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Abstract

This thesis critically examines the impact of folk-song on Gustav Holst; questioning the influence
of folk-song on the development of a modal harmonic language and the formation of musical
identity. Current assumptions of the influence of folk-song on Holst are introduced, the context of the
“English Musical Renaissance” is summarised along with a general literature review of the composer,
and the folk-song revival is discussed from both a historical and academic perspective. Relevant context
for a discussion of modality is established before an analysis of the harmonic techniques that relate
specifically to Holst’s work with folk-song. The development of a diatonic modal harmonic language,
use of rotational harmony and bimodality are situated in the current academic context. The idea that
folk-song “banished” Wagner from Holst’s music is disputed and both the extent and the limitations of
the influence of folk-song on Holst’s modality are proposed. Secondly, the role of folk-song in the
formation of identity will be considered from the perspectives of nationalism and exoticism, with the
conclusion that Holst does not display a clear ideology in his use of the medium, but rather adapts his
presentation of “the folk™ to suit the audience he is writing for.
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Chapter 1 - Introduction

The purpose of this thesis is to critically examine the impact of folk-song on the
composition of Gustav Holst. As an area that has received very little direct academic attention, the
influence of folk-song on Holst’s work is often misrepresented through sweeping generalisations.
Initial accounts of Holst’s life and works by Imogen Holst' and Michael Short give folk-song
prominence as a compositional influence, but often in the form of generalized statements charged
with both musical and ideological preconceptions that are rarely challenged or explored in depth
(discussed below).? Their work has been referenced in much of the literature concerning the
composer with few additional insights, which has led to their stated views becoming the generally
accepted narrative. This thesis does not set out to discredit work of either Imogen Holst or Michael
Short; much of what we know about Holst, along with a revival of interest in his works can be
attributed to their early efforts. However, as authorities on Holst who repeatedly reference folk-
song in their discussion of the composer, it is inevitable that much of this thesis interacts with their

work with the intention of expanding upon or challenging their ideas.

In Imogen Holst’s initial biography of her father (the first critical discussion of Holst’s life)
the word “folk” appears twenty-eight times across nine different chapters.’ The book is a
chronological account, and the spread of references serves to continually remind the reader of the
influence of folk-song throughout the composer’s life. Specifically, Imogen Holst champions the
role of folk-song in “banishing” traces of Wagner from Holst’s work and helping his words and

music grow together in the context of finding a musical idiom for the English language.* The text

! Throughout the thesis Imogen Holst will be referred to by her full name, whereas Gustav Holst will generally
be referred to by his surname only.

2 Imogen Holst, Gustav Holst: A Biography, 2nd edn (London: Faber and Faber, 2008); Michael Short, Gustav
Holst: The Man and His Music (Oxford: Oxford University Press, 1990).

3 Holst, pp. 31, 32, 40, 44, 52, 53, 56, 81, 103, 116, 130, 154, 159, 167, 183, 185, 186.

4 Ibid., pp. 32, 56.
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paints a picture of the importance of folk-song to Holst compositionally and personally, but the
specifics of the influence are not debated, discussed or even illustrated beyond passing references
to a selection of compositions. The word ‘folk’ appears over a hundred times in Michael Short’s
Gustav Holst: The Man and His Music. Chronologically, folk-song is mentioned in chapters
spanning Holst’s entire life, and the influence appears again in each of the closing chapters where
Short discusses Holst’s musical style. As in Imogen Holst’s work, Short frames folk-song in

5

opposition to ‘romantic megalomania’,> and associates Holst’s metric freedom in his melodic

writing with folk-song:

The main melodic lesson which Holst learnt from English folk-song was that a

melody should be allowed to follow its own natural course in terms of note

duration, phrase length, and intervallic construction, rather than being forced into

a strait-jacket of regularity, while remaining in the practicable singing range of

the human voice.®

The accounts given by Imogen Holst and Michael Short are the foundation of Holst
scholarship. They repeatedly stress the importance of folk-song to Holst but talk about its influence
in general terms and without much in the way of musical examples to back up their assertions. The
reader gets a strong sense that folk-song permeated all facets of Holst’s work, but without any
clarity as to how. Much like the supposed communal authorship of folk-song, the constant quoting
and requoting of their initial remarks has led to a generally homogenous set of comments that seem
to reappear in much of the subsequent scholarship. The following excerpt from 7The Operas of

Gustav Holst, a Ph.D. thesis by Natalie Artemas-Polak awarded in 2006 is representative of this

phenomenon:

Wagner remained with him for another few years until his frustration with the
lack of his own musical identity drove him to reject it... Several major forces
came together in the early years of the twentieth century that had profound impact
on Holst’s compositional approach and would eventually free him from the

5 Short, p. 73.
6 Ibid., pp. 366-367.



tyranny of chromaticism... It was the modal structure of folk song and the
metrical freedom inspired by the madrigal that challenged his approach to his
musical texture... Holst implemented aspects of folk song and madrigal almost
instinctively (as has been well documented). After discovering these genres for
himself, he was very pleased to find that they had already been an intuitive part
of his personality... It is certain that Holst was exposed to and became saturated
in modal harmonies; he could sense the inherent fusion of words and music in the
songs, their spontaneous freedom of rhythm, and he admired their emotional
beauty combined with impersonal restraint.’

Folk-song was not the primary focus of Artemas-Polak’s thesis and I am not intending to
malign her. However, these paragraphs do display the generally accepted understanding of the
influence of folk-song on Holst—an understanding recycled time and again from its original source
in the works of Imogen Holst and Michael Short. In journals, newspaper articles, and websites
dedicated to the composer, folk-song is repeatedly attributed as the catalyst for Holst’s
development away from the harmonic influence of Wagner and the simplification of his melodic

language, but generally in the same vague terms, without a clear indication of how, when, and

where in Holst’s work this occurs.®?

Another issue is that the influence of folk-song on Holst is often divisive. Discussion of
folk-song’s influence on Holst can range from condescending dismissal, where the amateur
associations of the medium are met with a certain disparagement,’ to conspiracy theories that imply
a concerted top-down nationalistic agenda, in which a cohort of folk-song enthusiasts systemically

promote one another to the exclusion of other young English art-music composers.!® To my

7 Natalie Artemas-Polak, ‘The Operas of Gustav Holst’, (unpublished doctoral thesis, University of Surrey,
2006) pp. 24-25, 33.

8 John Warrack, ‘Holst and the Linear Principle’, The Musical Times, 115 (1974), 732-35 (p. 732); Martin
Graebe, ‘Gustav Holst, “Songs of the West”, and the English Folk Song Movement’, Folk Music Journal, 10
(2011), 541 (p.13); Ivan Hewett, ‘Gustav Holst: so Much More than ‘The Planets’’, The Telegraph (Telegraph
Media Group, 2012) <https://www.telegraph.co.uk/culture/music/classicalmusic/9365408/Gustav-Holst-so-
much-more-than-The-Planets.html> [accessed 11 September 2018]; Ian Lace, ‘3. A Gifted Teacher’, Gustav
Holst (1874—1934), <http://www.gustavholst.info/biography/index.php?chapter=3> [accessed 11 September
2017]; Jon Ceander Mitchell, ‘Gustav Holst: The Works for Military Band’, (unpublished doctoral thesis,
University of Illinois, 1980) p.79.

° A. E. F. Dickinson, Holst’s Music: A Guide (London: Thames Publishing, 1995) p. 158.

10 Robert Stradling and Meirion Hughes, The English Musical Renaissance 1860 — 1940 (London: Routledge,
1993) p.139.

3



knowledge there has not been a focused analysis to explore #ow these reported changes in Holst’s
composition came about as a result of his interactions with folk-song and how folk-song interacts
with other influences on Holst’s composition. This thesis attempts to bridge the gap between

supposition and what can actually be seen in Holst’s music.

I will examine the predominant recurring assumptions that are made about Holst’s
interaction with folk-song, explore 7ow Holst’s musical language changed on a technical level, and

view the intersection between folk-song and other key influence on the composer’s work. The
intention is to better understand the influence of folk-song—that is not to say that folk-song was

the only influence or even the dominant influence on the composer’s work. The real delight to be
found in Holst’s music is in its variety and breadth of imagination. Folk-song is an important part
of this picture and it is my hope that a thorough investigation into this area of Host’s composition
might encourage further discussion into how the seemingly disparate influences on Holst interact

with each other and form the basis of a truly original voice in English composition.

In chapter 2 I will examine the concept of the English Musical Renaissance, give an
overview of relevant Holst scholarship, and critically consider the Folk-Song Revival both
historically and academically. Following this introductory chapter, I will view the influence of folk-

song through two distinct lenses.

Chapter 3.1 will cover the importance of folk-song’s modality to English composers and
identify some analytical techniques and language that have been used to discuss the use of modality
in other English and European art-music composers. In chapter 3.2, a selection of Holst’s
instrumental and vocal works will be examined which demonstrate the development of modal
techniques that can specifically be associated with folk-song. The analytical discussion will begin
with Holst’s first known folk-song arrangement Folk Songs from Somerset (1906) and its later
manifestation as 4 Somerset Rhapsody (1907). The former displays Holst compositional approach

when working closely with Cecil Sharp and the latter demonstrates the use of Wagnerian
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chromaticism in conjunction with modality. Following these early works, the discussion turns to a
group of suites in which Holst either uses or clearly emulates folk-song in his melodic writing, the
First Suite in Eb (composed 1911), Second Suite in F (composed 1911) and St Paul’s Suite
(composed 1912). These pieces show a strictly diatonic modal harmonic language including
rotational harmony and bimodality. Holst’s vocal compositions involving or influenced by folk-
song will be considered through Op.34 and Op36b (1916), written while Holst was living in
Thaxted. Op.34 are a set of original part-songs written alongside Op.36b, a set of part-song settings
of folk-song. By viewing the two side-by-side it is possible to draw comparisons between Holst’s
use of modality when working with found melodies and original melodies. The discussion briefly
returns to the later Moorside Suite (1928) which will be used to demonstrate the folk-song redolent
musical language that Holst occasionally drew upon in his later years. The experimental Terzetto
(1925) is analysed to show how the techniques Holst develops in his earlier suites, associated with
a diatonic harmonic language, are extended to the point of chromatic saturation, dispelling the
notion that the influence of folk-song only served to libertate Holst from chromatic writing. Finally,
the Seven Part-songs set to words by Robert Bridges are examined to identify how the lessons
Holst learnt both from folk-song and the experimental modality of the Terzetto are utilized in
Holst’s mature modal style. Chapter 3.2 concludes with a summary of the findings and an example
of how this mature modal style is seen in works such as the Lyric Movement (1933). Consciously
omitted from chapter 3.2 is an analysis of modal harmony in The Planets (1916) as they have
already been the subject of much research, including an examination of their modal structures by
Lisa Isted.!! This is discussed in chapter 3.3 which engages with academic discourse around the
displacement of 19'"-century harmony in the composer’s work, the specific modal techniques Holst

utilized and the role of modal ambiguity in his composition.

1 1isa Isted, ‘Modal Structures in European Art Music (1870-1939)’, (unpublished doctoral thesis, University
of Bristol, 1993).
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Chapter 4.1 explores the notion that Holst’s use of folk-song could be considered nationalistic.
The concept of cultural nationalism will be discussed along with its importance to the English
Musical Renaissance. Works for military band, school children, and the brass band movement will
be identified and contextualised as potential “target groups” for cultural nationalism, and the overt
use or emulation of folk-song in the First Suite in Eb, Second Suite in F, St Paul’s Suite and
Moorside Suite (1928) will be viewed from this perspective. Chapter 4.2 looks at how “the folk”
operate as a national exotic in A Somerset Rhapsody. Through a comparison with the Beni Mora
Suite (1908), this chapter studies the representation of “the folk” to London audiences as a cultural
other and suggests that part of folk-song’s appeal to Holst was its utility in expressing varying
notions of national or imperial identity to different audiences and performers. The Beni Mora Suite
was chosen as a case study because it is the most overt example of exoticism in Holst’s repertoire,
and thus served as the clearest model for Holst’s compositional techniques when representing a
cultural other. 4 Somerset Rhapsody was selected as the clearest example of Holst romanticising

the folk and constructing a narrative that plays on cultural tropes.

