charge, as payments do not show
up in the accounts. However, the minute books show that regular payments were
made for printing, although presumably at a reduced rate.*® His influence was so

great overall that in 1926 he was awarded the Cobbett Medal for Services to the Art of

Chamber Music.3%

Other members of the Society had different roles. For example, the descriptive
programme notes were written by many contributors, particularly S. Dean Grimson,

Walter Gandy or W. J. Mitson.*”’

Usually the treasurer was in charge of arranging
advertisements for the concerts, most commonly in The Telegraph, The Musical Times
and The Musical Standard. These particular outlets suggest that whilst South Place
aimed to attract the working-classes, they were also interested in a middle-class

audience, probably to help defray the expenses.

At times, Bartley can be fairly disparaging about the attitude of the SPSPC committee
towards their finances. He suggests that there was no intention from the South Place
to subsidise the PCS concerts before they were taken over in 1887 and notes how
South Place often did not pay their performers at the same rate as other places.*® Yet

it is important to note that the SPSPC were running mostly independently from the

303 SPES/7/1/3 - 4: Minutes of the Concert Committee of South Place Ethical Society.

Bartley, Far from the Fashionable Crowd, 113.

SPES/7/1/3 - 4: Minutes of the Concert Committee of South Place Ethical Society.
Meadmore, The Story of a Thousand Concerts, 4.

Ibid., 40.

Ibid., 108 & 121 —4.
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general committee, and were required to submit a detailed account of their
achievements and finances at the end of each year. The endless requests for more
money from the audience were only ever to cover necessary costs.’® Furthermore,
whilst they may have charged other groups such as the dance committee for use of the
organ, in many ways they put the money they received to sensible use. Although they
let many artists play for free and perhaps did not offer others as much as they should,
in many instances they showed greater fairness by paying men and women equally.
For example, the 1916 balance sheet shows that Myra Hess, Margery Bentwich and

Thelma Bentwich were paid the same as Frederick Ranalow.?'°

Whilst this may have
been partly influenced by the fact that Myra Hess (aged 26) was fairly well known at
this point in her career, it was not a standalone incident and was extremely impressive
considering that over 100 years later there are still debates across the world about

equal pay between men and women in the music industry.

5.5 Repertoire

Vocal music

When the concerts were initially set up by the PCS, the programmes followed a very
similar format to the successful Monday and Saturday Pops, which contained a mix of
ensemble pieces, instrumental solos and vocal music.>'! Songs were a regular feature
of many British concerts during the Victorian period and into the early twentieth
century. As well as being a regular and popular feature of chamber music concerts,
songs were performed in many other situations. Derek Scott has written about the
social functions and perceptions of vocal music in contexts such as drawing-room

. 12
concerts, ballad concerts and music halls.?

Bartley identified that the inclusion of
vocal music in chamber music concerts was considered necessary to attract a working-
class audience.*™ It was often assumed by concert organisers that people of the lower
classes enjoyed serious chamber works but would not sit through a long piece without

interruptions of vocal music. The PCS and the SPSPC committee never gave in to this

%% SpES/7/1/3 - 5: Minutes of the Concert Committee of South Place Ethical Society, 1887 — 1934.

SPES/7/1/13: Cash accounts of South Place Sunday Popular Concerts, 1908 — 1919.

The same format had been used in earlier years at John Ella’s chamber concerts and others
subsequently.

*12 scott, Derek B. “Music and Social Class in Victorian London”. Accessed August 2019.
http://www.victorianweb.org/mt/dbscott/11.html

313 Bartley, Far From the Fashionable Crowd, 85.
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trend; they included vocal music as an essential part of the programme for many
years, but only ‘serious’ vocal music, and never interjected part way through another
work. Even in the years before the concerts, the soirée committee ruled out the

314

inclusion of comic songs in their events.”" Chapter 6.2 covers in more detail the vocal

music that was programmed at South Place by women composers.

Contemporary and British music

The music curated for the concerts was described in the South Place Magazine as
‘pure, elevating and inspiring’ and the annual reports of the concert committee often
state that they are keen to play ‘lesser-known works well deserving of occasional

315 Contemporary music was programmed by European

hearing’, both old and new.
composers such as Eduard Schiitt (1856 — 1933), Friedrich Kiel (1821 — 1885), Hermann
Goetz (1840 - 1876), Eduard Behm (1862 — 1946) and Arnold Schoenberg (1874 —
1951), alongside the more expected Austro-Germanic classical repertoire. From the
sample of concerts analysed by Bartley, he recorded the most regularly programmed
composers as Beethoven, Brahms, Mozart, Dvorak, Schumann, Mendelssohn, Haydn,

Walthew and Tchaikovsky.?'

Out of the 1006 concerts given between 1887 and 1927,
409 composers were represented and 123 (30%) of these were British. Clements was
keen to promote contemporary British composers, and this shows in comparison to
the other concert series analysed by Bartley, all of which had figures of around 17%
British composers.>'’ It is unlikely that many other concert series in London at this time
rivalled this figure, particularly as it was perceived that British composers would not
attract large audiences. An unusual appearance in South Place’s top ten chamber
works is Stanford’s Piano Quintet (Op. 25). It is less surprising that Walthew appears
among the most programmed composers, considering his close links with the

318 The regularity of his music in the programmes may have been a way of the

Society.
committee showing their gratitude, but notes in the annual reports and the
programmes also indicate that the audience often very much enjoyed Walthew's

music. Often his music was programmed in the ‘Modern British Chamber Music’

1 SPES/1/10/5: Minute books of the Soirée Committee of South Place Ethical Society, 1879 — 90.

W. T. R. “Musical Notes.” South Place Magazine 5, no. 2 (November 1899): 29; SPES/7/1/14: South
Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1887 — 8.

316 Bartley, Far from the Fashionable Crowd, 273.

Ibid., 274.

Noted in Chapter 2.
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concerts that from 1899 onwards featured at least once a year under Clements’
direction. The first concert of this kind included music by Charles Villiers Stanford
(1852 — 1924), Arthur Goring Thomas (1850 — 1892), William Sterndale Bennet (1816 —
1875), Alexander Mackenzie (1847 — 1935), Hubert Parry (1848 — 1918), Walthew and

1
Troup.3 9

Several of the compositions were premieres and featured the composers as
performers of their own works. Through the season in 1906, quartets led by Grimson,
Wessely and Saunders performed the six winning compositions of W. W. Cobbett’s
prize for a Phantasy string quartet, featuring works by Haydn Wood (1883 — 1959),
James Friskin (1886 — 1967), Frank Bridge (1879 — 1941), William Y. Hurlstone (1876 —
1906), Harry Waldo Warner (1874 — 1945) and Joseph Holbrooke (1878 — 1958).>%°
During the same season, another British concert included music by Swepstone,
Holbrooke, Walthew and Ernest Austin (1874 — 1947).*?" Other contemporary British
male composers whose music was performed at South Place during this period
include: Algernon Ashton (1859 — 1937), Arnold Bax (1883 — 1953), Samuel Coleridge-
Taylor (1875 — 1912), Edward Elgar (1857 — 1934), Harry Farjeon (1878 — 1948), Percy
Grainger (1882 — 1961), Hamilton Harty (1879 — 1941), John Ireland (1879 — 1962),
Ernest J. S. Moeran (1894 — 1950), Arthur Somervell (1863 — 1937), Joseph Speaight
(1868 — 1947), Henry Walford Davies (1868 — 1941) and Ernest Walker (1870 — 1949).

Special concerts
As well as British concerts, the SPSPC committee organised other special concerts
throughout each year. Composer concerts were a feature of the PCS, whose first

43% South Place

recorded example is a Beethoven concert from 16 March 188
continued this theme, usually basing the concerts on the most popular composers of
chamber music. Between 1887 and 1927 this included: Johann Sebastian Bach (1685 —
1750) [5], Ludwig van Beethoven (1827 — 1770) [15], Brahms (1833 — 1897) [12],
Walford Davies [1], Dvorak (1841 — 1904) [3], Elgar [1], Franck [2], Robert Fuchs (1847
—1927) [1], Grieg (1843 — 1907) [1], Joseph Haydn (1732 — 1809) [1], Henschel (1850 —
1934) [1], Benoit (Benno) Hollander (1853 — 1942) [2], Joseph Jongen (1873 — 1953)

[1], Felix Mendelssohn (1809 — 1847) [4], Wolfgang Mozart (1756 — 1791) [6], Parry [2],

319 SPES: Concert Programme. 25" concert of the 13" season, 26 March 1889.

SPES/7/1/15: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1906 - 7.
SPES: Concert Programme. 17" concert of the 21 season, 10 February 1907.

Bartley, Far from the Fashionable Crowd, 88 - 9.
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Franz Schubert (1797 — 1828) [12], Robert Schumann (1810 — 1856) [6], Stanford [4],
Richard Strauss (1864 — 1949) [1], Pyotr llich Tchaikovsky (1840 — 1893) [9], Walthew
[5] and Richard Wagner (1813 — 1883) [1].>*

One of the more unusual among these was the concert dedicated to Jongen in 1915,
during which he played the piano in his Trio in B Minor, Quartet in EB and Poem for

324 A concert dedicated to the

Cello and Piano (arranged from the orchestral score).
better-known César Franck (1822 — 1890), who was also Belgian, occurred in the same
season, with Jongen on the piano and organ.??> Promoting their music was one way
South Place showed their support to the Belgians during the war. Besides Walthew,
Stanford was another British composer to have his own concert during this period,
performed by John Saunder’s String Quartet, with Percy Grainger as pianist and
Plunket Greene as vocalist.>?® Hollander was also among the lesser known composers
who had special concerts given at South Place, and was among the many who were
associated with the Guildhall School of Music, where he taught during the 1890s.>*’
National concerts were also a regular occurrence. As well as the seventeen British
concerts, there were ten Scandinavian, nine lrish, four French, four Scottish, two
Belgian, two Russian, one Italian and one Slavonic concert. These concerts also usually
featured contemporary composers from their respective countries. Other themed

concerts include the afore-mentioned women composers’ concert, two ancient music

concerts, five wind chamber music concerts, and two ‘Opus 1’ concerts.

Plebiscite concerts

Between 1887 and 1927 the ‘plebiscite’ concerts were also introduced for the first
time in the thirty-ninth and fortieth seasons, where the audience voted for the
programme (see Image 17).>* For the first of these, held on 22 February 1925, the

committee only received a disappointing sixty votes, ten of which they dismissed

32 Number in square brackets [ ] represents how many times a concert was held in the composer’s

name. Information from concert programmes and Meadmore, The Story of a Thousand Concerts, 40.

32% SPES: Concert programme. 9™ concert of the 30" season, 28 November 1915.

SPES: Concert programme. 14" concert of the 30" season, 9 January 1916.

SPES Concert programmes: 10™ concert of the 19" season, 4 Dec 1904.

Mitson, W. J. “Hollander, Benoit” in Cobbett, Walter Willson. Cobbett’s Cyclopedic Survey of Chamber
Music: Volume IlI. Reprint. by Colin Mason (London: Oxford University Press, 1963), 567.