The overall hypothesis of this thesis is that folk-song did play a significant role in Holst’s
compositional development but that influence is more nuanced than current scholarship would
suggest. There are certainly attributes of Holst’s music, particularly in relation to the development
of a modal musical language that can be traced back to his interactions and experiments with
English folk-song. Holst’s mature modal language progresses beyond what can be audibly
attributed to the medium, suggesting that the modality of folk-song was a departure point and
framework for musical experimentation but not a destination that Holst was trying to reach.
Ideologically, there are certainly a group of compositions that could be considered to display a vein
of socialising nationalism, in that their purpose was to engage audiences and performers in a shared
culture which they could interact with. However, there are also instances where folk-song is used
to create a romanticised image of rural England that “others” the source culture. These appeal to
metropolitan audiences in a similar manner to spectacles that draw from source cultures in North
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Africa and the Far East. Ultimately, this suggests that folk-song’s ideological value to Holst was in
its utility as a variable signifier of identity which could be presented through different musical

constructs to appeal to socially distinct audiences.



Chapter 2 - Historical and Academic Context

2.1 - Immediate Historical Context

2.1.1 - The “English Musical Renaissance”

“The English Musical Renaissance” is a term retrospectively ascribed to the developments
in English music making spanning from the 1880s to the mid-20th century. It does not refer to a
specified school or style of composition but encompasses all the individuals that were connected
with the musical establishment (from composers and performers through critics and administrators)
in the loosely defined time period mentioned above. Broadly speaking, the English Musical
Renaissance can be understood as a conscious effort to improve the working musical culture of
England, through the provision of a greater number of high standard concerts, the foundation of
educational institutions to compete with the European conservatoires, and a general raising of
awareness in relation to English music-making. It is an umbrella term, which first and foremost
describes a concerted effort to improve the quality of English musical life. During this period, there
are clear instances of overt cultural nationalism within the more general revival of interest in

English musical heritage and folk-song. Indeed, in 1920 Holst wrote to Vaughan Williams:

We are laying a sure foundation of our national art. We are entering into our

national musical heritage.'?

However, the English Musical Renaissance as a whole initially grew from a desire for
home-grown musical excellence. A diverse array of individuals were encompassed within it and
contributed their music and ideas to form the cultural life of England at the time. It becomes clear

after even a cursory reading of the material on the subject that there was no single consensus as to

12 Ursula Vaughan Williams and Imogen Holst, Heirs and Rebels; Letters Written to Each Other and
Occasional Writings on Music, by Ralph Vaughan Williams and Gustav Holst (London: Oxford University
Press, 1959) p. 56.
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what direction to take English music in, or what an English style of composition would look like,

or even if that was a desirable end to work toward.

Unfortunately, attempts to construct a cohesive narrative within this milieu have often
resulted in an oversimplification of the musical styles and motivations of the composers operating
within it, such as Frank Howes’s The English Musical Renaissance,'® Michael Trend’s The Music
Makers,"* and Stradling and Hughes’s The English Musical Renaissance. Holst is invariably
grouped with Vaughan Williams as part of a subset of English composers that are discussed in
terms of national music, modality and pastoralism. In these discussions, Holst has been portrayed
as insignificant when compared with Vaughan Williams, with only one great work, The Planets to
his name.'® To the contrary, while the two were close friends they led very different lives and were
distinct in compositional style and technical methods. From the literature that attempts to cover the
English Musical Renaissance as a whole, one can get a sense of the diversity of the period.
However, these texts fail to deliver depth; they lack a nuanced understanding of the composers as

individuals, demanding further academic attention.

Before examining the current state of specific academic research on Holst, I will briefly
give my view of Holst’s place in the developments in English musical life of his time. Hubert Parry
and Charles Villiers Stanford are generally considered the initial leaders in publicly advocating for
improvements to English musical institutions.'® Parry and Stanford were prominent in the initiation
of the renaissance, from composition and teaching, to the practical necessity of administration
within the emerging Royal College of Music. While neither Stanford nor Parry achieved the same

level of Holst’s international recognition, both were integral to the development of the young

13 Frank Howes, The English Musical Renaissance, (London: Secker & Warburg, 1966)

14 Michael Trend, The Music Makers: the English Musical Renaissance from Elgar to Britten (London:
Weidenfeld & Nicholson, 1985).

15" Stradling and Hughes, p.60.

16 Trend, p. 17; Howes, p. 20; Ernest Walker, (Revised by Westrup, J.A.), 4 History of Music in England 3™ Ed,
(Oxford at the Clarendon Press, 1952) p. 300; Charles Villiers Stanford, Pages from an Unwritten Diary
(Miami: Hard Press Publishing, 2014) p. 207-208.
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composer’s initial technical musical ability.'” Stanford in particular has been put forward by Howes
as teaching almost all of the composers that grew into the new English school.'® In this narrative,
Stanford and Parry functioned as the initial architects of the English Musical Renaissance. There
were of course many other emerging composers, including the pupils of Frederick Corder at the
Royal Academy of Music—Arnold Bax, Granville Bantock or Joseph Holbrooke, who were also

prominent in English musical life at the time.

Standing slightly independent of his fellow English composers, the first giant of
contemporary English music was Edward Elgar, who succeeded in gaining international
recognition. Both symphonies, the Enigma Variations and the Dream of Geronitus achieved critical
acclaim on the continent.'” Elgar’s music is openly influenced by the Germanic style and although
in his generation he was the poster-boy of English music and highly characteristic for an English
composer, to an extent he fell out of vogue in the years following the First World War. It is
interesting to read a review of a concert in 1923 that featured both The Hymn of Jesus by Holst and

The Dream of Gerontius by Elgar.

When in their recent performance of the ‘Hymn of Jesus,” the Royal Choral
Society reached the words “To you who knock, a door am I: to you who fare, the
way,” two ladies next to me took the hint and departed. It may have been the call
of tea-cup, but I suspect Mr. Holst’s harmonies. He is altogether too ruthless for
comfortable minds; and his work is full of that disquiet which every new
revelation arouses in some degree. At the same concert the ‘Dream of Gerontius’
gave me in places a sense of discomfort very different in kind. Its idea of Heaven
as a mixture of harps and doubtful metaphysics makes one want to “look the other
way.”...Elgar is carried away by his superabundant emotions; Holst is austere.
But his austerity does not lead him into dullness or aridity. It produces a certain
harshness of texture and crudity of rhythm, which are anything but weak. When,
as sometimes happens, they develop into defects, they are the faults of an
excessive strength. Indeed, I think that this austerity, and the uneasiness which it
arouses in the hearer, are the most convincing proof of Holst’s real modernity. He

17 Short, Gustav Holst, pp. 20-36.

18 Howes, p.26.

19 Diana McVeagh, ‘Elgar, Sir Edward’, Grove Music, 2017
<http://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000008709> [accessed 12 September 2017].
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is no pasticheur ransacking the East for picturesque effects or harking back to
plain-song because it is “so quaint.” In spite of its mediaeval flavour and its
fanatic ecstasy, the ‘Hymn of Jesus’ is a true reflection of the modern point of
view. Its very angularity and harshness are the composer’s reaction to the
unsettlement and disharmony and even the hysteria of our times, just as Elgar’s
music often betrays the slightly dissatisfied self-complacency of Edwardian
England, its hearty appetite for praise and pleasure disturbed now and again by a
vaguely uncomfortable feeling in the pit of the stomach.?’

This article is interesting in that it captures the idea of transition, of the Edwardian Elgar
falling out of touch and the modernist Holst reaching into a yet uncomfortable new mode of
expression. Holst and Vaughan Williams are often described as ‘heirs and rebels’.>! Holst and
Vaughan Williams were heirs of a musical institution and tradition stemming from their teachers
Stanford and Parry, and their predecessor Elgar. They were part of the first generation to benefit
from the new institutions of musical education and the cadre of excellent professional musicians
and performance ensembles that these institutions produced. They inherited a revived interest in
English composition that enabled their works to be performed and recorded in greater number and
to larger audiences than they would otherwise have seen. In addition, although Holst and Vaughan
Williams have become associated with the Folk-Song Revival, it was actually Stanford, Parry, and
MacKenzie who paved the way by drawing on the folk-songs of Ireland, England, and Scotland in
their music and spearheading the foundation and administration of the Folk-Song Society, which
played crucial roles in the younger men’s compositional development. The two were rebels from
their forebears in their new compositional voice—their modernity as described in the article above.
Vaughan Williams more so than Holst has been described as Stanford and Parry’s inheritor at the
head of English composition, but both composers became key components in the narrative of
English composition, to the extent of being heralded as the ‘revolutionaries who asserted English

independence’**. How much of this is a fair portrayal of events is up for debate—it certainly makes

20 Dyneley Hussey, ‘Two Modern Composers’, Saturday Review of Politics, Literature, Science and Art, 135
(1923), 217-18 (p. 217).

2 Jeffrey P. Green, Samuel Coleridge-Taylor: a Musical Life (London: Pickering & Chatto, 2011) p. 145.

22 Howes, pp. 24-25.
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for a convenient narrative, but it implies a clear sense of nationalist intention and purpose that
seems overplayed. Earlier in their compositional journeys in 1903, Holst displays none of the surety

or clarity of purpose that is seen in his 1920 letter when writing to Vaughan Williams:

I think we are “all right” in a mild sort of way. But then mildness is the very devil.

So something must happen and we must make it happen.*

It is clear in the letters these two friends wrote to one another that initially, they were
looking for any inspiration that would allow them to nurture the creative flame and assert
themselves compositionally. In this sense, nationalism could be a means rather than an end in itself;
an identifying trait to establish a clear distinction between the two composers and their teachers.
Whether or not nationalism remained simply a means of inspiration or became something more,
records of their lectures and the evidence of some of their compositions show that during certain
periods of their lives, both men were actively striving for nationalism in their musical idioms. It is
hard at this distance to separate how much of this perceived identity is due to the composer’s work
or their portrayal in literature. Frank Howes, an English musicologist writing in the 1960s was
strongly influenced by the literary ideology of the English Musical Renaissance, as is clear in the

following excerpt from The English Musical Renaissance:

The next generation, of which the chief figures are Holst and Vaughan Williams,
made the decisive break with continental training, returned to our native idiom
and re-established English Music as an independent member of the European
family and no longer a poor relation.**

Within the English musical institution, the pair certainly were, and arguably still are,
celebrated heroes. However, the narrative of the plucky English rebels, spinning compositions from

rolling hills, singing larks and quaint pubs, redolent with folk-songs and real English ale is

2 Vaughan Williams and Holst, Heirs and Rebels, p. 56.
24 Howes, p. 22.
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somewhat overdone. In the case of Holst in particular, certain compositions have become so
popular that the complexities of a full compositional life, bursting with myriad global influences

have been drowned out by the refrain of ‘I vow to thee my country’.

Most of the claims this thesis engages with will be discussed in detail, but before going any

further, there is a recurring fallacy that needs to be addressed. Holst was not a folk-song collector,
at least not in the same way as Vaughan Williams—he did not publish collections of folk-song.

Descriptions of the two composers walking out together into the English countryside to collect
folk-songs are unfounded. The closest anecdote to Holst collecting songs is in Imogen Holst’s
biography in relation to the Welsh folk-song Holst set in his final collection of folk-song based

part-songs.

Mrs. Herbert Jones came from Gregynog to Hammersmith and sang songs to him

in Welsh. And he liked the tunes so much that he immediately began setting them

to Steuart Wilson’s free translations.?

One could take this to mean that Holst collected the tunes and set them to existing English
translations. The account is contradicted in Michael Short’s text where he says that Holst simply

obtained copies of the Welsh words and their melodies and sought translations from Steuart

Wilson.?