328 SPES: Concert programmes: 19" concert of the 39" season, 22 February 1925; 21% concert of the 40"
season, 28 February 1926.
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because voters had not followed the required rules.>?® Nevertheless, the continuation
of this format after 1927 suggests the audience became more engaged in these
opportunities. The only two to occur in the first thousand concerts reveal the effect on
musical taste that South Place had on its audience. The larger works bookending each
programme were all popular Austro-Germanic works by Beethoven, Schumann,
Schubert and Brahms, perhaps indicating that South Place’s diverse programmes did
not have enough influence to encourage their audience to pick music outside of the
favourite Classical and Romantic composers of the past. However, a note in the first
programme tells the audience that works by Debussy, Dvorak and Elgar also received a
high proportion of votes. Also, in the plebiscite concert from 6 March 1927 (the 1002
concert), more unexpected works by Smetana and Goldmark won the vote.**°
Furthermore, many of the songs and shorter instrumental works voted for were by
British composers. The first plebiscite concert featured songs by George Butterworth,
Peter Warlock, Walford Davies and Armstong Gibbs, followed by a selection of folk
songs from different English counties, and one simply designated as ‘Irish’. The concert
in 1926 was similarly punctuated with songs by Vaughan Williams, Thomas Dunhill
(1877 — 1946), Philip Napier Miles (1865 — 1935), Walford Davies and Hubert Parry, as
well as a song by the Norwegian composer Sigurd Lie and a piano sonata by American
composer Edward Macdowell. An encore from this concert also brought in an
arrangement by Amelia Lehmann of Antonio Secchi’s Love Me or Not, the only
appearance of any woman composer in either programme. Pre-1914 it would have
been more surprising not to see at least a song composed by a woman in the
programmes, as they had been much more visible in the programmes up until this
point. The steady decline of their inclusion in post-1914 concerts may have
contributed to their absence in any of the voting, and reflective of a wider departure
away from the ‘genre’ of nineteenth-century songs by women and a hesitation by the

South Place committee to embrace the new generation of women composers.

** |n most cases because voters forgot to provide their address or suggested works outside of the

suggested scheme of the programme such as symphonies. SPES: Concert programme. 20" concert of
the 39" season, 22 February 1925.

%9 SPES: Concert programme. 22" concert of the 41% season, March 6 1927. Works included: Quartet in
E Minor (Aus meinem Leben) for two violins, viola and cello by Smetana and Quintet for piano, two
violins, viola and cello by Goldmark which received a ‘very enthusiastic recall’.
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Image 17 - First 'Plebiscite' Concert, 22 February 1925.

1 SPES: Concert programmes: 19" concert of the 39" season, 22 February 1925.
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Another special series of concerts were the John Saunders memorial concerts.
Saunders was regarded as one of the finest quartet leaders of his day and appeared at
239 concerts between 1891 and 1918. Appearances of his ensemble were much higher
than any other quartet at the time. At times when the SPSPC committee was struggling
with finances, he paid for extra performers himself. Five concerts were held in his
honour during 1920 after his death.**? The programmes include lists of music that he
played at South Place, including a high proportion of music by British composers,

including Swepstone and Troup (Image 18).

Image 18 - Music performed by Saunders at South Place.**

5.6 Performers and the press

Many other performers dedicated a lot of time to South Place. The second season
featured distinguished performers such as Adolf Borsdorf, Charles Ould (from the
Philharmonic Society Orchestra), and up-and-coming ensembles such as the Chaplin
Trio and the Walenn String ensemble. Later years saw the likes of Sir Henry Wood, the

violinists Albert Sammons and Spencer Dyke, clarinettist Charles Draper, cellists

32 SPES: Concert programmes: 15" concert of the 34" season, 18 January 1920; 19" concert of the 34"

season, 15 February 1920; 26" concert of the 34" season, 11 April 1920; 28" concert of the 34" season
2 May 1920; 30" concert of the 24" season, 16 May 1920.

333 SPES: Concert programme. 15" concert of the 34" season, 18 January 1920.
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Charles Crabbe and May Mukle, and ensembles such as the Queen’s Hall Beatrice

Langley Quartet, the Wessley Quartet and Amina Goodwin’s London Piano Trio.>**

The diverse programmes and high quality performers attracted national and
international press coverage. The Manchester Guardian described the concerts as ‘one
of the finest centres in England for chamber music’ and regarded the audience as
‘thoroughly sympathetic and appreciative... because a thoroughly musicianly one’.**
This opinion seems to have been drawn from the attentiveness of the audience rather
than any hard evidence of audiences understanding the music; however, the fact that

the concerts had regular attendees does suggest that as their knowledge of repertoire

expanded, so would their ability to appreciate and criticise the music.

In 1898, The Daily Graphic reported on the concerts with some valuable rare images of

336

what the concerts may have looked like pre-twentieth century.”” The female violinists

in Images 20 and 22 are shown wearing expensive looking clothing, indicating a certain

h.>*” The same can be said for the two women at the foreground of

level of wealt
Image 19 and the women wearing heavily decorated hats in Image 23. The men in
Image 21, one being a member of the committee collecting donations for the concerts,
also appear to be middle-class based on their smart suits. On the other hand, the
young boy at the front of Image 19 is wearing a peak cap and working-class attire. In
the same drawing, the late-comers are shown talking and not paying much attention,
clearly not listening to the music with any concentration. In contrast, the seated
audience members in Image 23 are consulting their programmes and are portrayed as
listening in earnest. The ‘Silence’ sign matches notes on the programme requesting the
audience to be quiet during performances, suggesting an audience who may not have
had a lot of previous experience at a serious classical music concert, or who were used
to treating it as a social occasion. This is not just a reference to the lower class, as it

was common throughout the nineteenth century for audience members in the West

End to arrive late, leave early, and talk through the performances.

33 Bartley, Far from the Fashionable Crowd, 116.
3% SPES/7/1/15: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1922 - 23.
336 Daily Graphic, 12 December 1898. Images reproduced in Meadmore, The Story of a Thousand
Concerts, insert between 40 and 41.
** The violinist in Image 22 looks very similar to photos of Jessie Grimson, but there is no way to
confirm if this is correct.
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The Daily Graphic, 12 December 1898.

Image 19 - Late Comers

Latle cOmere.

Image 20 - The Front Row

The front row,
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Image 21 - Admission Free

Admizcion free (N.B.—You pay &g
you come out)
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Image 22 - One of the performers.

7 &g One of the performers
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Image 23 - Enthusiasts

Pothuelzzic,

The concerts were popular among performers as well as audiences. In Walthew’s
account of the concerts, he wrote: ‘artists often say that... they would rather perform
at South Place than anywhere else’.**® Whilst this would have been an extremely
biased opinion, the minute books show that the committee were often turning away
singers from auditioning as they already had a list of singers that was too long. Some

musicians were selected from the more informal events held at South Place, such as

% Walthew, R. “South Place Concerts,” 438. In Cobbett, Walter Willson. Cobbett’s Cyclopedic Survey of

Chamber Music: Volume 1 & II. Reprint by Colin Mason, London: Oxford University Press, 1963.
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the dances and soirées, which would have provided members opportunities to
perform in a more formal setting and gain more experience as professional
musicians.>*° Many of the performers enjoyed the venue so much that they offered to
give future performances for a lower fee or even for free. This is possibly because the
audience were trained to become an audience of the ‘unworldly, enthusiastic and
healthily critical kind that appeals precisely to the musicians most devoted to their art’,
as they were described by Walthew.>*® A letter from Evelyn Suart returning her fee
confirms this, as she writes: ‘It is always enjoyable to me to work for South Place,
where such ideal conditions are reached’.*** As Bartley infers, some performers may
have been aware of South Place’s financial position, and seen it instead as a valuable
platform to exhibit their talents in order to secure future work as performers or
teachers. Others may have sympathised with the goals of the ethical movement, or the

philanthropic aim of the concerts.

5.7 The Effect of the War

Whilst World War Two affected South Place badly enough that the concerts were
suspended for the first and only time in its history, the Society managed to continue
the concerts throughout the entire period of World War One. Other series were not so
fortunate. For example, during the 1915/16 season the PCS had to dramatically
decrease the number of their concerts to sixteen. As the war went on, the call to arms
affected the musicians available to perform as well as a sizeable amount of their
audience and subsequently the PCS committee decided to cease operations until the

42
war was over.3

Instead, the South Place concerts in some ways flourished between 1914 and 1918.
The 29" season (1914 - 15) was even extended by five concerts as the Committee for
Music in War Time offered extra financial backing for their efforts.>* During this
period there was a noticeable rise in composers programmed from allied countries, as

well as national concerts such as the Italian, Russian and French concerts along with

3 SPES/7/1/5: Minutes of the Concert Committee of South Place Ethical Society, 1906 — 1934.

The Guardian, 21 February 1927 in Walthew, R. “South Place Concerts,” 437.

Hawkins, The Story of Two Thousand Concerts, 16.

Bartley, Far from the Fashionable Crowd, 80.

SPES/7/1/14: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1914 - 5.
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the continuation of the British concerts and numerous premieres.*** Most noticeably
was the rise in Belgian music, largely influenced by the significant number of Belgian
refugees who came to London during this period. In the 29" season Clements
organised two Belgian music concerts where he engaged Belgian musicians to play and
the substantial £44 14s 8d profits were donated to the War Refugees’ Committee and
the Commission for Relief in Belgium. It was during this time that Jongen became a
regular performer at the concerts. From the start of the war the committee also aimed
to show a ‘broad-minded outlook’ by making the first concert of the season a Schubert

. 4
evenmg.g >

Initially the only trouble caused appears to have been the debate over whether to
continue booking a German Bechstein piano for the following concerts. A letter was
received from Steinway in an attempt to get the South Place committee to swap to
their American brand, rather than continuing with the German firm. Concerned about
the extra cost (typical of the committee), they decided to stick with the German
Bechstein ‘subject to the omission of the name from the side of the instrument & from
the programmes & any printed matter’, making any association to the German

company invisible to the audience.**®

There was also a discussion over whether songs
should any longer be performed in German, but the Schubert concert and many
subsequent occasions show that this idea was dismissed early on. For some time, after
the fright of the Zeppelin raids, the concerts were also moved to an earlier time in the

. . 47
afternoon, but this was also reversed as soon as p055|ble.3

Bartley wrote that the war
brought the end of the South Place Orchestral Society, however it actually just caused
a break in their activities, and they returned to giving regular performances in the

1920s.3%®

** SPES: Concert programmes. Italian concert: 5™ concert of the 30" season, 31 October 1915. Russian

concert: 13" concert of the 29" season, 3 January 1915. French concert: 15" concert of the 29" season,
17 January 1915. British concerts: 9™ concert of the 29" season, 29 November 1914; 21% concert of the
29" season, 28 February 1915.

** SPES/7/1/16: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1914 - 5.
SPES/7/1/5: Minutes of the Concert Committee of South Place Ethical Society, 1906 - 34.
SPES/7/1/16: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1915 - 6.
SPES: Concert programmes. 27" concert of the 35" season, 24 April 1921; 10™ concert of the 36"
season, 4 December 1921; 25" concert of the 36" season, 26 March 1922; 10" concert of the 37
season, 3 December 1922; 11" concert of the 38" season, 16 December 1923; 25" concert of the 38"
season, 30 March 1924; 12" concert of the 39" season, 21 December 1924; 25" concert of the 39"
season, 29 March 1925; 12" concert of the 40" season, 20 December 1925; 25" concert of the 40"
season, 28 March 1926; 12" concert of the 41 season, 19 December 1926;
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The conclusion of Meadmore’s book offers a unique insight into the running and

Y
39 There are a number of

atmosphere of the concerts during World War One.
guotations from letters written to South Place from audience members and
performers. These highlight the performers’ appreciation of the audience at South
Place, who continued to respond well to the music, as well as the general warm
attitudes of members who were willing to help where possible. For example, William
Dring offered to draw some pictures of one of the concerts to be included in the book
for no fee. Incidentally, the example in Image 24 shows a few working-class men, but
the two women performing on stage make up the majority of women in the room.**°
The most emotional letters are the examples from injured soldiers of World War One
and their relatives, who wrote to express the joy that the concerts brought to their life
and often sent money in case the war was affecting the concert committee’s funds.
One letter from a woman whose husband was a prisoner of war in Germany said that
he would like to have known what was ‘happening’ at South Place. Another was to say
thank you to the Society for ‘many delightful evenings of sound and sweet airs’.>>* A

letter from a woman whose husband was seriously ill reads:

.. with what joy he used to look forward to your concerts, and how he
enjoyed them, he used to say they made life worth living, and | don’t think
he has missed one of them. | hope you will excuse me for writing to you,
but | felt | must, he always used to speak so kindly about you that you

seem a friend of his.*?

It must be a rare thing for a concert promoter to receive such a touching letter that
really demonstrates the role the concerts played in the lives of its audience members.
Moreover, the letter indicates that at times of sadness, the concerts may have held a
further purpose of comfort to friends and relatives of those who attended regularly,

through the strong bonds that were created in that setting.