There are several possible reasons why Holst did not engage in folk-song collection. Firstly,
Holst had crippling arthritis in his hands. This led him to sometimes wear a special pen nib on his
finger tip when he could not hold a pen. At the worst times he required assistance in transcription
from his pupils. It is one of the reasons associated with his use of ostinato and repeated figures. It
is not feasible that he would have been able to transcribe folk-songs in the manner of the collectors.

Secondly, we must consider the financial resources as Holst’s disposal. Unlike Vaughan Williams,

% Holst, Gustav Holst, p. 154.
26 Short, Gustav Holst, p. 294
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Holst did not come from money and through most of his prime held numerous teaching posts. This

meant his only time for composition was during the school holidays. He did not have the luxury of
many of the folk-song collectors in this regard—he could not spend extended periods walking

through the countryside collecting songs. Lastly, folk-song may not have been as personally
important to Holst as Vaughan Williams; Holst was not involved in the running of the English Folk
Dance and Song Society (EFDSS) and he did not lecture or write about folk-song to the same extent
as Vaughan Williams. During roughly the same time period that Vaughan Williams was collecting

folk-song, 1903-1913,?” Holst was working hard on his Sanskrit translations and settings.”®

Having briefly contextualized Holst in his immediate historical context, chapter 2.1.2 will
turn to academic research that focuses specifically on the composer. The recurring ideas within
Holst scholarship that this thesis aims to address will be identified along with the individuals whose

research has had a large impact on the direction of this thesis.

2.1.2 - Overview of Current Holst Scholarship

When considering the current body of Holst scholarship, the single most influential
contributor is his daughter, Imogen Holst. Along with numerous books and articles she wrote on
her father’s life and composition, Imogen Holst was also (of her own volition) responsible for
promoting her father’s music after his death. It could be convincingly argued that the academic and
public interest we now have in Holst’s works and life are due to this initial push on the part of his
daughter. Imogen Holst’s work gives us the first narrative of the composer’s life; contextualizing
many of his compositions and proposing our initial understanding of his musical development,

most notably from the early influence of Wagner toward modal harmony and austerity. This

27 Ryan Ross, ““There, in the Fastness of Rural England”: Vaughan Williams, Folk Song and George Borrow’s
“Lavengro™ The Musical Times 156, 1933 (2015), 43-56 (p.45).
28 Raymond Head, ‘Holst and India (1) ‘Maya’ to ‘Sita,” Tempo, (1986), 2-7; ‘Holst and India (I1)’, Tempo,
(1987), 27-36; ‘Holst and India (III)’, Tempo, (1988), 35-40.
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account has been passionately contested,” but it still remains the starting point for most research
into Gustav Holst. Christopher Grogan’s biography of Imogen Holst is helpful in understanding
her perspective of both her father and English music. He writes about Imogen as a powerful force
in English music across several decades in an article titled ‘Daughter of the Renaissance’.*® Two
main themes arise from Grogan’s biography that are pertinent to this study: Imogen Holst clearly
had a difficult relationship with her father and she was heavily involved with English folk-song
and dance through teaching, performance, composition, and administration within the English Folk
Dance and Song Society (EFDSS). Bearing in mind her own musical interests and career, there is
a risk that Imogen Holst overplays the influence of folk-song and the importance of national
identity in her father’s work. In chapter 2.1 I discussed how Imogen Holst’s work and the
subsequent research that builds upon her account, tends to reflect generalized sentiments and
ambiguities in relation to the influence of folk-song. While this thesis questions that account, it is
important to recognise the need to engage with the most comprehensive source of Holst scholarship

to date.

Other predominant accounts that interact with Holst’s life and composition as a whole
include Michael Short’s Gustav Holst: The Man and His Music.*' This text relies heavily on the
account given by Imogen Holst and Holst pupil Edmund Rubbra. Biographically it is more

32 it rounds out our

comprehensive, and when read with Alan Gibbs’s Holst Among Friends,
understanding of the composer’s life. However, on the subject of folk-song it adds little beyond the
image presented by Imogen Holst. A.E.F. Dickson’s Holst’s Music,>* edited for publication by Alan
Gibbs, engages a great deal with the technical aspects of Holst’s composition. The book is filled

with musical examples and Dickinson’s analysis. He takes an interesting approach by grouping his

2 Christopher M. Scheer, ‘Fin-De-Siécle Britain: Imperialism and Wagner in the Music of Gustav Holst’,
(unpublished doctoral thesis, The University of Michigan, 2007).

30 Christopher Grogan, ‘Daughter of the Renaissance’, The Guardian (Guardian News and Media, 2007)
<https://www.theguardian.com/music/2007/oct/17/classicalmusicandopera> [accessed 12 September 2018].
31 Short, Gustav Holst.

32 Alan Gibbs, Holst Among Friends (London: Thames, 2000).

33 Dickinson, Holst’s Music.
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analysis together by performance forces rather than chronologically. This approach is very helpful;
Holst’s composition is highly diverse and by condensing like-works into distinct sections one can
have a more meaningful discussion of technical similarities and differences. Unfortunately,
Dickinson deigns to engage in a serious discussion of those compositions that most clearly display
the influence of folk-song. Instead, in a section titled ‘Miscellaneous Works’, Dickinson suggests
that these compositions do not demonstrate Holst’s original voice, dismissively attributing their

compositional style to their “amateur associations”.*

Holst’s life has also been the subject of several documentaries, which offer varying levels
of helpful information. The first in-depth documentary that can still be accessed is an interview
conducted by Michael Short of Imogen Holst, intercut with excerpts of the composer’s music. It is
an excellent introduction to the composer but offers little beyond what can be found in the
biographies written by the two. The most recent documentary on the composer was by Tony
Palmer, who writes about his purpose and process in another Guardian article titled ‘The Inner

Orbit of Gustav Holst’.

It was 40 years ago, while filming Benjamin Britten, that I first thought of making
a film about Gustav Holst. 1 had noticed a photograph of the young Holst in
Britten’s music room, and asked him why. He told me, “I owe him more than I
can tell you.” Which was odd, because you almost never heard the name of Holst
mentioned among the pantheon of the 20th century’s great composers.*’

Palmer engages with socialism, imperialism, and orientalism in the telling of Holst’s story
and tries to round out the image of Holst put forward by his daughter. However, the account comes
across as very subjective and since it is biographical in focus, it offers little in terms of further

musical understanding of the composer’s work. Beyond these general studies, there are several

academic pieces that focus on a specific aspect of Holst’s work, which can offer the reader greater

34 Dickinson, Holst’s Music, p.158.
35 Tony Palmer, ‘The Inner Orbit of Gustav Holst’, The Guardian (Guardian News and Media, 2011)
<https://www.theguardian.com/music/201 1/apr/2 1/gustav-holst-tony-palmer> [accessed 12 September 2018].
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insight into Holst’s interactions with the performance forces he worked with, the technical

developments in his musical language, and questions of style in his compositions.

Doctoral theses on Holst have sometimes focused on a particular subset of the composer’s
work, such as ‘The Choral Works of Gustav Holst’ (1940) by Max T. Krone,*® ‘Gustav Holst: The
Works for Military Band’ (1980) by Jon C. Mitchell,*’ or ‘The Operas of Gustav Holst” (2006) by
Natalie Artemas-Polak.’® These works trace the development of style within a subset of Holst’s
work, with the intention of identifying compositional traits. Mitchell draws on Krone’s research
and cross-examines his own discoveries in works for military band, with Krone’s “identifiers” in
Holst’s choral music to find points of intersection. Mitchell reduces his list of thirty-two identifiable
characteristics to seven points he finds in common with Krone and Rubbra:

3. The use of medieval modes in melody, often stressing the seventh degree of the

scale.

7. Use of recitative revolving around a central pivot point.

10. Use of fourths and fifths in melodic construction.

11. Use of fundamental harmonies based on triads.

15. Use of bitonality.

17. Use of a “walking” bass line, often moving in whole steps, half steps, or

diatonically.
27. Use of linear and contrapuntal harmonies.*’

Mitchell’s list is helpful in differentiating Holst’s compositional technique from that of
other composers in the military band medium. His comparison with Krone’s list starts to give a
sense of practices Holst might have employed across his works as a whole, giving a starting point

for a discussion of style. However, the focus on purely musical attributes of a subset of Holst’s

36 Max T. Krone, ‘The Choral Works of Gustav Holst’, (unpublished doctoral thesis, Northwestern University,
1940).

37 Jon C. Mitchell, ‘Gustav Holst: The Works for Military Band’, (unpublished doctoral thesis, University of
[linois, 1980).

38 Artemas-Polak, ‘The Operas’.

3 Mitchell, p. 259.
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works does not give the reader a sense of context for these techniques across Holst’s composition

as a whole and does not account for the external influences that led to their development.

An alternative approach in Holst scholarship (used in this thesis) is to trace an external
influence or set of influences in the composer’s work. In Fin-de-Siecle Britain: Imperialism and
Wagner in the Music of Gustav Holst (2007), Christopher Scheer examines the effect of Holst’s
childhood in Cheltenham on the formation of the composer’s world-view. Cheltenham was home
to a large population of retired military who had served in the colonies, introducing Holst at a young
age to an imperial identity. Contrasting with this would have been representations of the East he
was exposed to through the Theosophy of his step mother; this explicitly elevates historical aspects
of Eastern philosophy and language whilst implicitly criticising contemporary Eastern culture. The
second part of Scheer’s thesis challenges both the notion that folk-song banished the influence of
Wagner from Holst’s composition and that Wagner was a detrimental influence on Holst. The merit
of this approach is that it directly challenges a series of ideas put forward by Imogen Holst, that
have become enshrined as fact in a lot of Holst scholarship through the weight of repetition. It is
the intent of this thesis to similarly trace a specific influence through Holst’s compositions and

examine some stated “truths” about the influence of folk-song.

Other academics who have engaged with targeted avenues of Holst’s compositions include
Raymond Head, who has written on several aspects of Holst’s composition, in particular on the
influence of India.*® While focused on a different stimulus to this thesis, is a useful model for
exploring the East in Holst work. In his new text, English Pastoral Music: From Arcadia to Utopia
1900-1955,*" Eric Saylor challenges misunderstandings and misconceptions of what English
pastoralism actually is, and his discussion of 4 Somerset Rhapsody and Egdon Heath provide a

nuanced understanding of the development in Holst’s representation of the English landscape over

40 Head, ‘Holst and India’ I, II and II1.
4! Eric Saylor, English Pastoral Music: from Arcadia to Utopia, 1900-1955 (Urbana: University of [llinois
Press, 2017).
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the course of several decades.** Saylor does not delve into an extended discussion of folk-song,
and as such examines some of the same works as this thesis through a different lens, giving a
different reading of the pieces and showing a separate avenue of development in the composer’s
work. Saylor’s work highlights the merits of further study into Holst, who cannot be effectively

represented through a single narrative or in relation to any one particular influence.

Of great importance to this thesis is an article by Martin Graebe, ‘Gustav Holst, “Songs of
the West”, and the English Folk Song Movement’** in which he extensively examines Holst’s very
first orchestral folk-song arrangements, Songs of the West and Folk Songs from Somerset the latter
of which was later revised into 4 Somerset Rhapsody. The article looks closely at the performance
context of the work, the conditions under which it was written, and the reception at the time. It is
helpful in understanding the relationship between Cecil Sharp and Holst and the evidence of the
collector in Holst’s compositional approach. The approach provides a useful backdrop to a
discussion of 4 Somerset Rhapsody, highlighting the distinction between Holst’s own composition
and his efforts as an agent of Sharp. At the time Graebe wrote the article, the score of Folk Songs
from Somerset was lost, and Graebe himself found the forgotten score of Songs of the West while
researching Sabine Baring-Gould in the British Library. In July 2017, the lost score of Folk Songs
from Somerset was discovered in New Zealand in the library of the Bay of Plenty Symphonia. It
was authenticated by Bronya Dean, a musicology Ph.D. student and violist in the orchestra.** Dean
kindly advocated for my access to the score and the Folk Songs from Somerset will be discussed in

relation to the context established by Graebe and their later manifestation in A Somerset Rhapsody.