349 Meadmore, The Story of a Thousand Concerts, 37 — 40.

Ibid., 40. See Image 24 below.
Ibid., 39.

Ibid., 39.
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The annual reports also changed during these years, becoming more descriptive and
thus providing a unique insight into how London concerts were reacting to the war. At
the outbreak of war, the committee had doubts over whether the concerts ‘should’ be
continued, not whether they ‘could’, suggesting it was more of a moral quandary for
them as to whether it was still suitable to host musical evenings during a time of
international crisis. However, it was decided that the concerts could offer relief from
the ‘strenuous duties of everyday life’ and a way of providing support in their own

way.353

This outlook continued throughout the war, although it became tougher every
year. The second year saw a drop in audience numbers and greater difficulty hiring
performers, but there was a continued effort to include music by German composers,
albeit mostly historical rather than contemporary. In the annual report of the third
season of the war years, the writer reflects on the changes that have occurred since

the war, noting the toll it has taken on both performers and audience:

Gone are many familiar faces, but fresh ones have replaced them.
Somehow folk from all classes of society have found their way to this home
of the sublime art, situated in one of the busiest parts of the city, where
they find in music a solace, one might almost say a drug, which for a few
brief hours, will lull them into forgetfulness of this horrible world war.
Upstairs in the gallery the pale-faced tailor from the East End, who works
all the week in a stuffy little room somewhere in Whitechapel, sits next to a
couple of bronzed Colonial fighters who are on short leave from a front line
trench somewhere in France. Nurses and munition workers, red-tabbed
Staff Officers and able-bodied seamen, and just ordinary civilians, sit side

by side.***

This is one of the most descriptive passages in any of the annual reports, which are
usually much more focused on recounting the numerous highlights of the season. The
war years clearly shifted the perspective of the committee and forced them to analyse
the influence of the concerts on a broader scale, with a much deeper consideration for

the social impact of the concerts over the purely musical and educational benefits that

>3 SPES/7/1/16: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1914 - 5.

354 SPES/7/1/16: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1916 - 7.
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they provided. The descriptions of their audience members are a rare feature in the
reports. Whether they are factually correct or not, it reveals the perspective the
committee had behind the concerts during the war. References to the different roles
that people had during the war — from soldier to civilian — give a sense of the audience
being a place of equality and solidarity. The emphasis on distinctions of class and
nationality suggests that the committee saw the communal activity of listening to
music as a way of connecting people from different walks of life during a divisive time,
supported by their efforts to be musically inclusive. The following report from 1918
keeps a similar tone. There is a note of the rise in khaki among the audience and now
on the platform, and a note is made of the incongruity of a man dressed in his war
uniform playing sweet music — ‘surely the most peaceful of all the Arts’.>* The
audience are also described as being ‘as cosmopolitan as ever’ yet bonded by the love
of ‘good’ music. Such statements about the peaceful and good nature of music implies
that despite the intense moral questions that must have been triggered by the war,
there was still a sense of chamber music having intrinsic elevating and moral value. In
this season the committee continued their fundraising, when the String Quartet of the
31°" Middlesex Regiment gave a concert in aid of the British Red Cross, raising

£15/1/6.%°¢

It is during the later years of the war that the subject of men and women musicians is
raised for the first time in a way that distinguishes them from each other. As may be
expected, the number of women involved in the concerts rose significantly during the
war. There were more women performing regularly and there was a dramatic increase
in the number of women on the committee, which was sustained in later years. In the
opening few paragraphs of the 1918 report, the author notes that the war has made it
increasingly difficult to secure the services of male executants and vocalists, and the
fact that the committee had been able to maintain the customary proportion was a

7 This statement is not quite true. During this

valuable testimony to the concerts.
season, there was roughly an equal split between male and female performers and

vocalists, but this was absolutely not always the case. In most previous years, although

%% SPES/7/1/16: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1917 — 8.

% |bid.
*7 Ibid.
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there was a roughly equal balance between male and female vocalists, there was
always a substantially higher proportion of male instrumentalists. So although South
Place gave opportunities to women that may not have been as easy to acquire
elsewhere, this was clearly not done without maintaining a certain proportion of male
performers. From a more positive point of view, it suggests that the committee were
aware of the gender balance presented at their concerts, and the fact that this was
higher than in many other venues shows an awareness of the inclusion of women
musicians that was not simply a by-product of the high proportion of women in the

Ethical Society, or the fact that they were more likely to perform for free.

On describing the occasion of the 750" concert that took place on 6 January 1918, the
annual report stated: ‘Our lady friends have acquitted themselves with their wonted
efficiency, and rendered splendid service throughout the season. Among these may be
specially mentioned Miss Jessie Grimson, Mrs Ethel Hobday, Miss Myra Hess and the
Misses Bentwich...".**® This is followed by an appreciation of the talents displayed by
the ‘lady vocalists’. It was fairly common in the annual reports for the ‘ladies’ to be
commented on separately from the men, as a sort of sub-category. This did not usually
include all of the women, just those who they clearly felt deserved a special mention
but had not already been written about in detail. It is sometimes written as if some
women with an especially high ability or reputation somehow superseded the category
of ‘the ladies’. Although this does not appear to be intentionally dismissive or
discriminatory, it does present the women as an ‘other’ at a time when women were
equally as present as men. However, in this case, it is likely that the separation was
mentioned because the concert happened towards the end of World War One.
Whereas previous ‘special’ concerts were usually dominated by men, in this case,
when there were fewer men available to participate, the larger presence of women
musicians was obviously noticeable. As the following chapter will show, the distinction
made between the male and female musicians was in many ways overlooked.
However, in the absence of greater numbers of men involved in the concerts during
the context of war, South Place occasionally let more misogynistic attitudes slip
through in places that had not previously been apparent. In a lengthy introduction to

the Opus 1 concert that took place on 4 November 1917, ‘W.G’ intended to arouse

8 |bid.
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interest within the audience in the early works of great composers. Given that this
thesis is arguing that the South Place concerts were one of the most successful
concerts in London with regards to championing women composers, his words are

troublesome:

There are few pages in a biography more fascinating than those which tell
of the early days of a great man. The supreme interest of tracing the
advent, the growth and the flowering of his special gift appeals to all in
whom the love of art is found... One would like to think that the genius is a
modest man. The real genius is and must be so; modesty, humility,

eagerness to learn and power to endure are essentials of his nature.**®

The concert, performed in part by Jessie Grimson and Amy Grimson, predictably only
featured works by male composers. Diversity was created in the concert through the
disparity between the eminence of the composers (the first work in the concert was by
Beethoven, and the last by James Friskin). The focus on ‘great men’ in the programme
notes and the musical content seems to be somewhat compensating for the tragedies
occurring around the globe, particularly to men at the front line, and simultaneously
upholding the narrative of the male hero that was permeating war propaganda at the
time. Whether it was purposeful, or accidental neglect, women are completely
dismissed in this programme as potential ‘great’ composers, or indeed, ‘geniuses’.
Whilst this concert and the message it portrayed should not be overlooked, it is a rare
example of such blatant patriarchal language in the South Place concert programmes
or even their more private administrative writing. Contrastingly, in 1915 a special
concert of women composers was organised in acknowledgement of the important
work that women were contributing during this difficult time.*®° Ironically, after this
concert there was a considerable drop in the number of women composers that
featured in the South Place concerts for many years. However, the following chapter
will use this concert as a focus from which to explore the women who performed and

were programmed during the first 1000 concerts.

%9 SPES: Concert Programme. 5" concert of the 32™ season, 4 November 1917.

SPES: Concert programme. 16" concert of the 29" season, 24 January 1915.
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Image 24 - South Place Concert scene by William Dring. **

s Bsr ~esn

361 Meadmore, The Story of a Thousand Concerts, 40.
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Chapter 6. Women at the Chamber Concerts

Image 25 - Concert of Compositions by Women Composers Programme. 362

WS P T i i

SOUTH PLACE SUNDAY POPULAR CONCERTS

_16th CONCERT of the Twenty-Ninth Season (G7i%.), SUNDAY, JAN. 24th, 1915, at 7 p.m. (Doors 6.30).

~ CONCERT OF COMPOSITIONS BY WOMEN COMPOSERS.

1. Puaxtasy Trio v D miNor (“ Como Bells ™) for Pianoforte, Violin, and Violoncello .. ..  Edith Swepstone

: 2 5 (First Public Performance) :
Molto Mod A Agitato—Lento—Allegretto giojoso—Andante—Molto Moderato—Allegro. A
Notk vy 7z Couposex~On the banks of Como, I climbed 4 little hill so overgrown with trees, that the rest of the world was shut out. Sudden!

intense stillness
ol the t was broken by the joyous sound of bells ringing from a campanile fa thy u".: "
G ““l:m‘lzh lz joyo ot of this Phuta;,‘a( the et oz e s dr x tg:ct":::?;::o side. Then and there I jotted down on lglc fly-Jeaf of Bacdeker

THE CHAPLIN TRIO: Miss NELLIE CHAPLIN, Miss KATE CHAPLIN, asp Miss MABEL CHAPLIN.

il e So'ms—(a) “When Myra Sings,” 4.L. (b)*HowdoIlovethee?” M.V. White. (c)“ Unless,” Emily Sosephine Troup.
7 % y Miss MARGARET WILD, (e} uNLESS,
o Unless you can feel when the song i is done
g - No other is soft in the rthythm ;- - -~
R = : (b) HOW DO I LOVE THEE? Unless you can feel, when left by one,
: : " (@) WHES MYRA SINGS. How do Tlove thee ? That all men else go with him;
g When Myra sings.we le:kt.heendmnung sound, Let me count the ways; Unless you can feel, when unprais'd by his breath
. And bless the notes that do so sweetly wound; [ love thee to the depth and breadth and height _That your beauty itself wants proving ;
tha )
What music needs must dwell upon that tongue, My soul can reach— Unless you can swear for life, for death,
- Whose speech is tuneful as another’s song. dwe thee purely. Oh! fear to call it loving.
. Such harmony! such wit! a face so fair! l’ love thee to the level Unless you can muse in a crowd all day
‘So many pointed arrows who-can bear? - of cverg day’s most quiet need. On the absent face that fixed you;
The slave that from her wit and beauty flies, I love ee with the breath of all my life, - Unless you can love as the angels may,
* If he but hear that Syren’s voice he dies! God choose . With the breadth of Heav'n betwixt you ;
< Lord Landsdowne (1667-1735)- I shall but love thee better after death. Unless you can dream that his faith is fast
Elizabeth Barrett Browning. Thro’ behoving and unbehoving;
= - Unless you can die when the dream is past,
e s Oh! never call itloving. E.Barrett Browning
3o5aBoNGsT iU U0 L Ul D (@) O Yearssand Ave, Farewell ey .. ..  Evelyn Burrowes.
g A (b) “I sometimes think ™ (“Ina Persian Garden ") vewo .. LizaLelunann.
Sit 3 : : (c) * Last Year” and (d) “ The Bonny Curl” .. .. Maude Valérie White.
’.:(x a) 0, YEARS AND AGE, FAREWELL. Miss DOROTHEA CROMPTON. -
x - © 0, Years and Age, farewell; - ! And this reviving Herb, whose tender green To be out of tune, .
= ‘Behold T go, where I do know * Fledges the river-lip on which we lean,— Plain youandI ... .
Infinity to dwell ; : Ah—lean upon it lightly—for who knows It were better to die,
And these, mine eyes, From what once lovely Li J it springs unseen. - And soon. W. E. Henley.
: Shall see all times how they are lost mar Khayydm. (d) THE BONNY CURL
3 "~ In the sea of vast et ¥
i > o XNB :ﬁl the stars, » i ,.__ﬁv,__(c);,_;,;\_sr,_;xun. s . 1 hae a curl; a bright brown curl,
Sie i But shtlﬂd‘mghtshall be drowned - : - The sonng, my dear, g Ah?i Z?:;yt,ob:;n ei‘::"f 'nl:::fe's warm,
R Gter R endl mu' i - Isnol L Kinds ’
;T dncerdien dix Tsecdo By LAl G g - But its brithers dinna ken it’s there.
" (b) 1 someTIMES mmx. S g What he sang last year? = Istole'my curl, my silk soft curl,
Ah, nota drop that from our Cups we throw Are the skies the old My bonny, bonny curl o’ hair;
 For Earth to drink of, but may steal below, . Immemorial blue ? . Anda’the mght it sleeps upon m breast,
- To quench the fire ot’Angmsh in some Eye % Or am I, or are you, - But its owner does na kenit’s there..
There hidden, far beneath, and long ago. = Growncold? 25 4 . O bright, bright curl, O lovely, lovely curl,
mee: mes: ‘think. xhat neyer blows ! S0 nd b 'l'hongh life l:c.chzngc, 3 2 O curl of my. bonny, bonny dear,
The It is hard to bear 5 - T wish that again ye were shining on his head,
-Hyacinth the Garden wears "~ When the old sweet air’ -~~~ "~ ButT wish that his head were here,
r{“ lya.acl from some oncﬂmly bea Sounds fon:ed and strange - 3 Amélie Rives.
+ SONATA iN D MINOR, Op. 16, for Planoforte SRRVAOIIUS A L5 R b S e Agnes Zimmermann.
e : - (Hirst time at these Coucerts)
e '}, (A 5 Allegro. Schexzo “Allegro g = ur_ Andante tranquillo. tv. Finale: Allegro vivace.
% ¥ % = 'b Miss NELLIE CHAPLIN AND Miss KATE CHAPLIN
=, VociL Duer .. .. : SR Maymv 5 co .. Alice Mary Smith.
i ST $ el M!ss MARGARET WILD axp Miss DOROTHF.A CROMP‘I‘O’@
e e O t ere mayin; ks Oh! that we two sat dreaming,
% I,U-—‘OhDoa:‘—t:: st‘r”;; of lheysolg Spring’ breeze, .. On the sward of some shecptnmmed down,
Like children with violets Jlaymg, i 3 2 : szcbmg the white mist streaming,