In terms of literature from Holst’s own pen, of most importance to this study have been a

set of correspondence between Holst and his friends Vaughan Williams and Whittaker

42 Saylor, p. 135-144.
43 Graebe, 5-41.
44 Bronya Dean has subsequently been awarded her Doctorate in musicology by the University of Southampton.
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respectively,* and a lecture titled ‘The Mystic, the Philistine and the Artist’.*¢ Whittaker and
Vaughan Williams were two of Holst’s closest friends, keenest advocates of his composition, and
fellow lovers of folk-song. Unsurprisingly, many of the works and ideas discussed in this thesis are
mentioned in these sets of letters. It must be said that again, the editors of these editions are Imogen
Holst and Michael Short, along with Ursula Vaughan Williams. Imogen Holst and Michael Short
retained control over most of the initial presentation of Holst after his death, and one could argue
that their selection of letters could also be used to overplay the influence of folk-song in Holst’s
work. For the purposes of this study, the clarity of Holst’s numerous writings on the subject in his

own hand is most welcome, but the potential for editorial bias is taken into consideration.

In regard to Holst’s lectures, ‘The Mystic, the Philistine and the Artist” is useful in
providing the researcher with Holst’s ideals on the purpose of the composer. Tellingly, he does not
extol the virtues of folk-song or national music at all and to the contrary suggests the role of the
artist is to bring a transcendental experience to their audience. He suggests this extends beyond

national, geographical, or temporal boundaries.

In music the Modernist Philistine is he for whom music began with Beethoven’s
Ninth Symphony, or Wagner’s Tristan, or Strauss’s Don Juan, or Debussy’s
Nocturnes. It is quite immaterial which; the point is that he looks at music as
something that began at some definite date. The Classical Philistine on the other
hand is he for whom music ended with the death of Handel, or the death of
Beethoven, or the death of Brahms, or the death of any other composer—in short,
one for whom music ended at a definite date. I see absolutely nothing to choose
between these two types. They are both imbued with the true Philistine spirit. We
all should know that the essentials in Art are eternal, and beneath the surface one
feels the essentials in a beautiful piece of music of the 16th century just as much
as in one of the 20th century.*’

45 Vaughan Williams and Holst, Heirs and Rebels; Michael Short, Gustav Holst, Letters to W.G. Whittaker
(Glasgow: University of Glasgow Press, 1974).

46 Holst, Gustav Holst, pp. 210-220.

47 Holst, Gustav Holst, p. 195.
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Holst goes on to describe the purpose of art as communication and uses the metaphor of a
philistine (as one who adheres to conventional boundaries), the mystic (as one who can see past
conventional boundaries but cannot cross them), and the artist (as one who creates the

transcendental) as a means of exploring the role of the composer as he sees it.**

The purpose of the
artist in this metaphor implies a conception of music that goes beyond establishing a national
identity or composing in a “modern voice”. Holst’s stated perception of the role of the artists raises
questions about the categorization of Holst’s works as “austere” or inaccessible; it appears he felt
his role was to try to transcend boundaries of communication and enter into communion with his
performers and audiences through music. This lecture goes some way towards explaining what
many see as the eclecticism in Holst’s compositional style. Based on this excerpt it seems it would

go against the transcendental nature of the composer’s purpose to confine himself to a particular

geographical and temporal location, which leads me back to the question of folk-song.

Folk-song has been so strongly associated with the ideology of pastoralism, and nationalism
in early 20™-century England that its utility to Holst beyond those purposes is rarely discussed. It
is my intention to determine the use of folk-song as a tool in developing harmonic ideas, melodic

and rhythmic techniques for the English language, and a variable signifier of identity.

8 These are all Holst’s interpretations of the terms: philistine, mystic and artist.
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2.2 - The Folk-Song Revival

The purpose of this section is to lay the contextual foundation for the ensuing discussion
around folk-song, musical language and identity formation. While much of this does not centre on
Holst himself it explores the individuals and events that created the conditions in which he
composed his folk-song based and influenced works. I will outline the historical perspective,
starting with early examples of folk-song collecting in Britain through to the formation of the Folk-
Song Society. The central tenets of cultural evolution and communal authorship will be explained
as part of the rationale for the early 20™-century efforts to reintroduce folk-song into society. The
individuals who were central to the revival will be discussed and the main points of contention
between their approaches described with a focus on how this could have shaped Holst’s perception

of folk-song. Finally, the current academic debate is reviewed.
2.2.1 - Etymology of “Folk”

Before discussing the Folk-Song Revival, it is worth going over the etymology of the
English word “folk™ as found in the Oxford English Dictionary Online. The modern English word
folk comes from the Old English folc, meaning common people, men, tribe, or multitude. The Old
English folc came from Proto-Germanic fulka, which may have originally referred to a host of
warriors; derived from the Old Norse folk meaning people, but with connotations of army, the
German gefolge meaning host, and the Lithuanian pulkas meaning crowd.*” In England, folk
became colloquialized in the sense of ‘people’ in the early 19™ century. The word ‘folk’ re-entered

academic English through folklore in 1846 by the antiquarian William J. Thomas:

4 “Folk’, Oxford English Dictionary [online] <http://www.oed.com/view/Entry/72542%redirectedFrom=folk&>
[accessed 13 September 2018].
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What we in England designate as Popular Antiquities, or Popular Literature

(though it would be most aptly described by a good Saxon compound, folk-lore,

— the “lore” of the People).*°

The following compound formations came through the next century: ‘folk-song’ (1847);
‘folk-tale’ (1891); ‘folk-medicine’ (1898); ‘folk-hero’ (1899); ‘folk-art’ (1921). Folk-song was one
of the earliest compound uses of the term folk, first used in 1843 according to Merriam-Webster
Online,’! and 1847 according to the Oxford English Dictionary Online.’> However, the origins of
song collection and an interest in traditional or rural music predate the term by some time, for
example in Playford’s The English Dancing Master, first published in 1651.% In Turkey the word
halk conveys common heritage or communal ownership of “the people” and was an important
concept to the Turkish national identity between the 1840s and 1920s;>* German volk holds the
same meaning and was a particularly important concept for Hitler.” This highlights that for many
centuries, across a broad range of societies, there has been a need to define a cultural subset
characterised by their commonality in such a way as to historically convey strength, communal
authority, or cultural authenticity. By the time we reach the formation of the English Folk-Song
Society in 1898, the term was used to refer to a very specific cultural subset, defined by their rurality

and associations with peasantry.

The fact that something seen as innately common (not necessarily meant pejoratively)
became the practical focus of national revivals of art-music in England and across the continent in

the 20th century, is an ideological conundrum. It begs the question, what is the purpose of art-

30 “Folklore’, Oxford English Dictionary [online] <http://www.oed.com/view/Entry/72546> [accessed 13
September 2018].

5L “Folk Song’, Merriam-Webster [online] <https://www.merriam-webster.com/dictionary/folk song> [accessed
13 September 2018].

52 ‘Folk-Song’, Oxford English Dictionary [online] <http://www.oed.com/view/Entry/72553> [accessed 13
September 2018].

53 Joann W. Kealiinohomoku, ‘Folk Dance’, Encyclopeedia Britannica (Encyclopadia Britannica, inc., 2017)
<https://www.britannica.com/art/folk-dance#ref993461> [accessed 13 September 2018].

54 K. Stanek, ‘The Meaning of Halk in Turkish Language and Culture’, The World of the Orient, 1 (2014), 76—
88.

55 Alan Bullock, Baron Bullock, and John Lukacs, ‘Adolf Hitler’, Encyclopcedia Britannica [online]
<https://www.britannica.com/biography/Adolf-Hitler/Rise-to-power#ref249686> [accessed 13 September
2018].
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music? If it is to elevate the human condition beyond its base expression, then turning to folk-song,
or common-song, for influence seems to fly in the face of progress. Alternatively, if one believes
that the purpose of art-music is to create a transcendental bond between the members of a
community, then by the revivalist’s very own rationale, the communal product of folk-song surely
already does that job better than a construct by an individual trying to artificially capitalise on what
is already intrinsic to the existing product. One answer could be the idea that art-music needs to
refresh itself occasionally or periodically at the wellspring of “the folk” in order to remain
connected to its roots. Another idea would be that the conditions for the culture that had produced
folk-song were disappearing, and that collectors, arrangers and art-music composers using folk-

songs in their works were necessary to preserve the music that was being lost.>

2.2.2 - Early Folk-Song Collecting

Song collecting in England began with the first English printing press, set up in 1476 by
William Caxton.”” Around 1495 Wynken de Worde, his successor, published the first English
broadsides, a set of ballads written about Robin Hood; these first broadsides were printed as text
only, without music notation.”® Broadsides became the most numerous publications from the
London press and were especially important to the common people.’® The government became
concerned about the amount of popular literature in circulation, which could become subversive.*
A law was passed that all broadsides needed to be registered at Stationer’s Hall, though it appears

numerous ballads were still printed without registration.’ From those that were registered at

56 Comparisons with the preservation of the natural world are probably helpful in this context; A Somerset
Rhapsody could be considered analogous to an enclosure for endangered species — a fabricated landscape
serving as a replacement home for a cultural artefact that can no longer exist in-situ. Also like an enclosure,
these exhibits are kept at arms-length from the spectators, intended to be observed rather than interacted with.

57 ‘William Caxton’, Encyclopeedia Britannica [online], 2014 <https://www.britannica.com/biography/William-
Caxton> [accessed 13 September 2018].

8 Michael Pollard, Discovering English Folksong, (Shire Publications Ltd, 1982) p. 13.

% Hyder E. Rollins, ‘The Black-Letter Broadside Ballad’, Pmla, 34 (1919), 258-339 (p. 258).

0 Adam Fox, ‘Ballads, Libels and Popular Ridicule In Jacobean England’, Past and Present, 145 (1994), 47-83
(pp. 74-82); Evelyn K. Wells, ‘Playford Tunes and Broadside Ballads’, Journal of the English Folk Dance and
Song Society, 3 (1937), 81-92 (p. 84-85).

61 Rollins, p. 281.
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Stationer’s Company in London, we have a record that more than three thousand titles were printed

between 1557 and 1709.9

Early ballad pedlars assumed in their customers a knowledge of popular British songs and
these tunes were recycled over numerous ballad texts. Instead of notating the tunes, most Ballad
sheets would simply reference the melody the text should be sung to and if the customer did not
know the reference, then the pedlar would sing it until memorised.® It is through the broadside
collections of individuals during the 16" and 17" century that we are able to trace many of the folk-
songs that were collected in the 19™ and 20™ centuries by the Folk-Song Society. The broadside
printing of folk-songs is in direct opposition to the argument for the strictly oral transmission of
folk-song.** The re-discovery, collection, and publication of aspects of popular society in England
occurs as early as 1651 with John Playford’s, The English Dancing Master, shown below in Figure

1.

62 David Atkinson, ‘Folk Songs in Print and Tradition’, Folk Music Journal, 8 (2004), 456-83 (p.456); Wells, p.
85.

63 James Revell Carr, ‘‘An Harmlesse Dittie’: Ballad Music and Its Sources’, UCSB English Broadside Ballad
Archive, 2007 <http://ebba.english.ucsb.edu/page/ballad-music-sources> [accessed 13 September 2018].

6 Atkinson, p. 457.
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Figure I - John Playford’s The English Dancing Master (1st Ed) Title Page.

The English Dancing Malter :

Plaine and cafie Rules for the Dancing of Country Dances, with the Tune to cach Dance,

L ONDON,

Printed by Themas Harper, and are to be fold by Jobn Playford, athis Shop in the Inner
“Temple neere the Church doore, 1651,

As the title page describes, the book features instructions for country dances including the
tunes.®> Keith Whitlock argues that the publication of country dances in this instance is likely
nothing to do with an interest in folk-song or antiquity but rather in supporting Stuart court practice
during the years of the Civil War.%® However, the reference to “country” dances indicates that the
rurality of the publication was intended as a selling point, and the countryside was already seen as
a place for leisure pursuits by the gentry at this time.®” Whether or not the publication is an accurate
representation of peasant culture is irrelevant to the fact it was used to market the product.
Arguably, it shows the commodification of the alleged rural and peasant culture of England for

capital gain in an urban market as early as 1651. It appears that during this period, folk-song was

85 After the publication of Playford’s English Dancing Master in the later 17th century, English country dances
became fashionable in France and were developed into the contredanse, a popular dance often found in suites.
The contredanse in turn became the contra dance in North America, referring to a number of partnered folk-
dances.