" In the shade of the whispering trees. HET -O’er river and mead and town. Charles Kingsley.

; '+ INTERVAL FOR cou.scno TO MEET EXPENSES.
; SON LA ’ =1, L ERC '} 3"‘*5( ) "i’é"ﬁ"ban"‘Roé*w o "“yt—f I Augusta Holmés.
i (b) “Lovers in the Lane’ .. °..  ::Liza Lehmann. (c) “«The Throstle ” .. .. Agnes Lambert.

i ful (a) LE RUBAN ROSE. * Miss MARGARET WILD. B
5 : s a
- 7 est si mignon - - . Jétais en grand habit de cour,——— - - ~ - M.on-)eune amiy p{em de.l'ureur,
R c:l:ie? ;ef‘n:zl: en sont mgames 5 Fard et mouches, satins, dentelles; Dit: ** Madame n’est point en cause !
7 ? n’a ni chasses ni prairies; Celui pour qui je me fais belle 1l m’appartient, ce ruban rose,
Pas méme le moindre pignon ! A mes genoux parlait d’amour. A Et je vous tuerai, Monseigneur.” Y
Il est de trés bonne noblesse = Et mon collier de ruban rose, Et je le vis au clair de lune,
Et plus brave que ses aieux— Je ne sais comment—s’envola ! Si joli pendant le combat.
I cgt jaloux, un rien le blessé, 11 fut cueilli comme une Rose Qu'il fut choisi par la Fortune
Ses ét’oxles :’:e sont mes yeux. Par le Prince qui passait la! Pour que le Prince succombat.
4 .
( Et puis, c'est un charmant vxsag: “Voici votre ruban, Madame, z Js _Il faut me cons9!cr._ Marquise,”
\ Fl; i tend . bien & mon Reprenez-le contre un baiser ! Dit mon page, triste a demi;
11 ressemble 1 amour pou:frré ! Gardez-vous bien de refuser : 2 * J'ai tué mon meilleur ami!”
C'est pourquoi j'en ai fait mon page En ce cas vitre amant rend I'ame. C’est pourquoi je lui fus exquise !
[Please wwatt il Sony is Fnizhed hefare tur

%2 SPES: Concert programme. 16" concert of the 29" season, 24 January 1915.
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6.1 Key comparisons: women composers at South Place and beyond

A significant amount of instrumental music composed by women was programmed at
South Place in the first 1000 concerts, considering the fact that throughout Europe it
was an extremely male-dominated field. This chapter will begin by presenting my
research on the concert programmes of other contemporaneous chamber music
concerts in London, showing how the South Place Sunday Popular Concerts compare in
terms of their inclusion of women composers in their programmes. This will be
followed by a more in depth look at the women composers and performers who
featured in the concerts, particularly through the lens of the 1915 concert of
compositions by women (see Image 25). Unlike Grimson, Swepstone and Troup, some
of these women have already been subject to rigorous academic research, by scholars
who will be referenced throughout the chapter. The significance of their inclusion in
this chapter is that there will be a concentration on their music at the South Place
concerts and how they fit in with the values of the Ethical Society. As an introduction
to this topic, Table 4 below shows all of the instrumental chamber music composed by
women that was performed at the South Place concerts between 1887 and 1927.%¢

The composers and works will be discussed in more detail later in the chapter.

Table 4 - Instrumental chamber works by women composers at the South Place
Concerts, 1887 - 1927.3%

Composer Work Number of | Performer/s Date of
performanc performanc
es e/s
Agathe Norwegische Tanz-Caprice 3 (first time | Josephine Troup | 26/01/1890
Backer- (piano solo) encored, 07/12/1890
Grondahl played 19/12/1897
another
piece)
Au Bal (piano solo) 1 Josephine Troup | 19/12/1897
(recall)
Ballade Op. 36 (piano solo) |1 Fridtjof Backer 06/02/1921
Grondahl (4

363

Songs by women composers that were programmed at South Place have in some instances been

listed in other areas of the thesis and a full list of song composers in the programmes can be found in
section 6.2. There were many more songs than instrumental works by women, and a full table of songs
by women composers may have been included if the full set of South Place concert programmes had
been available earlier on in the research. There is scope for this to be done in the future. This table of
instrumental works highlights some of the more unusual contributions by women.

364

All information in the table comes from SPES: Concert programmes, 1887 — 1927.
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recalls)

Etude de Concert Op. 58, 1 Fridtjof Backer 06/02/1921
No. 2 (piano solo) Grondahl
Cécile Arlequine (piano solo) 1 Alfred Gallrein 26/11/1893
Chaminade Etude de Concert ‘Automne’ | 1 Archibald Evans | 17/11/1895
(piano solo)
Piano Trio in A 1 The Chaplin Trio | 24/01/1915
Minor (violin, piano, cello) (Nellie Chaplin,
Kate Chaplin,
Mabel Chaplin)
Rebecca Lullaby (duet for violinand | 1 Margery 09/03/1918
Clarke cello) Bentwich and
Thelma
Bentwich
Amy Grimson | Canzona (cello solo) 1 Amy Grimson 22/03/1896
Jane Joseph | String Quartet in A Minor 1 The Winifred 17/12/1922
Smith String
Quartet
Poldowski The Bouncing Ball from 1 Gordon Bryan 08/11/1925
Caledonian Market (piano
solo)
Kate Ralph Air with Variations in F 2 Kate Ralph (first | 04/01/1891
minor (piano solo) time received 21/10/1894
recall)
‘Abendlied’ and ‘Tarantella’ | 1 (encored, | Gerald Walenn | 22/03/1891
(violin solos) played and Kate Ralph
Brahms)
‘Abendlied’ and ‘Polacca’ 1 Herbert Walenn | 01/10/1893
(cello solos)
Gallop (piano solo) 1 (asan Kate Ralph 18/02/1894
encore)
Ethel Smyth | Quartet in E Minor (Two 1 Boris Pecker, 08/03/1924
violins, viola and cello) Dorothy
Churton,
Gertrud
Hopkins, Edith
Churton
Freda Swain | Duets for Violin and Cello 1 Lena 11/10/1925
‘Chanson Pastorale’ and (premiere) | Kontorovitch,
‘Danse Barbare’ Theodor
Otscharkoff
West Wind (piano solo) 1 Freda Swain 11/10/1925
(premiere)
Edith Lament (violin solo) 1 John Saunders 04/02/1900
Swepstone Spectral Hunt (piano solo) 1 Edith 04/12/1900
Swepstone
Swepstone Piano Quintet E Minor 3 (first time | R. Walthew, J. 10/02/1907
(continued) (piano, two violins, viola recall with Saunders, C.
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Swepstone
(continued)

and cello)

composer)

Woodhouse, E.
Yonge, C.
Crabbe

R. Walthew, J.
Saunders, H.
Parsons, E.
Yonge, C.
Crabbe

Emily Williams
and The
Grimson
Quartet (J.
Grimson, C.
Woodhouse, E.
Tomlinson, P.
Parker)

21/11/1909

18/02/1917

Quintet in D (horn, two
violins, viola and cello)

A. Borsdorf,
John Saunders,
Alfred J.
Clements,
Ernest Yonge
and William C.
Hann

10/03/1901

Quintet in Eb (piano, flute,
clarinet, bassoon and horn)

Edith
Swepstone,
Frederic Griffith,
Julian Egerton,
T. Wotton and
A. Borsdorf

18/12/1898

Lyric Cycle for string quartet

1 (first time
at these
concerts,
recall with
composer)

The Schwiller
Quartet (Isidore
Schwiller,
Thomas
Peatfield, Ernest
Yonge, Jean
Schwiller)

26/03/1911

Phantasy Trio in D Minor
"Como Bells" (piano, violin
and cello)

1
(premiere)

The Chaplin Trio
(Nellie Chaplin,
Kate Chaplin,
Mabel Chaplin)

24/01/1915

Trio in C Minor (piano, oboe
and horn)

Evelyn Suart, W.
M. Malsch and
A. Borsdorf
(recall)

17/12/1905

Trio in A Minor (piano,
violin and cello)

The Dulcken
Trio (Edie
Reynolds, Kate
Ould and Marie
Dulcken)

17/11/1901

149




Quintet in F Minor (piano, 1 Edith 21/02/1897
two violins, viola and cello) Swepstone,
John Saunders,
Archibald Evans,
Thomas Batty, 21/11/1909
Wm. C. Hann
Six Miniatures for Viola - 1 E. Yonge 02/04/1905
Pansies
Quartet in A Minor (piano, 2 R. Walthew, J. 01/12/1912
violin, viola and cello) Saunders, H. W.
Warner, C.
Crabbe 13/02/1921
R. Walthew, C.
Woodhouse, E.
Yonge, Phyliss
Hasluck
Josephine Sketches for Violin and 1 (encored, | Winifred 15/02/1891
Troup Pianoforte ‘Barcarolle’, played Robinson and
‘Cradle Song’ and ‘Allegro Allegro Josephine Troup
Vivace’ again)
Romance for String Quartet | 2 Wessley String 18/11/1906
Quartet (Hans
Wessley,
Spencer Dyke,
Ernest
Tomlinson, B.
Patterson 15/12/1912
Parker)
John Saunders,
Charles
Woodhouse,
Ernest Yonge,
Charles A.
Crabbe
Kleines Wiegenlied (violin 3 (second John Saunders 20/12/1891
solo) time as (first time 3 30/10/1910
encore recalls) 03/03/1912
after 4
recalls)
Alice Verne- | Phantasie Trio in C 1 Mathilde Verne, | 30/10/1910
Bredt Minor (piano, violin and J. Saunders, C.
cello) Crabbe
Agnes Sonata in D Minor, Op. 16 1 Nellie Chaplin, 24/01/1915
Zimmermann | (piano and violin) Kate Chaplin
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Having analysed many other chamber music programmes from the period, it is clear
that South Place was part of a minority who consistently included women’s
instrumental music in their programmes. For this research, twelve chamber music
series and concert venues were examined for appearances of women composers in the
programmes. For the fairest comparisons, only other London-based chamber music
concerts from the period have been used as a preliminary comparison to the South
Place Sunday Popular Concerts. A five-year period from 1900 to 1905 has been
included in the graph. Other years were reviewed thoroughly and in many cases
showed similar results. Concert programmes were available for the Monday and
Saturday Popular Concerts, the Richter concerts, the Curtius Concert Club, the Joachim
Classical Concerts, the Broadwood Concerts, and for other concerts that took place at
Bechstein, Aeolian and St James’s Halls. These are all comparable to the South Place
concerts, in the sense that they were all fairly prominent hosts of chamber music in
the early twentieth century. Alan Bartley’s doctoral thesis has provided the data for
the suburban concerts in Hampstead, Woodford, Suburbiton and by People’s Concert
Society concerts.>®> These concerts are linked to South Place in different ways, in the
sense that their purpose was more to offer opportunities for members of that
community to hear chamber music. The People’s Concert Society, who set up a
number of concert series around London including at South Place, are a particularly
revealing comparison, as it demonstrates how in the break away from the PCS, South
Place developed their own specific direction in terms of programming. Furthermore,
both committees had explicit aims of providing chamber music at affordable costs,
primarily so that it was accessible to the lower classes, offering an alternative to the
relatively expensive ticket prices for concerts in the West End. The tables in Appendix 2
show the information broken down, but the bar graph in Image 26 provides a clearer

visual representation of the findings.

**> His appendices provide lists of composers, works and number of occurrences for each piece at each
concert. Bartley, Alan. “Chamber concerts in suburban London, 1895 — 1915: aspects of repertoire,
performance and reception.” PhD diss., Oxford Brookes University: 2004.
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Image 26 - Graph showing the number of women composers featured in London

chamber concerts. 3
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Among the comparisons, it is extremely clear that the SPSPC committee did succeed in

including more women composers than their contemporaries. Nowhere in the

committee minute books is it stated that this was a conscious aim, however, the

prominence of feminist thought at the Society and the 1915 Concert of Women

Composers shows that there was an awareness and appreciation of women composers

by the organisers. The number of songs far exceeds the number of instrumental

compositions, which reflects common attitudes of the time, that women were more

suited to writing songs and simple music for solo instruments and small chamber

ensembles, mainly including strings and piano. However, the vast gap between the

number of songs by women composers in the SPSPC programmes in this ten-year

366

SPES: Concert programmes, 1900 — 1905; BL: Music Collections: d.480. Monday Popular Concerts —

Saturday Popular Concerts. Programme and words, 1859 — 1904; BL: Music Collections: d.481. Richter
Concerts held at St. James’s Hall, 1879 — 1904; RCM: “London: Bechstein Hall (1901 — 1914).”; RCM:
“London: Bechstein Hall (1901 —1914).”; RCM: “London: St. James’s Hall (1895 — 1904).”; RCM: “London:
Bechstein Hall (1901 — 1914).”; RCM: “London: St. James’s Hall (1895 — 1904).”; RCM: “London: Aeolian
Hall (1904 — 1944).”; Bartley, Alan. “Chamber concerts in suburban London, 1895 — 1915: aspects of
repertoire, performance and reception” (PhD diss., Oxford Brookes University, 2004).
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period (65) compared to the second highest result at the Monday and Saturday
Popular Concerts (12), indicates a much more open embrace of this genre of
composition by women than at other venues. Compositions of purely instrumental
works, which were much rarer for women to write and have performed prior to the
twentieth century, were minimal in comparison to songs, even at South Place.*®’
Nevertheless, the six programmed at South Place during this decade, was a figure only
nearly matched by concerts at St James’s Hall (not including other series that were
hosted there such as the Joachim and Broadwood concerts, which have been analysed
separately). It is interesting to note, however, that out of the four instrumental pieces
programmed at St James’s, three of them were part of the last ever concert to be
hosted at the hall in 1904 before it was demolished shortly afterwards. Many of the
other concerts analysed contained no instrumental concerts by women at all. Hence, it
is clear that even though South Place programmed significantly more male composers

than female, the proportions were actually strikingly high for the context of the time.

A future study could take into account a wider range of concerts, including orchestral
and vocal concerts, and look at the data over a wider time span. Due to constraints on
time and the availability of material, this was not possible for this thesis. However the
research that has been achieved through examining these London chamber concerts
provides a clear indication of how the bigger picture would look. Other concerts that
may have rivalled South Place in terms of representing women composers may have
included the Musical Artists’ Society that took place at St Martin’s Hall, where many
compositions by British composers were performed, but not much remains of their
programmes.>*® The London Ballad Concerts also included many compositions by
women, which is unsurprising considering the nature of the music that made up the
programmes. Another unique setting in which women composers were brought to the
public’s attention was at Women’s Exhibitions. Notably, in 1885, Jane Jackson Roeckel
organised a special concert of piano works composed by women to take place during
the Bristol Exhibition of Women’s Industries. Being the first of its kind, the concert was

met with an unusual amount of high praise, given the tendency for reviews of

women’s music at the time to be openly derogatory or somewhat condescending.

367 Seddon, British Women Composers and Instrumental Chamber Music, 42.

368 Fuller, “Women composers during the British Musical Renaissance 1880 — 1918.”, 96 — 7.
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Drawing on a wide range of scholarship outside of musicology, alongside
contemporary reviews of the concert, Sarah Kirby argued convincingly that the
location and nature of the exhibition was crucial to allowing the women’s music to be
judged on their own merit, instead of in comparison to the more dominant circle of
male composers.>*® A similar argument can be made for South Place; its status as an
ethical society as well as a venue of ‘high-class’ musical entertainment created a space

for women of the Society to situate themselves as professional musicians.

In terms of orchestral music, which was still a fairly rare form of composition for
women composers in this era, both the Bournemouth Municipal Orchestra (led by Sir
Dan Godfrey) and Henry Wood’s orchestra have been noted as consistently
programming women composers.’’® At Bournemouth, Edith Swepstone was the most
regularly programmed female composer between 1887 and 1927. Other works by
women included Ethel Barns (Violin Concerto, November 1904), Ina Boyle (Rhapsody
The Magic Harp, December, 1920), Lilian Elkington (Tone-Poem, Out of the Mist,
December, 1922), and more by Alexis Gunning, Elizabeth Maconchy and Phyllis Tate.
At the Promenade Concerts held in the Queen’s Hall and performed by Henry Wood’s
orchestra, the first work by a female composer to be included was a suite by Cécile
Chaminade (1857 — 1944) in 1896, the second year of the concerts. Chaminade was at
this time a well-known and liked composer. In America there were Chaminade clubs
across the country, Queen Victoria was openly a fan of her work and in later years she
became president of the Society of Women Musicians in England. Laura Seddon
suggested that it is possible that Chaminade’s French nationality gave her added
gravitas in the UK, as foreign composers were often seen as being more proficient than
their British contemporaries, although this does not appear to have enhanced her
popularity at South Place above other women composers.®’* After the appearance of

Chaminade’s suite, it took a while before women’s compositions were more regularly

369 Kirby, Sarah, “Women Composers and the Bristol Exhibition of Women’s Industries” (Paper

presented at the Music in Nineteenth-Century Britain Conference, University of Birmingham, 30 June
2017).

370 Fuller, “Women composers during the British Musical Renaissance 1880 — 1918,” 92; Lloyd, Stephen.
Sir Dan Godfrey: Champion of British Composers (London: Thames Publishing, 1995); Seddon, Laura.
“Wood’s women: The Henry Wood Proms and the woman composer, 1910 — 20.” Proms Conference
2007: British Library, 23 April 2007. Available to listen at the BL: C927/879 BD5.

71 Seddon, “Wood’s women: The Henry Wood Proms and the woman composer, 1910 —20,” 2007. BL:
C927/879 BD5.
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included in the programmes, but her appearance in the early years of the concerts
certainly opened the door for more to be included. The 1920s were the most
successful years of the early twentieth century for women composers at the Proms,
which forms an interesting contrast to the South Place concerts, where women were

72
3”2 Mostly these numbers were

programmed less frequently than in previous years.
made up from songs and piano pieces, reflecting the normal trend for programming
women composers in these years. Liza Lehmann, Maude Valérie White and Teresa Del
Riego were among the popular song composers in this series, who also featured
regularly in the South Place programmes. Less regular but there nonetheless, were
orchestral pieces by women such as Ethel Barns and Poldowski (pseudonym of Régine
Wieniawski, 1879 - 1932). An example of this is Poldowski’s Nocturne, written for a
large ensemble of wind instruments. It has not been repeated often, if at all, but the
opportunity for a female composer to experiment with writing for such orchestration
was both unusual and important progress.’”® Henry Wood, like Alfred Clements and
the SPSPC committee, gave women the chance to have music performed that would
not usually have been considered saleable or worth publishing. These performance
opportunities were essential to encouraging women to write new and challenging
music. The existence of music by female composers in well-respected, high profile

concerts played by professionals would have done much to raise the status of British

women composers, even if there is still some way to go before true equality.

6.2 Song Composers of the South Place Concerts

The analysis in this chapter has demonstrated that South Place included more songs by
women composers than was the norm, particularly pre-war. In many cases, the songs
written by men and women were used as a lighter part of the programme in between
lengthy pieces for larger ensembles. Songs generally received the most calls for
encores, so were clearly a part of the programme that was enjoyed by the audience.
The following section will look at some of the songs and composers that had the

greatest presence in the concerts and their reception.

2 Elliott, Susan. “Women Composers and the Proms: the first 100 years, 1895 — 1990.” Paper presented

at the First International Conference on Women’s Work in Music, Bangor University, 4 — 7 September
2017.
373 Seddon, “Wood’s women: The Henry Wood Proms and the woman composer, 1910 —20,” 2007. BL:
C927/879 BDS.
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In 1903, Arthur Elson described Maude Valérie White as ‘among the very best of
England’s song writers’, and subsequent accounts by Hyde and Fuller have held her to

similar acclaim.?”

This was duly reflected in the South Place concerts. Over the first
1000 concerts, White’s name makes the most regular appearance as a woman
composer. Like many others, White had to work hard to persuade her mother to allow
her to study at the Royal Academy of Music, as she was firmly against her daughter’s
idea of taking up a public career. Fortunately, she won her mother’s approval and
went on to become the first woman to win the Mendelssohn scholarship in 1879. After
her mother died in 1881, White promoted her compositions in order to support
herself, alongside her income from teaching and performing. Most of her compositions
fell into the category of the Victorian drawing-room ballad, a genre very much
associated with women composers in the late nineteenth century. Although she
attempted to write instrumental music, she found it incredibly stressful and soon
decided to abandon the idea, focusing the majority of her career on writing songs.>””
The struggles that she faced writing instrumental music indicate that public opinions
about the abilities of women composers had affected her confidence in that genre.
Nevertheless, many of the 200 songs that she composed were considered exceptional
and eventually won her international recognition. Being a proficient linguist, White set
music to words in a number of languages, inspired by poets such as Heinrich Heine,
J.C.F. von Schiller, A. Pet6fi, D. Kaerlighed and B. Bjgrnson.>’® Her luscious melodies
and rich harmonies appealed to vocalists, and her music was popular with the most
famous singers of the day, including Clara Butt, Robert Kennerley Rumford, Louise
Phillips, and Harry Plunket Greene, the latter two of whom performed White’s songs at
the South Place concerts. White’s songs were performed regularly at other prestigious
London concert series such as the ‘Pops’.>”” Furthermore, she regularly organised her

own concerts, which was a common and necessary way for male and female

composers of the time to promote their own works.

374 Elson, Woman’s Work in Music,150; Hyde, New Found Voices, 67 69; Fuller, The Pandora Guide to

Women Composers, 330.

> Fuller, “Women composers during the British Musical Renaissance 1880 — 1918.”, 166 - 7.

Fuller, Sophie. “Maude Valérie White” in Oxford Music Online. Last modified 20 January 2001.
Accessed July 2018.