66 Keith Whitlock, ‘John Playford’s The English Dancing Master 1650/51 as Cultural Politics> Folk Music
Journal, Vol. 7, No. 5 (1999) 548 — 578 (pp. 548).

7 Wells, p. 82.
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also an inspiration for art-music composers, as discussed by Evelyn Wells in ‘Playford Tunes and

Broadside Ballads’:

As the Country dance added sophistication to its folk characteristics, its tunes
acquired other elements, which we must now analyse. At the end of the sixteenth
century the folk-tunes of the Country dance became the inspiration for composers
upon that recently developed instrument, the virginals. With their insistent
rhythms, their freshness, and their unstereotyped vigour, they opened a new world
to the composers who were growing restive under the restrictions of a long
tradition of scholarly music... Folk-music was, then, the entering wedge of a new
style of composition. With its swing and rhythm, its melodic richness and variety,
and its human warmth and freshness, it helped to displace the academic
restrictions of the polyphonic school. From now on, the songs and dances that
were written drew from this source of inspiration. Many of the Playford tunes are
of folk origin; many are composed for instruments; some are composed song-
tunes adapted to the dance. The Dancing Master gathers up the inherited strength
of the old tunes, the added inspiration of new media to work in, the skill and
creative energy of a lively musical age, and the consciousness of new possibilities
for music. Without such a background, the tunes would never have been such
effective vehicles for the broadside ballads, and the broadsides themselves would
have fallen far short of their place in the popular life of the seventeenth century.®®

Scotland in particular was also important to the creation of the romantic imagery of the
wild and untamed rural Britain in the minds of the middle and upper-class society of the urban
centres. Published collections of traditional songs from Scotland date as early as 1662, with Songs
and Fancies: to Thre, Foure, or Five Partes, both At for Voices and Viols printed by publisher John
Forbes,” with references to Scottish country dances found as far back as 1548.7° The growth of
interest in Scotland and Scottish folk-lore through the eighteenth century was likely in part due to
the Act of Union in 1707; the merging of England and Scotland as a political unit fostered an
English interest in the new part of the nation. The romantic imagery of Scotland was compounded

in the poems of James MacPherson, which were purportedly collected and translated from ancient

sources, orally transmitted by Gaelic speakers. The character of Ossian is the narrator and

8 Wells, pp. 83-84.

% Charles Sanford Terry, ‘John Forbes’s ‘Songs and Fancies,”” The Musical Quarterly, 22 (1936), 402-19 (p.
402).

70 Wells, p. 83.
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protagonist in MacPherson’s poems, and the international success they achieved highly
romanticised Scotland, attributing the image of the ‘noble savage’ to the Celtic tradition.”" There
was controversy at the time over the origins of the tales, as “Oisin” is a warrior of the Fianna in the
Fenian Cycle of Irish mythology and some of the poems bear a resemblance to those Irish myths.
Many critics argue that the works were not collected at all and simply written by MacPherson; for
an extended discussion on Ossian and the Celtic revival, see Thomas Curley’s Samuel Johnson,
The Ossian Fraud, and the Celtic Revival in Great Britain and Ireland, in which he writes ‘Ossian
is the most successful literary falsehood in modern history.”’* Irrespective, MacPherson’s work
helped dramatically romanticise Scotland from both a national and international perspective and
Scottish folk-song continued to be published in abundance throughout the 17" and 18" century.”
The authenticity of MacPherson’s publications may be highly questionable but they prove the case
for the commercial value of “folk” culture. It is clear that the idea of consumable folk-culture was
appealing to urban society at this time and even more so shows that a strong narrative was more

important than authenticity in engaging period audiences.

In tandem with the increased interest in Scottish folk-song was a rise in antiquarianism.
Between 1586 and 1607 a College (or Society) of Antiquaries met in London with a shared interest

in debating and discussing antiquity.”* The society was closed due to the disapproval of James I

"l The term ‘noble savage’ was first used in English in 1672 in The Conquest of Granada by John Dryden in
relation to a Christian Prince masquerading as a Spanish Muslim.

2 Thomas M. Curley, Samuel Johnson, the Ossian Fraud, and the Celtic Revival in Great Britain and Ireland
(Cambridge: Cambridge University Press, 2009).

73 Other 18"-century Scottish collections include: Thomas D’Ufrey, Pills to Purge Melancholy (London, 1698 -
1720); William Thompson, Orpheus Caledonius, or A Collection of the Best Scotch Songs (London, ca. 1725,
rev. 1733); A. Stuart, Musick for Allan Ramsay’s Collection of Scotch Songs (Edinburgh, ca. 1726); Robert
Bremmer, Thirty Songs for a Voice and Harpsichord (Edinburgh, 1757), James Oswald, 4 Collection of the Best
Old Scotch and English Songs set for the Voice (London, ca. 1761-2); N. Stewart, A Collection of Scots Songs
(Edinburgh, ca. 1762); John Pinkerton, Scottish Tragic Ballads (London, 1781); James Johnson/Robert Burns,
The Scots Musical Museum (Edinburgh 1781 — 1803); Domenico Corri, A New and Complete Collection of the
Most Favourite Scots Songs (Edinburgh, 1788); William Napier, 4 Selection of the Most Favourite Scots-Songs
(London 1790 — 94); William Willson, Twelve Original Scotch Songs for the Voice and Harpsichord with an
Accompaniment for the Violin or Flute (London, 1792); Pietro Urbani, 4 Selection of Scots Songs (Edinburgh,
1792 — ca. 1794); George Thomson, A Select Collection of Original Scotish Airs for the Voice (London 1793);
Joseph Ritson, 4 Collection of Scottish Songs, with the airs (London, 1794).

" >Society of Antiquaries’, Oxford Dictionary of National Biography [online],
http://www.oxforddnb.com/view/article/72906/72906?back=,206 [accessed 28 February, 2013].
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but in 1751 the Society of Antiquaries of London was formally founded and charged by Royal
Charter with ‘the encouragement, advancement and furtherance of the study and knowledge of the
antiquities and history of this and other countries’.” Over the following century, many other
antiquarian societies were founded,’® alongside a rising interest with antiquity in the upper and
middle classes, manifesting itself primarily in the study of ruins and the collection of artefacts.
Antiquarian practice, in particular the formation of societies dedicated to collecting categorising
and preserving ancient artefacts, predates and directly influences the formation of the Folk-Lore
Society (1878),”” thus in turn influencing the foundation of the Folk-Song Society. There is much
crossover between the individuals involved with the collection and publication of folk-song
material and antiquarian societies. For example, many members of the Percy Society, who
published rare poems and songs including traditional ballads and folklore material, were also
antiquarians.’® In fact, the English word folklore was first used by William Thorns, an English
antiquarian, in the London Journal The Athenaeum in 1846.”° While antiquarian societies had
existed in one form or another since the late 16™ century, it is not until the dramatic changes in
English social stratification from a predominantly rural to urban population, that the notion of “the
folk” and the need to collect and revive folk-culture comes into being. It is perhaps worth drawing
one last parallel between the antiquarian societies and the Folk-Song Society. In both instances,
preservation of cultural material was the mandate of the societies, and in both instances, they are

viewed by modern critics to have in some way damaged or misrepresented their respective source

75 “History of the Society,” The History of The Society of Antiquaries<https://www .sal.org.uk/about-us/our-
history/> [accessed 20 March 2018].

76 Society of Antiquaries of Scotland (1780); American Antiquarian Society (1812); Society of Antiquaries of
Newcastle upon Tyne (1813); Société des Antiquaires de France (1813); Kongelige Nordiske Oldskriftselskab
[Royal Society of Northern Antiquaries] (1825); Cambridge Antiquarian Society (1840); Kilkenny
Archaeological Society (1849), became the Royal Historical and Archaeological Association of Ireland (1869),
became the Royal Society of Antiquaries of Ireland (1890); Gesamtverein der Deutschen Geschichts und
Altertumsvereine (1852); Bradford Historical and Antiquarian Society (1878); Halifax Antiquarian Society
(1901).

7 < About - The Folklore Society’, Folklore | The Folklore Society <https://folklore-society.com/about/>
[accessed 13 April 2017].

8 The legacy of the Percy Society after its collapse in 1852, was the formation of the Ballad Society in 1868,
who were formed to do similar work, but with a specific focus on reprinting folk-songs.

7 Robert A. Georges and Michael Owen Jones, Folkloristics: An Introduction (Indiana University Press,
1995).
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material. Typically, this approach is through an overly romantic view of the past; while
Romanticism as a literary and more broadly cultural movement was predominantly a matter of the
late 18™ and very early 19™ centuries, romantic attitudes toward folk-culture (in line with the Ossian
phenomenon) were a trait symptomatic of Victorian England as a response to the increasing
urbanisation and industrialisation of Britain. This period is when we see the height of

antiquarianism and the beginnings of the Folk-Song Revival movement.*

The main ideological link between antiquarianism and folk-song collecting is the idea of
preserving and cataloguing English cultural artefacts that would otherwise be lost. In this regard,
the folk-song society is a direct result of antiquarian thinking. What sets the study of folk-culture
aside from the study of antiquities is the nature of the artefacts. Antiquarian study is centred on
physical objects, manuscripts, and sites. Almost by definition, the objects of interest are antique
and are no longer part of a living culture. Antiquarians do not need to interact with living vessels
of the culture they are studying, as a result they do not have the same ethical considerations. Their
artefacts are also tangible and remain static for future consideration. Conversely,
collectors/researchers of folk-culture are studying an existing culture and extrapolating from it an
ancient culture. As the culture they are studying must still be in existence for them to collect the
songs, there are clearly ethical considerations. In addition, much of folk-culture is intangible until
it is transcribed, so the collectors must be accurate in their transcription in order to have a viable
artefact to analyse. In the case of folk-song, characterised by ornamentation and natural variation,
it is impossible to completely convey a musical performance in written form, particularly in the
standard form of notation used by the collectors. The manuscripts of the collectors can only ever
be an approximate record of the artefacts and culture they are observing. A transcribed folk-song
is an image of an artefact removed from context. It is not the artefact itself, but rather a

representation of that artefact as seen through the lens of the collector. This transcription represents

8 Philippa Levine, The Amateur and the Professional: Antiquarians, Historians and Archaeologists in Victorian
England 1838-1886, (Cambridge University Press, 1986).
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the largest difference between antiquarianism and folk-song collection; the facility to revisit source
material in light of new information or research techniques. The transcribed folk-song will always
contain the original transcribers bias and human error within itself where as a tangible object, while
out of context, still possesses an autonomous physicality to reassess. Interestingly, while there was
clearly an understanding of the need to create tangible records of intangible artefacts across Europe
in the early 20" century, it took until 2003 for UNESCO to publish a treaty recognising and

establishing provisions for safeguarding intangible cultural heritage.®'

2.2.3 - Formation of the Folk-Song Society

Through the 19™ century there were increasing numbers of English collectors taking an
interest in folk-song,®” but a concerted effort to transcribe folk-songs en masse by an organized
body of collectors did not occur until the late 19 century, with the formation of the Folk-Song
Society (although, a particularly important collector of this period was the Rev. John Broadwood
who would inspire his niece, Lucy Broadwood, to collect folk-songs and ultimately co-found the
Folk-Song Society).®® In the late 19" century the people who would pioneer the Folk-Song Revival
were already working individually on collections and articles relating to folk-song; noteworthy
figures were Lucy Broadwood, Frank Kidson, Kate Lee and John Alexander Fuller Maitland.