377 BL: Music Collections: d.480. Monday Popular Concerts — Saturday Popular Concerts. Examples of
dates when White’s songs were performed at the ‘Pops’: 4 November 1900; 22 March 1902 and 24
February 1900.
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The first of White’s songs to be sung at South Place appeared as early as the third
concert of the first series.>’® After this, White’s music appeared nearly every year until
after the war. Twenty of her songs were programmed and she was a popular choice for
encores or last minute changes. The most regularly performed (around four or five
times each) were Ye Cupids, King Charles, To Mary and The Throstle. My Soul is an
Enchanted Boat, written in 1882, was described by Mrs. Edmond Wodehouse in the
1899 edition of Grove’s Dictionary as ‘one of the best [songs] in our language’, but it
was only performed once at South Place, by Reginald Davidson, at a concert of modern

British music in February 1907.%”°

The Devout Lover, which was performed four times,
was also a popular song in London and typical of White’s musical style. Performers
such as Helen Trust, Marian McKenzie and Herbert Thorndike repeatedly chose her

songs.

Fuller notes a general decline in White’s popularity with critics and the musical
establishment as early as the beginning of the 20" century, but also that the music was
still popular with the public and singers.®® This was certainly true at South Place,
which showed no decline in interest in her music until the war years. During World
War One, White put her energy into organising concerts for war charities, and
therefore probably had less time or inclination to promote her own music. Whether or
not this was the reason for South Place’s notable reduction in her music is unknown.
Nevertheless, her songs heavily permeated the first thirty years of the concerts, and

would have been well known to any regular attendee at South Place.

*”% The third programme is missing from the collection, but the annual reports claim a song by White

was performed in this series and her name is not on any other of the 6 programmes that made up the
first series.
37% SPES: Concert programme. 17" concert of the 21 series, 10 February 1907. Quotation from: Fuller,
“Women composers during the British Musical Renaissance 1880 — 1918,” 164.
380 Fuller, The Pandora Guide to Women Composers, 332 — 4.
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Image 27 - Concert Programme showing encore of White’s ‘A Youth Once Loved a
Maiden’.*!

*#1 SPES: Concert Programme. 24rd concert of the 11" season, 14 March 1897.
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Image 28 - White's The Throstle in changes to the programme.*®
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A good friend and at one time neighbour of White’s was Liza Lehmann (1862 — 1918),
whose success as a composer is confirmed through her roles in later life; Lehmann was
the first president of the Society of Women Musicians in 1911 and had a position as a
Professor at the Guildhall School of Music.*®® Lehmann composed musical comedies, a
light opera and some pieces for voice and orchestra, but it was her extensive selection

of songs that featured heavily in the South Place concerts.

Raised in London, Lehmann grew up in a wealthy family, with an artistic mother.
Amelia Lehmann (1838 — 1903) was a teacher, composer and arranger of songs who
usually published under the initials A.L.*®* Several of her compositions were performed
at South Place in the same years as her daughter’s. According to Liza Lehmann, her
mother was extremely self-critical, which may have held her back from a more
successful career. Despite her own reservations, Amelia Lehmann did provide her
daughter with music lessons and encouraged her singing. Liza Lehmann was taught
singing by the well-known singer Jenny Lind (1820 — 1887). Her debut performance
was a recital at the Monday Pops in 1885, where she was warmly received. Despite a
fairly successful career, particularly singing old English music, Lehmann gave her last
performance before she got married to the composer, Herbert Bedford, in 1894. She
had already published a couple of works by this point, and was pleased to be able to
devote more time to composition after her marriage.*®® In 1896 she published a song-
cycle called In a Persian Garden, which went on to become one of her most successful

works. Initially, several publishers rejected it, as the music was expected not to appeal

382 SPES: Concert Programme. 2" concert of the 38" season, 14 October 1923.

Lehmann, Liza. The Life of Liza Lehmann, 1862 - 1918. London: Fisher Unwin, 1919.

Stephen Banfield. “Liza Lehmann.” In The New Grove Dictionary of Women Composers, edited by Julie
Anne Sadie and Rhian Samuel, 275. Reprint. London: The Macmillan Press Limited, 1994.

**> Lehmann, The Life of Liza Lehmann, 1862 — 1918, 1919.
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to the lucrative amateur market. Following an ‘at home’, which received an unusual
amount of press attention for a private event, the work was published by Metzler and
subsequently became very popular throughout the UK and the US. It was first
performed at South Place in 1899 at a ‘special vocal concert’, with Josephine Troup as

3% Todd and Clements wrote in the annual reports about the work: ‘it is

pianist.
encouraging to find that a work so far removed above the commonplace (which is
supposed, often with only too much truth, to appeal to the public) should have

become so popular as this beautiful song-cycle has done’.*®’

Following a successful first performance it was programmed another 17 times at the
SPSPCs, sometimes just as individual songs but often as the full 36-minute cycle. The
second time it appeared in full, in 1901, A. J. Clements wrote on the programme:

‘Somewhat indigestive programme!” (Image 30).°%

Clements may have felt that five
vocal works and four instrumental pieces, all by different composers and with different
ensembles, was too heavy. The 9.37pm finishing time was also slightly later than the
usual length of a concert. The following month another vocal concert was held, with a
simpler programme featuring both In a Persian Garden and another popular song-cycle
by Lehmann, The Daisy-Chain, which were only interspersed by three relatively short
violin solos. Even with the many encores that followed the first performance of The
Daisy-Chain at South Place, the concert still finished at 9.15pm (see Image 31).
Following performances of In a Persian Garden were also mostly programmed as the
major part of a special vocal concert. The vocal concerts usually only happened once a
season and were often the last concert, indicating that they were popular with a South
Place audience who might be persuaded to donate more money for a vocal concert at
the end of the season when the committee was low on funds. For example, after its
first performance the whole work was repeated at the end of the season in order to
attract a large audience, which it did. The cycle was also a key feature of the last

concert of the 17 season, when there was a deficit of £34. It was also performed in

full in 1912 at the 25" anniversary of the first South Place concert, sung by Winifred

%% SPES: Concert programme. 9™ concert of the 14" season, 26 November 1899.

SPES/7/1/14: South Place Sunday Popular Concert Committee Annual Reports (SPSPC): 1899 - 1900.
SPES: Concert programme. 16" concert of the 15" season 1900, 3 February 1901.
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Marwood, Palgrave Turner, Hubert Eisdell and Montague Borwell. One song, /

Sometimes Think, was also programmed in the women composers’ concert.

Image 29 - Special Vocal Concert programme.?®°

%% SPES: Concert programme. 16" concert of the 15" season, 3 February 1901.




Image 30 - 'Somewhat indigestive programme!"**°




Image 31 - Special Vocal Concert programme featuring Lehmann’s In a Persian Garden
and The Daisy Chain.***

%1 SPES: Concert programme. 23" concert of the 15" season, 24 March 1901.
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Image 32 - Encores for The Daisy Chain.**?
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The success of In a Persian Garden generally was largely attributed to the rich
harmonic and melodic material in Lehmann’s composition, which was modern yet
appealed to popular taste. The bold, dissonant harmonies between the four vocal
parts and the piano accompaniment make it still sound interesting today. Lehmann’s
work brought the song-cycle into popularity with the British musicians and public.
There are themes that run throughout the cycle and the vocal melody switches

between dramatic recitative style and lyrical writing.>*®

The text for the song cycle was
also a factor towards its success. Edward FitzGerald’s translation and adaptation of the
Rubaiyat of Omar Khayyam was published in 1859, and became one of the most
popular pieces of literature for the Victorians. Lehmann used extracts of the quatrains
for her song-cycle. Some reviewers expressed concern that it would be impossible for
Lehmann’s music to match the significance of the text. But the majority of
contemporary reviews praise Lehmann for her text setting, often saying that her
unexpected treatment of the language added a new layer of interpretation to the
meaning of the text. Although there are debates over Omar Khayyam'’s religious
beliefs, he was known to teach philosophy and was often described as an agnostic
hedonist. It is possible that a South Place audience would have appreciated the
philosophical and religious considerations that can be drawn from Khayyam’s writing,
and this could have contributed to its distinct popularity at South Place; it was

performed either in part or in full fifteen times between 1899 and 1916 - more than

any other song in the first thousand concerts.

Whilst In a Persian Garden was arguably Lehmann’s most popular work and certainly
the most regularly performed at South Place, many more of Lehmann’s compositions
also achieved success in London more generally and at South Place in particular. The
first piece to appear was a song called The Castilian Maid, written to words by Thomas
Moore and performed by Kathleen Grant.>** Performed during South Place’s 6™ season
in 1891, it was one of a small number of songs by Lehmann to be programmed at
South Place before the success of In a Persian Garden. In the early twentieth century,
more of Lehmann’s songs were regularly performed at South Place. During the

sixteenth season Joseph O’Mara performed another song-cycle by Lehmann, Cameos

393 Fuller, The Pandora Guide to Women Composers, 182 - 83.

%% SPES: Concert programme. 7™ concert of the 6™ season, 15 November 1891.
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(Five Greek Love Songs), which was also well received. Comments written on the
programme by Clements include: ‘Much cleverness and charm herein’; ‘Big encore —

395 Some of the

sang no. 4 again’ and ‘Capital setting’ next to song number five.
individual songs were repeated in subsequent concerts. Another 20-minute song-cycle
called Songs of Love and Spring was performed in 1908. Moreover, several of her
popular children’s songs were performed, including Songs of Childhood, Every night my
prayers | say, The Captain and Marching Song. Many more of her regular short songs

also appeared, as shown in Table 5:*%°

Table 5 - Songs by Liza Lehmann in the South Place programmes.

Song by Liza Lehmann

Date of performance at South Place

At Love’s Beginning

11" concert of the 21 season, 16 December
1906

Daddy’s Sweetheart 21° concert of the 26™ season, 3 March 1912
(encore)
Guardian Angel 25" concert of the 19" season, 9 April 1905

13" concert of the 20" season, 7 January 1906

Long Ago in Egypt

12" concert of the 18" season, 10 January 1904

Lovers in the Lane

16" concert of the 29" season, 24 January 1915
(concert of women composers)

Sleep Little Ruffly Fluffly Bird

22" concert of the 19™ season, 19 March 1905

Soul’d Blossom 12" concert of the 18" season, 10 January 1904

Tatiana’s Cradle 3" concert of the 16™ season, 20 October 1901

The Cuckoo 13" concert of the 20" season, 7 January 1906
17" concert of the 24" season, 6 February 1910
The Life of a Rose 10" concert of the 21 season, 9 December 1906

The Mad Dog (The Vicar of 4™ concert of the 22" season, 27 October 1907
Wakefield) 9" concert of the 27" season, 1 December 1912
18" concert of the 29" season, 7 February 1915

The Passion Flower 19" concert of the 21% season, 24 February 1907

The Wood-Pigeon and The
Yellowhammer

17" concert of the 24" season, 6 February 1910

Under the Greenwood Tree

7" concert of the 29'" season, 15 November 1914

Similarly to White, many of Lehmann’s songs were often performed as encores, as well

as being in the main programme. Out of her more extensive works, only In Memoriam

397

was performed at South Place.”™" Lehmann considered this to be one of her best

works, but like many other venues, South Place preferred her lighter music, which

3% SPES: Concert programme. 20" concert of the 16" season, 2 March 1902.

SPES: Concert programmes.
SPES: Concert programme. 9™ concert of the 38" season, 2 December 1923.
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seems slightly at odds with their commitment to ‘serious’ chamber works. In the
context of this study, it is disappointing that they did not programme The Golden
Threshold (1906), an Indian song garland set to words by poet and suffragette, Sarojini

Naidu.**®

Like many of her contemporaries, Lehmann was proud of being discriminating about
her use of literature. Examples of her inspiration can be found in her music composed
to the work of Victorian writers such as Tennyson, Lewis Carol, Rudyard Kipling and
Oscar Wilde. She also held strong feminist views. In response to questions from the
press about women’s ability to compose she blamed inequality in education for the
lack of prominent female composers and said: ‘I want to deny the assertion made by
many men, philosophers and scientists that women are incapable of dealing
intelligently with the abstract’.>®® Such assertions highlight the type of strong

personality that was typical of women who forged successful careers as composers

during this period.

Another composer regularly featured in the South Place programmes who was well
known for her song writing was Frances Allitsen (1848 — 1912). Allitsen did not begin
her training at GSM until she was in her 30s, following years of convincing her parents
to allow her to be a musician.*® Subsequently she worked as a singer, teacher and
accompanist, but was most successful at composition and her songs were regularly
performed at South Place, surprisingly, because she was best known for her patriotic
and religious music. She published over 150 songs and wrote a few pieces for piano
and chamber ensembles, as well as some orchestral music and one opera. In 1890 she
accompanied C. Haydn Coffin at the South Place concerts, performing her own

e . 401
composition Prince Ivan’s Song. 0

It was encored and they performed another song by
Allitsen, although it is not recorded specifically what piece. A Song of Thanksgiving was
particularly popular at the concerts, based on a religious poem by James Thompson.*®

In the first stanza, the poet describes love as ‘the armour of the Lord and the banner of

*® Fuller, The Pandora Guide to Women Composers, 183 — 4.

Lehmann, The Life of Liza Lehmann, 1862 — 1918, 160.

Fuller, The Pandora Guide to Women Composers, 38.

SPES: Concert Programme. 6" concert of the 5" season, 9 November 1890.
Allitsen, Frances. A Song of Thanksgiving. London: Boosey & Co., 1891.
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Heav'n’, and the following three four-line stanzas end with thanks to God for ‘life’,
‘love’ and ‘you’. This could be an indication that the South Place committee were not
overly worried about whether the music at the Sunday concerts fitted the more
secularist attitudes within the Society. However, it is noticeable that one of Allitsen’s
other most popular songs The Lord is My Light, does not appear once. It is possible
that the A Song of Thanksgiving has enough of a focus on ‘life’, ‘love’ and resilience
through music that audiences found it acceptable, whereas The Lord is my Light, being
based on Psalm 27 and solely focused on God, was too heavily religious and therefore

not suitable for the concerts.

Mary Carmichael (1851 — 1935) is another composer of the same generation who was
best known for her songs. She studied harmony and counterpoint at the Royal
Academy of Music with one of Swepstone’s teachers, Ebenezer Prout, to whom she
dedicated her first published song Idy/l in 1874.%° Carmichael’s music featured at the
South Place concerts from the beginning and was programmed consistently
throughout the end of the century. The annotated programmes show that her songs
were often encored, or sung as an encore, proving that her music was popular with the
South Place audience. In the 1890s Carmichael started writing sacred music, but
unsurprisingly these were not programmed at South Place. Instead, the concerts
featured her songs set to old and new British and Irish poets, such as Burns, Byron,
Austin Dobson and Samuel Lover. Among the most popular of Carmichael’s original

404
% She also became well

songs at South Place were From the Red Rose and A May Song.
known for reviving and publishing arrangements of old English, Scottish and Irish
songs, which were also popular at South Place. Sometimes these were part of the
special concerts, for example Carmichael’s arrangements of The Croppy Boy’s Lament
and Widow Machree were both part of the St Patrick’s Day Concert in 1919, although

the Irish airs had previously been performed by Denis O’Sullivan, who had recorded

the words and music of the old Cork street songs for Carmichael.*® Other examples

3 Euller, The Pandora Guide to Women Composers, 84 - 85.

From the Red Rose was performed three times, twice by Louise Phillips (3rd concert of the 6" season
and 2™ concert of the 8" season) and once by Agnes Witting (8th concert of the 12 season). A May
Song was performed three times by Helen Trust (1% concert of the 4" season; 4™ concert of the 8"
season; and 1% concert of the 9" season). See SPES: Concert programmes.

408 Croppy Boy’s Lament and Widow Machree: SPES: Concert programmes: 7™ concert of the 15"
season, 18 November 1900; 4™ concert of the 22" season, 27 October 1907; Croppy Boys Lament: 7"
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include an adaptation of the Scotch song It’s no in titles nor in rank and Handel’s Come
and trip it. On occasion the songs were programmed alongside arrangements by Lucy
Broadwood (1858 - 1929), who also collected and adapted old English folksongs that
were often included in the South Place concerts.*®® Carmichael very much fit the role
of British songwriter in her capacity at the South Place concerts. Rarely did she have
any connection to the Austro-German tradition that was so prevalent elsewhere at
South Place. Only once was one of her arrangements by a German composer
programmed (With Early Horn by J. Ernest Galliard) and interestingly, the only time
Carmichael herself performed at the concerts as an accompanist, she was part of a
Schumann concert and performed five songs with Louise Phillips, including three from

Dichterliebe.*”’

Phillips also performed many of Carmichael’s songs, indicating that
they had a close professional relationship. This adds to the theory that musicians
within the South Place community were keen to provide each other with opportunities

and to use the concerts to promote one another’s music.

As far as the programmes show, the Irish composer Alicia A. Needham (1872 — 1945)
did not perform at the South Place concerts, but her songs were popular with the
performers between 1896 and the early 1900s. Another student of Prout, her songs
had a similar popularity to Carmichael’s and are related in the sense that they are
based on folk or traditional words and melodies, although in Needham’s case the
influences were purely Irish. Her music was often programmed in a set of Irish songs or
as part of a special Irish concert, the most popular pieces being the Irish Lullaby, The
Donovans (from an Old lIrish Air The Wind that Shakes the Barley), Maureen and

408

Husheen.”™™ Needham also composed 4 Songs for Women Suffragists, which were not

concert of the 27" season, 17 November 1912; 23" concert of the 33™ season, 16 March 1919 (St.
Patricks Day Irish Concert).
% SPES: Concert programmes: 25" concert of the 5™ season, 22 March 1891; 21% concert of the 6™
season, 21 February 1892; 19" concert of the 7" season, 12 February 1893; 6" concert of the 15"
season, 11 November 1900; 11" concert of the 21° season, 16 December 1906; 4™ concert of the 22™
season, 27 October 1907; 11" concert of the 29" season, 13 December 1914; 7th concert of the 33"
season, 17 November 1918; 6" concert of the 40" season, 8 November 1925.
97 SPES: Concert programme. 24" concert of the 8" season, 18 March 1894.
SPES: Concert programmes: 24" concert of the 10" season, 15 March 1896 and 17" concert of the
13" season, 29 January 1899 (Irish Lullaby); 16™ concert of the 12" season, 23 January 1898 (Who
Carries the Gun); 24" concert of the 12" season, 20 March 1898; 22" concert of the 16™ season, 16
March 1902; 21% concert of the 18" season, 13 March 1904; 24" concert of the 23" season, 21 March
1909 (The Donovans); 4™ concert of the 14" season, 22 October 1899 (The red cross flag. Who's that
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performed at South Place, but confirm her support for the movement. Arrangements
of Celtic songs by Charlotte Milligan Fox (1860 — 1916) and Marjory Kennedy-Fraser
CBE (1857 — 1930) were also included in the programme.*®

Through featuring arrangements of traditional music (a popular genre of the Victorian
and Edwardian eras) as well as original songs and song-cycles by women of different
nationalities, South Place presented a diverse range of songs by women composers in
this period. As well as those already mentioned (White, Liza Lehmann, Amelia
Lehmann, Troup and Allitsen) more original songs were featured by the following
women: Hope Temple, Mary Wurm, K Cholditch-Smith, Amy Horrocks, Laura Lemon,
Edith Dick, Florence Aylward, Florence Gilbert, Alice Chambers Bunten, Chaminade,
Agathe Backer-Grondahl, Eva Dell’Acqua, Lady Dufferin, Amy Woodforde-Finden, Alice
Mary Smith, Ellen Cowdell, Smyth, Kate Lee, Teresa Del Riego, Joan Trevalsa, Alice
Bateman, Sybil Palliser, Ellen Wright, Ellen Cowdell, Amy Beach, Agnes Lambert,
Dorothy Gandy, Evelyn Burrowes, Augusta Holmes, Adela Maddison, Poldowsky,
Morfydd Owen and Elvira Gambogi. A few of these only appeared in the programmes
as encore songs. Some particularly difficult to interpret handwriting also possibly
indicates that a song by Lissie Walthew was performed at a concert in 1899, following
a song by likely a relative of Richard Walthew. Clements’ notes reveal he thought this
was a ‘very ordinary song’ and her music was not included in future concerts, showing
that high expectations were required even from those with close contacts within the

organisation.

calling); 23" concert of the 14" season, 25 March 1900; 10" concert of the 15" season, 9 December
1900 (Maureen).

99 SPES: Concert programmes: 15" concert of the 23" season, 17 January 1909 (Three Irish folk songs
arranged by C. Milligan Fox); 4" concert of the 32" season, 28 October 1917 (Old Irish Air Kelly’s Cat
arranged by C. Milligan Fox); 11" concert of the 28" season, 14 December 1913 (Old Celtic Melody An
Eriskay Lullaby arranged by Marjory Kennedy-Fraser); 2" concert of the 30" season, 17 October 1915
(Songs of the Hebrides collected and arranged by Marjory Kennedy-Fraser); 17" concert of the 37"
season, 4 February 1923 (Four Songs of the Cloth — Hebridean — by Cedar Paul arranged by Marjory
Kennedy-Fraser).
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6.3 Chamber music by women at South Place and the Concert of Women Composers

Among the chamber works, the more unusual pieces are those written for larger
instrumental ensembles. Swepstone stands out as a notable contributor of
instrumental works at South Place, receiving 13 performances of 11 different
ensemble works between 1887 and 1920, nearly as many as the rest collectively. Most
of Swepstone’s works were also significantly longer than those by other women,
except for Smyth’s String Quartet in E Minor. Unlike Swepstone’s music, it is relatively

easy to find scores and recordings of Smyth’s music today.

Although Smyth (1858 — 1944) achieved notable success in her day and is still a
relatively well-known composer, her music featured comparatively little in the first
forty years of South Place concerts, appearing on only three separate occasions. Most
likely this is because the bulk of Smyth’s chamber music output was written early in
her career (around the 1880s), as opposed to her larger-scale works that were mostly
written post-1900, at a time when she was more widely known. However, it does not
appear that the South Place Orchestra paid much attention to her music either. The
date of the first performance of Smyth’s music at South Place is certainly significant. In
1910, aged 52, Smyth met Emmeline Pankhurst and quickly joined the WSPU. She soon
became a prominent activist and was arrested in 1912 along with 147 other women for
taking part in a mass riot in London. Smyth was jailed for throwing a rock through anti-
suffragist Lewis Harcourt’s window. A famous account by Thomas Beecham describes
the scene of Smyth conducting her anthem ‘The March of the Women’ (composed by
Smyth in 1910) with a toothbrush, whilst a crowd of suffragettes in the Holloway
Prison yard sang. Such bold behaviour is just characteristic of Smyth’s feisty attitude
towards life, which certainly contributed towards her incredible success as a female
composer around the turn of the century. 1910 was also the year that Smyth received
her first honorary Doctorate of Music from Durham University, confirming that by this
stage in her career she had been recognised as an important British composer.*'°
Nevertheless, Smyth still felt it was often a struggle to get her compositions performed

and this is noticeable in her absence from the earlier South Place programmes.

O Fuller, Sophie. “Smyth, Dame Ethel (Mary)” in Oxford Music Online. Last modified 20 January 2001.

Accessed July 2018.
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Yet, on 20 November 1910, Smyth’s name finally appears as the composer of a set of
four songs: ‘Odelette’; ‘The Dance’; ‘Chrysilla’ and ‘Anacreontic Ode’. The collection of
songs took up 25 minutes of the programme and was performed by a South Place
Concert regular and well known Scottish contralto, Mary Grainger Kerr (1864 — 1940s).
It is very likely that Clements and the other concert organisers would have been well
aware of Smyth as a composer and it is possible that her recent militant action drew
her closer to their attention. Although the violence and militancy of the suffragettes
was against the official stance of the Ethical Church, based on their 1913 manifesto,
South Place was regularly out of sync with the other ethical societies, and the Society

regularly gave suffragettes a platform to speak about a range of subjects.***

Clearly the
concert committee did not see Smyth’s militancy as a problem. The fact that in 1910
Smyth announced her official break from music in order to fight for the vote suggests
that the concert committee was supportive of her actions. This does not necessarily
reflect the views of the rest of the Society, as the concert committee often
programmed music that would not have been in line with other members’ thinking.
However, the regular discussions and debates between members about the
relationship between music and ethics suggest that there would definitely have been
some consideration over programming Smyth, a potentially controversial figure. As
Elizabeth Jane Kertesz noted in her doctoral thesis on ‘Issues in the critical reception of
Ethel Smyth’s Mass and first four operas in England and Germany’, Smyth’s feminism
often affected the way she was treated by the press.**? Introducing Smyth’s music to

the South Place audience at this time may have been the concert committee’s way of

contributing to the suffrage debate through their programming.