During the 19" century there were precedents for the Folk-Song Society in the Folk-Lore Society

81¢Text of the Convention for the Safeguarding of the Intangible Cultural Heritage’, Intangible Cultural
Heritage Website, 2003 <https://ich.unesco.org/en/convention?raw_uri=/fr/convention> [accessed 13 September
2018].
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Ballads[...] and an appendix containing the Airs of several of the Ballads (London, 1827); William Sandy,
Christmas Carols Ancient and Modern (London, 1833); William Chappell: National English Airs (London,
1838); Early Naval Ballads of England (Vol. 2, published by the Percy Society, London, 1840); John
Broadwood, Old English Songs as now sung by the Peasantry of the Weald of Surrey and Sussex (London
1843); Robert Bell, Scottish Traditional Versions of Ancient Ballads/Ancient Poems, Ballads and Songs (Vol.
17, published by the Percy Society, London, 1846); Popular Songs, Illustrative of the French Invasions of
Ireland (Vol. 21, published by the Percy Society, London, 1847); William Chappell, The Ballad Literature and
Popular Music of the Olden Time (Vol.1 & 2., London, 1855-1859); Ballads and Songs of the Peasantry
(published by the Percy Society, London, 1866); Lucy Broadwood, Sussex Songs (London, 1889); Sabine
Baring-Gould, Songs of the West (London 1889-1892; rev. 1891-1895 & 1905).
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and the Irish Literary Society; several of the individuals who first met to found the Folk-Song
Society were already members of these societies. C. J. Bearman presents evidence suggesting that
it was Kate Lee who was the impetus for the society’s foundation. However, he also asserts that
the ‘initiative for the societies foundation certainly came from the Irish Literary Society, of which
Graves was Secretary’.®* Alfred Perceval Graves was heavily involved in the Irish Literary Society
from its inception and a prominent member of the society.®> Though Scotland and Ireland shared
very different political relationships with England, both functioned as part of the Celtic fringe.
There seems to have been a great awareness of Irish folk-song at this time and in part this could be
due to the prevalence of Irish folk-culture in asserting a national identity in the face of colonial
control.®® In addition, it is worth noting that Stanford, Holst’s teacher at the Royal College, was a
huge advocate for Irish music, both as an arranger and composer. Parry, MacKenzie and Stanford
were all advocates for their nation’s folk-songs and indeed were three of the four joint vice-
presidents of the Folk-Song Society when it was originally formed, along with Sir John Stainer.®’
However, Stanford in particular worked extensively with Irish folk-song, publishing roughly two-
hundred and fifty arrangements of Irish melodies, of which one-hundred and thirty were set to
words by A. P. Graves.®® Along with these, Stanford also arranged The National Song Book: A
Complete Collection of the Folk-Songs, Carols, and Rounds Suggested By the Board of Education
published in 1905, Holst’s “discovery” year. Beyond his arrangements, Stanford wrote six Irish
rhapsodies between 1902-1922, providing a clear example for both Holst and Vaughan Williams

to draw from in their folk-song rhapsodies. Stanford actually worked far more with folk-song, albeit

8 C. J. Bearman, ‘Kate Lee and the Foundation of the Folk-Song Society’, Folk Music Journal, Vol. 7, No. 5
(1999) 627 — 643 (pp. 633).
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111-26.
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Irish, than Holst ever did. Perhaps compounded by Stanford’s work, Holst and many of the other
English composers would have been raised under the popular fallacy that folk-songs were “all either

bad or Irish’.** Sir Robert Ensor, writing in 1936 says:

Before [Rev. S. Baring-Gould] it had been widely assumed that (save perhaps on
the Scottish Border) the English people, unlike the Germans, Scots, Welsh, and
Irish, had no folk-songs worth mentioning.”

Graves stated that the idea for a folk-song society was his idea, due to his time spent
collecting Irish folk-songs and his involvement with the Irish Literary Society. He felt the idea had

been hijacked by Kate Lee and the other collectors.

I had been a private collector of folk-song, almost entirely Irish, until the year
1898, when my residence in London... brought me into contact with other folk-
song collectors, even more ardent than myself. I was then the first to suggest the
formation, not of an English Folk-Song Society, but of one which would embrace
the folk-song of the British Islands in the first instance, and eventually deal with
folk-music of all countries.”!

Although the Irish Literary Society was less focused on antiquity and more in line with the
Irish Literary Revival, the basic premise as a society to honour Irish culture may well have inspired
Graves, as Secretary, to think of applying the mandate to English culture. The fact that
disagreements and power politics marked the foundation of the society was perhaps prophetic. C.

J. Bearman discusses the conditions under which the society was formed and presents the internal

challenges the society initially faced:

[Graves], Boulton, and Stanford were representatives of a substantial group
among the founders belonging to an older tradition of reliance on printed music,
viewing folk music as raw material to be shaped, provided, if necessary, with new
words, and presented in accordance with the prevailing public taste. Kate Lee,
with Lucy Broadwood, Frank Kidson, and Fuller Maitland, represented, with

% David Manning, Vaughan Williams on Music, (New York, Oxford University Press, 2007) p. 269.
% R. C. K. Ensor, England 1870 — 1914, (Oxford, Clarendon Press, 1936) p. 544.
! Bearman, ‘Kate Lee’, p. 633.
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varying degrees of enthusiasm, the new generation of field collectors, determined

to present accurately the music they took down ‘from the mouths of the people’.*>

It appears from the outset there were differences of opinion regarding the treatment of folk-
song material and the role of such a society in preserving folk-song. Ultimately, Broadwood,
Kidson, Lee and Maitland emerged as the leaders of Folk-Song Society. There is an ongoing debate
in contemporary scholarship regarding the extent to which the early collections of the Folk-Song
Society are bowdlerized, misrepresentative and altered for ideological or commercial purposes, and
Cecil Sharp is a figure that excites high passions in either support or condemnation of his work.”
However, it seems in the minds of these collectors, at least at the outset, they were attempting to
preserve the integrity of the folk-songs to their fullest extent. The reason folk-song was seen as
nationally expressive, and therefore worthy of saving, was largely due to its status as a product of
cultural evolution. The change in the society’s approach under Cecil Sharp will be discussed later

in2.2.5.

2.2.4 - Cultural Evolution and Communal Authorship

The theory of cultural evolution was originally conceived by Johann Gottfried Herder, who
proposed that where groups of people are isolated from the main body of society, their society will
remain in a more primitive or earlier stage of social/cultural development.®* This theory predates

Darwinian ideas and is more closely linked to Enlightenment historiography, which liked to tell
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stories of the gradual progress of humanity from its ‘primitive’ origins. In the 18™ century the idea
of cultural evolution was a radical alternative to older historiographic templates of the fall from
(God’s) grace or the rise and fall of civilisations; these progress narratives emphasised the ability
of humans to elevate themselves by using their rational minds to gain control over nature and
themselves. However, this thinking leads to the division of humanity into more and less evolved
groups of people. When this division is seen between societies, it results in the idea of ‘primitive
cultures’ and the racism that was an inherent feature of this historical narrative. This development
was the rationalising force behind the rise of colonialism and empire-building in the 18th century.

The concept of “the folk”, however, comes from a perception of division within society.

Many collectors of folk-songs and folk-lore held that folk-culture was the remnant of an
earlier stage in social development. Folk-songs were seen as “cultural survivors” of an earlier point
in social history that could still be found in communities isolated from the cosmopolitan influences
of urban centres and literature. Folk-songs were purported to retain the true national characteristic
of English society before the corrupting influences of capitalism and foreign cultures could dictate
aesthetic trends.”® This idea represents a romantic reversal of the typical Enlightenment perspective,

reintroducing the older template of the fall from grace.”®

Part of folk-song’s status as a national artefact was due to the idea that it was the product of
communal authorship. It was widely thought that the process of oral transmission across
generations of illiterate singers would lead, through the selection of natural variations, to the
transferal of authorship from the individual to the community. The widespread awareness of
Darwinism in European society may have helped people to view culture in evolutionary terms.’’

Carl Engel was a German musicologist and collector of musical instruments who settled in

% Richard Sykes, ‘The Evolution of Englishness in the English Folksong Revival, 1890 — 1914°, Folk Music
Journal, Vol. 6, No. 4 (1993), 446-490 (p. 473).
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Kensington, London in 1850, and the quote below comes from his An Introduction to the Study of
National Music (1866), published seven years after Darwin’s On the Origin of Species and just

eight years before Holst’s birth.

It may be considered as one of the distinctive characteristics of national tunes that
their composers are but seldom known...the people collectively may not
improperly be considered as the actual composer of its national tunes. A short
melody extemporized in a moment of extraordinary emotion, by someone
musically gifted, is, if impressive, soon taken up by others, further diffused, and
traditionally preserved. In the course of time it generally undergoes some
remarkable modifications; it, so to say, undergoes a process of composition, until
it has attained those conditions which insure it a general favourable acceptance
by the nation to whom it appertains.”®

This view of folk-song as a distilled national product was part of the reason it was exalted
above the popular songs of the music hall enjoyed by much of the working class at the time. The
urban working class were likely seen as more of a political threat to the metropolitan elite than the
rural peasantry, which is perhaps part of the reason why only the culture of the rural working class
was held up as the embodiment of a true national spirit. Certainly, the distinction between what
was seen as the music of the urban working class and the rural working class is clearly expressed

in Sir Hubert Parry’s inaugural address as Vice President of the Folk-Song Society in 1898:

If one thinks of the outer circumference of our terribly overgrown towns, where the
jerry-builder holds sway; where one sees all around the tawdriness of sham
jewellery and shoddy clothes, pawnshops and flaming-gin palaces... people who,
for the most part, have false ideals, or none at all — who are always struggling for
existence, who think that the commonest rowdyism is the highest expression of
human emotion; it is for them that the modern popular music is made, and it is made
with a commercial intention out of snippets of musical slang. And this product it is
which will drive out folk-music if we do no save it... old folk-music is among the
purest products of the human mind. It grew in the hearts of the people before they
devoted themselves so assiduously to the making of quick returns.”’

%8 Carl Engel, An Introduction to the Study of National Music (1866) pp.12-13.
% Hubert Parry, ‘Inaugural Address’, Journal of the Folk-Song Society, Vol. 1, No. 1 (1899) pp. 1-2.
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Parry suggests that not only does salvation for English music lie in folk-song, but through
the values embodied in folk-music they could draw upon a cultural standard to reverse the
degenerating moral state of the working class. Unspoken but implicit is a desire to restore the social
conditions that accompany the return to a pre-existing culture.'” Parry argues the value of folk-
music from a different perspective to Herder and Engel. Parry argues for the preservation of folk-
song to be used as a tool for societal reform from the top down. For Herder and for the German
situation, the musical practices of the many small courts in the country were a crucial part of art-
music life. In Britain—and especially London—art-music life was much more commercial and had
been since the mid-18™ century but was still focused on a small layer of society (the 1% of modern
parlance). Herder and Engel both argue that folk-song is a truer reflection of national values than
high-brow art-music aimed at the social elite. In essence suggesting that culture should stem from
the bottom upwards. The impetus placed on folk-song reflects the different places, times, and
perspectives the commentators come from. Parry seems to fixate on a sense of moral and cultural
bankruptcy among the masses that the introduction of folk-song can rectify. Herder and Engel seem
to suggest that by engaging with folk-song a deeper national communion can be achieved by all
levels of society. Whilst it is perfectly believable that Parry may well be exaggerating his
sentiments for better emotive effect in his inaugural address, it also speaks to the perceived state of
English musical culture by his audience and the way in which the urban working class were viewed
by the senior figures in the English musical establishment. In fact, the music hall was frequented
by individuals from all walks of English life, and thus Parry’s focus on the lower classes in his

speech (quoted above) is rather telling.

Since the early 18™ century, England had imported much of its art-music from the
continent; any basis for national music would therefore have to be found outside the sphere of art-
music, which had been heavily influenced by European culture. The perceived European basis of

art-music contributed to the rural “folk” being portrayed as the standard bearers for English musical

100 Boyes, pp. 26-27.
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nationalism. In addition, in order for the argument of cultural evolution and communal authorship
to be credible, the people from whom songs were collected had to be isolated from cosmopolitan
influence. The urban working class could not be further empowered; they were considered too
vulgar to be the foundation for a national idiom, and in any case were exposed to the invariably
multicultural influence of a large city. By viewing the rural working class as “the folk”, cultural
remnants of “Merrie England”, they could safely embody English nationalism. They became the
rationale for a revival of interest in not just the collection, but importantly the reintroduction of

“folk-music” into English society.'"!

For a folk-song to be considered a ‘cultural survivor’ and a product of communal
authorship, it needed to demonstrate its own antiquity and be a product of oral transmission;
essentially, this amounts to the author being unknown and the song not currently being in print
anywhere.'” The construct of the “folk” was necessary to justify the national importance placed in
these songs. The “folk” of the collector’s imagination (at least in the way that vision was
disseminated) became isolated, rural and illiterate, singing the intrinsically national songs and
following innately national rituals. As has been mentioned, there has been a backlash in scholarship
against this concept in recent years, which will be discussed in detail below. However, at the time
of the Folk-Song Revival and for many years after the concept of cultural evolution and communal
authorship propounded by the Folk-Song Society was largely accepted in academic and public

circles.

However, there is arguably a transferral of authorship from the community to the individual
through the act of transcription and publication. Folk-song collectors, with no compositional claim
to the songs, became creative owners of the tunes through the process of transcription and editing.

At this point, the publisher reaped the financial benefit and claimed legal ownership through

101 The internal dichotomy in the notion of introducing something as a national product has not been overlooked
and will be explored later in the thesis when we examine the ‘national exotic’.
102 These criteria would also serve to ensure the profits from the collected songs went to the publishers.
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copyright. Thus, the product of supposed communal authorship became commodified and resold
to the rest of the populace as a means of building an imagined national community. Ironically, these
printed collections removed the need for songs to be learnt aurally, not only halting the hallowed
process of communal authorship, but also removing the need for the rest of the populace to engage
with the folk in order to “share” their culture. Considering one of the arguments for the revival was
the symbolic unity of the populace through musical heritage, this approach might be considered

self-defeating.

By controlling the selection of folk-songs for publication, the collectors reinforced the
narrative of folk as emanating from a unified cultural source. Furthermore, the permission and
advice of the collectors was sometimes sought for the songs use in compositions, performance or
arrangement. There are cases of Holst seeking permission from collectors to set songs and asking
Sharp’s opinion regarding the best practice in the harmonic treatment of certain folk-songs.'®* The
requirement for permission gave collectors even greater authority in shaping the public perception

of folk-song.

2.2.5 - The Reintroduction of Folk-Song into Society

The Folk-Song Society, despite its enthusiasm and efforts in folk-song collecting, did not
have a clear goal to reintroduce folk-song into mainstream society until 1901, when two individuals
who were to have a major impact on folk-song collection (and on Holst) joined the society: Ralph

Vaughan Williams and Cecil Sharp.

Whilst Cecil Sharp was not the first collector to realise the potential of folk-song for social
and educational change, he was arguably the most fervent and opinionated of the individuals
involved with the society. The fruits of his personal collecting far outstripped any other collector

and the force and vigour of his opinions and actions in relation to folk-song collection changed the

103 Imogen Holst, ‘Gustav Holst’s Debt to Cecil Sharp’ Folk Music Journal 2 (1974): 403
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course of English musical history. Cecil Sharp was one of the most vocal proponents of the theory
of communal origin (discussed in chapter 2.2.4). Although he was a comparative late-comer to a
theory that had been in print since Engel’s An Introduction to the Study of National Music in 1866,
he is largely responsible for its institutionalisation, following the publication of Folksong: Some
Conclusions. In this text he sets out the aforementioned theory and discusses what he considered

the defining characteristics of English folk-song.'*

Sharp’s domineering and independent approach to introducing folk-song to the public did

not sit well with many of his peers. Lucy Broadwood wrote: ‘I wish rather that Mr. Sharp had been
an older folk-songist before bringing out this book—generalisations, exaggerations, loose

statements, hastily written, self-contradictory’.'% In addition, he received unfavourable reviews in
the Times by music critic J.A. Fuller Maitland and was scorned by influential critic Ernest Newman
for his idealization of folk-song, including his theory of racial characteristic in music.'°® However,
by the time these criticisms were made it was too late for the other revivalists to wrest control of
the movement back from Sharp. Some Conclusions was first published in 1907 and focused
predominantly on folk-song, but from 1905-1908 Sharp had started taking an additional interest in

Morris dancing.

Up to this point, Morris dancing had been largely presided over by Mary Neal, a suffragette
and advocate of social change who believed that folk-dance should be returned to the
disenfranchised working-classes. Neal had worked with a mission for “working girls” in London
from the 1888s and co-founded the Espérance Girl’s Club in 1895 with her friend and colleague
Emmeline Pethick.!”” In 1901, Herbert Macllwaine took over from Pethick as music director at the

club. In her autobiography Neal describes Macllwaine as:

104 Cecil J. Sharp, Folksong: Some Conclusions (London: Simpkins and Co Ltd./Novello and Co Ltd., 1907).
105 Boyes, p. 59.
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107 Roy Judge, ‘Mary Neal and the Espérance Morris’, Folk Music Journal, 5 (1989), 545-91 (pp. 547-548).
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‘...an Irishman with music in his bones and a way with him that won the heart
of the singing class and enabled him to do what he like with the singers in a
way that probably no professional teacher could ever have done.”1%8

This phrase is an important insight into Neal’s conception of the club and their work. She values
Macllwaine’s innate musicality and his ability to inspire and encourage the singers over his ability
to deliver “professional” instruction. Neal’s focus is on engagement and participation in the musical
endeavour rather than mastery or accuracy. In 1905, Neal arranged a meeting with Cecil Sharp after
Macllwaine read an interview with Cecil Sharp on the subject of folk-song and thought it might
make good material for the girls. Following this meeting it appears both Sharp and Neal were
equally enthused and over the next year the Espérance Girls gave several performances of folk-
dances with Sharp often delivery a lecture on the subject alongside.!” Roy Judge describes this

initial period of cooperation in ‘Mary Neal and the Espérance Morris’:

‘...the distinguishing features about the Esperance performance in April 1906
were that the songs and dances came so much more directly from their original
sources, and also that they were being presented positively as the direct and
transforming restoration of a lost heritage. The visions of Sharp, the musical
educationist, especially conscious of the origins of the material, coincided with
those of Mary Neal, the devoted club worker, particularly aware of what all
this seemed to promise for her girls. Both of them wanted to use these songs
and dances, not simply as a nostalgic entertainment, but as an instrument for
good.” !0

From 1906-1908 there was happy cooperation between the two, Sharp started collecting folk-
dance, Neal’s girls started giving instruction in folk-dance around the country and in 1907, Sharp
and Neal helped found a new society known as the Association for the Revival and Practice of Folk
Music. However, from 1908-1910 tensions started to arise between the two, stemming from

questions over who controlled the direction of the movement, who was the authority on the subject

108 Neal, Mary, As a Tale that is Told: The Autobiography of a Victorian Woman (Unpublished), p. 136.
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of folk-song and dance and whether or not what Mary Neal was espousing was an accurate enough

form of the folk-culture it was representing for Sharp’s purist approach to performance.

In Mary Neal’s autobiography on the title page of ‘Chapter 4 - The Revival of Folk-Song and
Dance’ are the lines, ‘Betwixt an ox and a silly poor ass, To call my true love to the dance’. On the
following page is the full text of ‘Tomorrow Shall Be My Dancing Day’ and Neal explains the
importance the text has for her in linking the sacred with dance in folk-culture.''" However, the
choice to quote the specific line seems to be a reference to the antagonism that developed between
her and Cecil Sharp; a product of stubbornness (the ‘0x”) and foolishness (the ‘silly poor ass’). In
her biography Neal also raises political differences between herself and Sharp around woman’s

suffrage as a deeper source of conflict between the two:

‘Mr. Sharp was violently opposed to the emancipation of women, I was in
favour of it and again I am now convinced that the controversy between us
was, at the bottom, of a much deeper significance that I had any idea of
then.’!12

Female emancipation aside, the contrast in their two conceptions of folk-dance can be reduced
to the following broad guiding principles. Cecil Sharp’s ideology was rooted in the idea of accuracy
of performance in the pursuit of preserving an authentic record and reproduction of folk-culture.
Mary Neal was focused more on the social enterprise—the endeavour of improving the existence
of the impoverished working-class through engagement in a shared artistic heritage, folk-dance.
Essentially one approach focuses on accuracy of representation and a high-quality standard of
performance while the other focuses on building an enthusiastic and joyful community in a
wholesome shared national culture. Tensions came to a head in 1909 and Sharp wrote to Neal,

accusing her of trying to:

11 Neal, p.133
12 Ibid., p. 168.
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‘...identify the movement with your club and to limit your staff of teachers to
the members of your club, to present to the public no higher artistic standard
of performance than that of which you and your club were capable...I have
now a staff of teachers at my command [who] in my opinion are far better
qualified to spread the Morris than are the members of your Club. I am very
sorry for Florrie and her fellow workers. I do not blame them. I blame you and
I blame you very bitterly for refusing to allow them to be properly directed
and controlled.”!!?

From 1909 to 1914 Sharp and Neal were running two ideologically oppositional folk-dance
movements in open competition. Their antagonistic views were heavily publicised at the time and
both schools held spheres of influence in communities across the country in a race for ultimate
control over the direction of the revival. The rancour between the two deepened to the point where
each was trying to discredit the other and it seems that slowly but surely, Sharp succeeded in
tarnishing Neal’s reputation while elevating his own to the point where, with the outbreak of war
in 1914, the Espérance Morris collapsed and Sharp was left in a position of control over the revival
of folk-song and dance in England.''* From this position Sharp effectively could dictate who the
“folk” were, what constituted true folk-song and dance, how to collect properly, which publications
(invariably his) the members of the societies should adhere to, and how folk-song and dance should
be performed and reintroduced into society. However, whilst ultimately Sharp won control of the
movement, for almost a decade Mary Neal was hugely influential in the folk-dance revival and her
ideas were widely shared and adopted, including by Holst’s friend the socialist vicar of Thaxted
Conrad Noel and his wife Miriam who set up a Morris in the Espérance style in Thaxted. The
intersections between Neal’s philosophies on folk-song, Noel’s approach to worship and Holst’s
work with folk-song in his compositions for amateur choirs and ensembles will be discussed in

chapter 4.1.1.

113 Sharp to Neal, 26 July 1909, Sharp Correspondence, Box 5, Folder A, VWML
114 Judge, pp. 563-574.

43



Sharp was an educationalist and held the view that it was not enough to simply collect folk-
song for cold storage, rather it should be reintroduced to the people for the enrichment of society,
particularly through the use of folk-song in education.'” Sharp publicly stated that for the
introduction of national song into the classroom to have a positive effect it must be the right sort of
song, i.e. a true folk-song.''® He became increasingly dogmatic in his views regarding the exclusive
use of folk-song in education: ‘In music I would bar all modern music and concentrate at first upon
British folk songs... It is too risky to give children modern stuff that has not been tested’.!'” Under
his leadership of the Folk-Song Revival movement, folk-song and dance became a part of the
curriculum under his suggestion and examination. This introduced both the need for a curriculum
and examiners, expanding the folk-song franchise. Sharp criticized the work of other collectors,
complaining about alterations to the text and a lack of modal harmony in Kidson and Moffat’s
collection of 1908, which, due largely to issues raised by Sharp, was never published.'"® A similar
issue occurred between Sharp and Balfour Gardiner, though in that instance a solution was found

through Holst.