In December 1914, Dawson Freer performed the playful ‘Anacreontic Ode’ for a
second time. He also performed three other songs by male British composers and a
selection of British folk tunes — a seemingly patriotic selection during the early war
years. Interestingly, Smyth was not programmed at all in the 1915 women composers’
concert. It was not until 1925 that Smyth’s name reappeared in the programme.

Despite the infrequency of programming her music, this was another substantial work.

" see Chapter 3.

Kertesz, Elizabeth Jane. “Issues in the critical reception of Ethel Smyth’s Mass and first four operas in
England and Germany” (PhD diss., University of Melbourne: 2000), 181 — 199.
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Smyth’s E Minor String Quartet is a forty-minute work comprising four movements,
each contrasting but filled with bold and energetic moments. Having started the work
in 1902, Smyth abandoned it in favour of working on an opera, and did not complete
the final two movements until ten years later. Harry Brewster, a man with whom she
had a close relationship for many years, passed away shortly before her return to the
piece, and the solemnity of the Andante could be interpreted as a reflection of her
grief. The work has been analysed from a variety of perspectives. Notably, Elizabeth
Wood viewed the work as a representation of the struggle for women’s rights.*"* A
common thread is that the music somehow represents an exploration of Smyth’s
identity and ability as a woman, which is particularly poignant in the example of her
first published string quartet: for centuries this had been well-established as a male
genre due to large outputs of high standard quartets by renowned composers such as
Haydn, Mozart, Beethoven and Schubert. Throughout her career, Ethel Smyth smashed
through a number of glass ceilings facing women composers, particularly through her
operatic work, and enjoyed wide success. The work is a great example of how Smyth
challenged the expectations of women composers in the early 20" century. Although
South Place did not programme much of Smyth’s music, it is important that works such
as the quartet were programmed in distinguished chamber music concerts such as the
ones held at South Place. Smyth is also symbolic of the crossover between music and

feminism that was so prominent at the Society.

Another chamber music work that stands out in the early 20" century programmes is
Alice Verne-Bredt’s Phantasie Trio (1908). Verne-Bredt turned to composition after an
episode of typhoid halted her singing career, and despite not having any formal
training her music was performed widely in London. Her ten-minute Phantasie Trio
was particularly admired and awarded special recognition for the 1908 W. W. Cobbett
chamber music competition.”** A large part of Seddon’s book on twentieth-century
women composers focuses on the Phantasy as a genre that offered British women
composers a new space that had not already been dominated by their male peers, and

thus gave them the opportunity to experiment with their style, especially as

* Wood, Elizabeth. “Performing Rights: A Sonography of Women's Suffrage”. Musical Quarterly, 79

(1995): 624 — 5, 630.
*1* seddon, British Women Composers and Instrumental Chamber Music, 133.
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phantasies were inherently less structurally constrained than other chamber music
genres. Conversely, Verne-Bredt’s piece does show a clear structure and contains an
unusual amount of repetition for a Phantasy, but the music retains surprising elements
through the transitions of time signature, tempo and key. The opening theme in 5/4
adds to the feeling of freedom and its dramatic sound becomes much more lyrical
when the melody returns in 3/4 in the middle of the piece. Playful sections intersect
the darker qualities of the original theme, which comes back at the end of the work in
its original key. Like many of the South Place women musicians, Verne-Bredt came
from a musical family, and her sister Mathilde Verne was involved in the performance
of the work at South Place in 1910, alongside John Saunders and Charles A. Crabbe.
This was the only occasion in which the work was performed at South Place, but not
the only Phantasy piece. Some British men also wrote Phantasies that were performed
at South Place, including Dunhill’s Phantasy Trio in EB, Op. 36.*"> seddon shows that
whilst internationally successful female composers did not tend to have engaged in
Phantasy writing (such as Smyth and Adela Maddison), those in London circles often
produced many. Swepstone appears to fit somewhat within those London circles, and
did also compose a Phantasy Trio, which received its first public performance at South

Place as the opening work of the concert of women composers in 1915.

Swepstone’s Phantasy Trio in D Minor (“Como Bells”) was a 12 minute work also
performed at the women’s concert by the Chaplin Trio. As the back of the programme
is missing, any longer notes that may have been available cannot be referenced here,
but a short annotation on the front reveals something about the structure and
conception of the work. The tempo markings are listed as such: Molto Moderato —
Andante — Agitato — Lento — Allegretto giojoso — Andante — Molto Moderato — Allegro.

Swepstone writes:

On the banks of Como, | climbed a little hill so overgrown with trees, that
the rest of the world was shut out. Suddenly, the intense stillness of the
leafy twilight was broken by the joyous sound of bells ringing from a
campanile far up the mountain side. Then and there | jotted down on the

fly-leaf of Baedeker the little bell-tune which appears in the latter part of

15 SPES: Concert Programme. 25" concert of the 33™ season, 30 March 1919.

174



this Phantasy, at the section marked Allegro giojoso.*'®

The fact that Swepstone refers to the Allegro giojoso as the ‘latter section’ implies that
despite a vaguely mirrored list of tempo markings, the return to Andante and Molto
Moderato may have only been short returns to their original themes before the
Allegro provided a possibly surprising ending — something that Swepstone does in
other works such as Spectral Hunt, which has a very abrupt and light ending in
comparison to the rest of the piece. One can imagine that by incorporating the sound
of the bells in the Phantasy, Swepstone was attempting through this piece to recreate
the atmosphere of her experience by Lake Como (Lombardy, Italy), and the phantasy
form allowed her to express the sense of freedom she had whilst exploring on her own

and being able to ‘shut the world out’.

The instrumental pieces in the concert were interspersed with songs, as was the usual
format. Following Swepstone’s phantasy, Margaret Wild sung When Myra Sings by
Amelia Lehmann, How do I love thee by White, and Unless by Troup. This was followed
by Dorothea Crompton performing: O Years and Age, Farewell by Evelyn Burrowes, ‘|
sometimes think’ from Lehmann’s In a Persian Garden, and Last Year and The Bonny
Curl, also by White. Later, both singers performed Alice Mary Smith’s vocal duet
Maying together. After the interval Wild returned to sing: Le Ruban Rose by Augusta

Holmes, Lovers in the Lane by Lehmann and Agnes Lambert’s version of The Throstle.

The second instrumental piece included on the front of the concert of women
composers programme, was Agnes Zimmermann’s Sonata in D Minor, Op. 16 for Piano
and Violin. Zimmermann (1867 — 1925) was born in Germany, but moved to London as
a young child. She was considered an exceptional pianist in London, where her
compositions were also regularly performed, but had a limited influence elsewhere.*"’
In 1900 she gradually moved away from her public career, and by the time South Place
got around to programming her music in 1913 she was rarely performing. The Sonata

was performed by two of the Chaplin sisters, and was the longest piece in the

1 SPES: Concert Programme. 16™ concert of the 29" season, 24 January 1915. (Baedeker was a German

travel guide).
7 Wenzel, Silke. "Agnes Zimmermann” Accessed September 2018.
http://mugi.hfmt-hamburg.de/old/A_lexartikel/lexartikel.php?id=zimm1847
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programme (29 minutes), which usually would have been placed at the beginning or
end of the concert but for some reason was placed in the middle. Swepstone’s
Phantasy was the first piece in the programme, perhaps with the intention of opening
the concert with music by a friend of the concerts. Like Swepstone, Zimmermann also

18 The Royal Academy

wrote orchestral music and chamber music for wind ensembles.
of Music has preserved some of Zimmermann’s work, but unfortunately her Op.16

Sonata is not among them, and has not turned up elsewhere.

So far, most of the women mentioned have been London-based British women,
including Zimmermann who only went back to Germany to perform. Chaminade was
one female composer from Europe who had many compositions featured in the South
Place programmes from 1893 until 1918. Mostly, these were songs: ‘The Silver Ring’
and ‘L’Eté” were particularly popular, the latter was described as ‘a refreshing song’ by
Clements in his notes. Her Piano Trio in A Minor was the last work in the women
composers’ concert, the only time one of her instrumental ensemble pieces was
programmed.*® Another European composer whose works were programmed often
was Agathe Backer Grgndahl (1847 — 1907).%*° Josephine Troup performed two of the
Norwegian composer’s piano works during the 1890s, with Norwegische Tanz-Caprice
proving to be popular with the audience. Backer Grgndahl wrote nearly 200 songs
during her career and approximately 120 piano pieces. Her song ‘An meines Herzens
Konigin’ (‘To the Queen of my Heart’) was sung twice, the second time as part of a
Scandinavian concert.*?! It was not until the composer’s son, Fridtjof Backer Grgndahl
(1885 — 1959), came to London in the 1920s that any more of her piano works were

performed (see Table 4).

Other chamber music pieces by women during this period may have been shorter
works and for duets or solo instruments, but that takes nothing away from their

importance and quality. In 1896, a short piece for piano and cello by Amy Grimson

8 Eor example, Zimmermann’s Quintet in ER Major for flute, oboe, clarinet, bassoon & piano. Availablle
from: RAM: Zimmermann manuscripts, Vol. 2, MS1610.

% The back of the programme is missing but the Trio is listed in the annual report as having been in the
programme and it is likely to have ended the concert.

2 Grinde, Nils. “Backer Grgndahl, Agathe” in Oxford Music Online. Last modified 20 January 2001.
Accessed July 2019.

21 SPES: Concert programmes. 5™ concert of the 4™ season, 3 November 1889; 1% concert of the 26™
season, 1 October 1911.
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(1872 — 1935), Canzona, was performed by the composer (cello) and Annie Grimson
(piano). Along with her siblings, Amy Grimson proved herself to have high musical
potential from a young age. She won a scholarship to RCM aged 14 to study cello and
whilst she was there, was awarded a Hopkinson Gold Medal. Several of her
compositions were published, yet only Canzona was performed at South Place, two
years prior to its publication date in 1898. Interestingly, this piece was published by
Charles Woodhouse, who would later become a member of Jessie Grimson’s Quartet.
Annie and Amy Grimson executed the work, alongside works by Liszt, Chopin,
Mendelssohn and Dvorak. The music is filled with the nineteenth-century romanticism
of their performance repertoire. As suggested by its name, Canzona is a lyrical piece
with an extremely expressive cello part. The performer is instructed at various
moments to play with spirit, agitation (bars 57, 59 and 73 in Example 1) and mystery
(b. 61, Example 1), giving a narrative sense to the music. Ad lib passages also allow an
element of freedom for a proficient cellist such as the composer was herself (b. 64 in
Example 1). The piano accompaniment shines in the moments where the cello is
absent, stealing some of the melodic fragments and playing them over luscious, full
chords that develop through triplets and offbeat rhythms. Example 2 shows where the
opening theme of the cello in bars 8 and 9 reappears in the first piano interruption in
bars 15 and 16. Whilst in some ways it could be regarded as a typically ‘feminine’ piece
of music, in the sense that the music, particularly the piano part, is lyrical and delicate,
the music also moves through a range of keys and moods in a short amount of time,

creating a lot of unexpected turns and drama, and at points, darkness and power.**?

422 Grimson, Amy. Canzona for Violincello and Pianoforte. London: C. Woodhouse, 1898. British Library:
Music Collections: h.204.e.(12.)
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Example 1 - Grimson’s Canzona (cello), bars 57 — 74
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