Holst was close friends with Balfour Gardiner and indeed enjoyed financial support from his
friend in the form of a generous pension in Holst’s later years and in providing funds for the first
performance of The Planets. One of Holst’s first engagements with folk-song was helping Balfour
Gardiner arrange his Hampshire folk-songs at the request of Cecil Sharp. It appears Sharp was not
pleased with Balfour Gardiners setting of the folk-songs and wanted Holst to work with him to
bring them in-line with Sharp’s stylistic requirements for publication. This must have put Holst in
a challenging position with his friend, but clearly it did not stop them from working on the

arrangements together. This was an opportunity for Holst, at the beginning of his involvement with
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folk-song, to understand that there were alternative perspectives on folk-song to Sharp’s. In
addition, Balfour Gardiner was a member of the Frankfurt Group and a very close friend of Percy
Grainger. His relationship with Holst may also have been a conduit for Percy Grainger’s ideas on
folk-song, which will be discussed in relation to modality in chapter 3.1. The fact that Balfour
Gardiner was a fellow composer that Holst liked personally and greatly respected potentially
effected Holst’s view of Sharp, and although we certainly see the influence of Sharp in some of
Holst’s composition, in time he also was clearly not afraid to experiment with folk-song and its

influence.

2.2.6 - Changing Perceptions of Folk-Song Scholarship

During the period of the revival, the published views of the revivalists, in particular Cecil
Sharp, were a source of much contention within the academic community. A debate on the value
of folk-song between Sharp and three other individuals, published in The Musical Times in
December 1906 demonstrates that the emerging notions of folk-song and its importance in
establishing a national idiom were by no means clear or universally accepted at the time.''’
Commentators instead argued for English literature, continental musical models, and English
popular song more broadly as alternative sources to inform English composition. Much of what we
associate with the views and practices of the folk-song society actually comes from Cecil Sharp
after he gained control of the movement, but it does not necessarily represent the views of many of
the revival’s founders. This undercurrent of collectors distancing themselves from Sharp is
demonstrated clearly in two book reviews by Frank Kidson. The first was of Sharp’s Some
Conclusions and appeared in the January 1908 edition of The Musical Times."*® Kidson describes

Sharp as having a ‘zealous devotion to folk-song’ but seems to find many of his arguments

119 <A Folk-Song Discussion’, The Musical Times, 47 (1906), 806-9.
120 Frank Kidson, ‘English Folk-Song’, The Musical Times, 49 (1908), 23-24.
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simplistic. The contrasting review if of Lucy Broadwood’s English Traditional Songs and Carols,

in the November 1908 edition of the Musical Times, in which Kidson writes:

Miss Broadwood’s careful researches and ‘level-headed’ theories have kept her
from that wild domain of vague conjecture, random assertion, and romantic
untruth which is so apt to entrap the enthusiast.'?'

Although Sharp is not identified by name, it seems likely that a comparison is being drawn
between him and Miss Broadwood. Bearing in mind the apparent animosity toward Sharp within
the Folk-Song Society, it is surprising his name has become so synonymous with the revival of
English folk-song. Part of the reason for the association of the Folk-Song Revival with Sharp is
due to his role in building folk-song’s presence nationally—it was Sharp that really brought the Folk-

Song Revival from a fringe movement into a part of the public consciousness.

Views of Sharp and the role of folk-song become much more positive by the end of the
revival and in the initial decades after Sharps death. Writing in the Oxford History of Music series,

R. C. K. Ensor expresses the following views:

[The] chief musical events of the period are two — the rescue and recording of
English folk-song at the last moment before universal standardised education
would have obliterated it... a unique and precious heritage of the English People,
both in music and dance, was saved from extinction within the narrowest possible
margin of time. In the story of its rescue Sharp’s name leads all the rest, for his
wonderful energy and enthusiasm put him easily at the head of the achievement.
Had the work been done a century earlier, it might have contributed to English
literature as well as to music. But words corrupt more easily than tunes; and the
versions in which they survived, at that late stage in the dissolution of English

country life, were mostly of little interest save to ballad specialists.'*?

The language employed by Ensor is highly emotive. Sharp and his fellow collectors are

painted as heroes that saved a national treasure from certain extinction. In a publication as

12! Frank Kidson, ‘English Traditional Songs and Carols’, The Musical Times, 49 (1908), 716.
122 Ensor, pp. 544 — 545.
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prestigious as the Oxford History of Music, it is unlikely that an author could express such a
subjective view without greater empirical support unless it was the accepted academic standpoint
of the time, which leads one to draw the conclusion that much of the earlier debate regarding the
work of the revivalists and the merit of their work had by this point swung in favour of Sharp.
Coupled with the revival of the folk-songs themselves, Sharp’s efforts are now implicitly associated
with the compositional success of those artists who were influenced by the Folk-Song Revival,

including but not limited to Holst and Vaughan Williams; Ensor wrote that ‘the musical idiom of

all these young composers was influenced—in some cases greatly—by folk-song discoveries’.!?

However, since the 1970s there has accumulated a large body of research questioning the
assertions of the collectors, criticising their methods as unethical and their publications as
misrepresentative.'** Sykes identifies the two questions that need to be asked when discussing the
discrepancies between the early and modern scholars on the subject: is there information available
to these modern scholars which was not available to the early scholars? If not, then why were the
conclusions of the early scholars different to the later? Sykes suggests that ‘the different nature of
the earlier scholarship and the assumptions within which it was framed, may reveal more of the

central concerns of the scholars than of their subject matter’.!

The main criticisms of the Folk-Song Revival can be largely split into two categories:
criticisms of the revivalists’ collecting practices and criticisms of their ideology. The two are
linked, as many of the contentious collecting practices result from a desire to support the concept
of the “folk”™, the idea of communal authorship, and the cultural evolution theory. The main tenets

upon which these theories are upheld are the isolation of the folk, the illiteracy of the folk, and the

123 Ensor, pp. 545.

124 David Atkinson, Folk Songs in Print: Text and Tradition’, Folk Music Journal, 8 (2004), 456-83; Boyes, The
Imagined Village; Francmanis, National Music’; Vic Gammon, ‘Folk Song Collecting in Sussex and Surrey,
1843-1914°, History Workshop Journal, 10 (1980), 61-89; David Harker, One for the Money, Politics and
Popular Song (London: Hutchinson, 1980); Harker, ‘Cecil Sharp in Somerset’; Harker, ‘May Cecil Sharp Be
Praised?’; Harker, Fakesong; Derek Schofield, ‘Sowing the Seeds: Cecil Sharp and Charles Marson in Somerset
in 1903°, Folk Music Journal, 8 (2004), 484-512; Sykes, ‘The Evolution of Englishness’.

125 Sykes, p. 450.
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antiquity of the artefacts (signified by the modality of the folk-songs). These are issues that have
been discussed at length by other scholars (see footnote 124), so I will simply outline some of the

main arguments and points of reference here.

One of the fundamental criticisms of the theory of cultural evolution is that it was based
on the observation of rituals (dances, songs and folk-lore), and did not look necessarily at the
changing context or meaning given to rituals by the performers over time: what once may have
been functional or sacred mays, at a later stage, have become purely aesthetic. The survivalist theory
required the rituals to hold a static form. Deviations from what the collectors decided was the
original ritual were put down to ignorance or forgetfulness, as the process of oral tradition is
fragmentary in nature. Intentional modifications were labelled as degenerate accretions, for
example the inclusion of women in Morris dancing. Additions or alterations to songs that were
recognisably or self-confessed alterations of the singer, or of a recent singer, were discarded as
uncharacteristic or outside of the tradition. Not only is the above view in direct conflict with the
theory of communal authorship, it also means that the material published by the collectors was
filtered according to their perception of what folk-song should be, and therefore is not necessarily
representative of what folk-song was at the time. These issues are discussed extensively by

Georgina Boyes in The Imagined Village."*

The level of isolation experienced by the communities the collectors visited is also less than
might be imagined from the rhetoric of the Folk-Song Revivalists. During the 1840s, the patchwork
of small railways scattered around England were forged into a national network. The existence of
a national network linking country and city means that isolated pockets of rural life really more or
less disappeared prior to the formation of the folk-song society.'?” Also, the mass migration of

people from the country to the cities in the 1800s would have most likely carried a generation of

126 Boyes, The Imagined Village, pp. 11-12.
127 Harker, ‘Cecil Sharp in Somerset’, p. 227; Bearman, ‘Who were the folk?’, p. 765.
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folk-singers to the city with the majority of the population, although the singers Sharp collected

from were typically older in age and had been geographically static for their entire lives.'?®

Closely tied with the isolation of the folk was illiteracy and the belief that folk-song was
an oral tradition. The collectors held the position that the process of oral transmission and the
variations that would ensue imbued folk-song with its communal authorship and the resulting
national traits, free from the international influence of cosmopolitan London, or the commercialism
and urban denigration of other city centres around the country. To strengthen the idea of oral
tradition the Folk-Song Revivalists often gave credence to the idea that they were collecting from
the illiterate rural folk, and thus could be sure that what they collected was free from any influence
found in printed collections. Numerous academics have criticised the theory of English folk-song
as a strictly oral tradition. David Atkinson, for example, discusses in great detail the distribution of
Broadsides between the 16™ and 20" centuries as a key tool in the propagation of traditional songs,
as well as looking at the state of literacy in urban and rural communities to show the
misrepresentation by the collectors of the level of literacy displayed by the people they were
collecting from, who in many cases had equal or higher literacy rating than their urban
counterparts.'?’ The notion of the illiterate folk is also strongly disputed by Harker,"*® and even
Bearman, who often takes a more sympathetic stance toward Sharp, faults this aspect of his

rhetoric.!3!

A final criticism is levelled at the assertion of some collectors that the songs were innately
English, to the exclusion of continental influence, without any evidence to support it. It must be
said that the Folk-Song Society was not originally framed as a nationalistic society, operating as
the Folk-Song Society and resisting the addition of “English” or “British” to the beginning of the

name. This only changed when the society was subsumed into the English Folk Dance Society in

128 Bearman, ‘Who were the folk?’, p. 767.
129 Atkinson, pp. 456-483.

139 Harker, ‘Cecil Sharp in Somerset’, p. 226.
131 Bearman, ‘Who were the folk?’ p. 771.
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1932.13% It is however, clear in the rhetoric of Parry’s inaugural address and in the focus of the
collectors that, whether explicitly acknowledged or not, the society was expressly working towards
the preservation of English folk-song. It follows that the collectors must then have seen a distinction
between “English”, “British”, and perhaps more broadly “Celtic” folk-song. Carl Engel, writing in
1866, spoke of the perceptible influences of some nations on the popular or folk music of others,
due to immigration and various cultural exchanges.'** Kidson established the foreign providence

of Welsh tunes around the same time that Sharp brought out Some Conclusions and wrote:

It is only from those who are prepared to seek out facts and to draw logical

conclusions, without reference to national bias, that we can hope for anything like

a satisfactory account of a particular nation’s music.'**

Sharp, as the head of the revival, promoted the national character of English folk-songs
without sufficient research as to what differentiated English folk-music from other British and
European folk-song. Bearing in mind the shared Celtic roots of Wales, Cornwall and Breton, and
taking into consideration that cultural crossovers were being identified by Kidson, it seems that
Sharp was more interested in pursuing an ideological national identity than objectively cataloguing
the body of traditional songs to be found with an accurate investigation of their oft-shared cultural

origins.

One criticism of recent scholarship into Sharp and the early folk-song collectors is the
polarising manner in which the discussion is conducted. There is so much animosity apparent in
the work of commentators like Harker and Boyes that in places they misrepresent or overemphasise
the failures of the original collectors. David Harker has been famously critical of Cecil Sharp. He
asserts that Sharp bases his national conclusions on folk-song on too little evidence, as Sharp’s

sample of performers were predominantly from a two-hundred square mile area of Somerset.

132 Frederick Keel, ‘The Folk Song Society 1898-1948’, Journal of the English Folk Dance and Song Society, 5
(1948), 111-26 (p. 112).

133 Engel, National Music. p. 1.

134 Francmanis, p. 8.
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Harker accuses Sharp of distorting the perceptions of folk-song, asserting that he favoured songs
from small villages with modal melodies for ideological reasons.'**> C. J. Bearman has disputed
Harker’s work, arguing against Harker’s mockery of Sharp’s use of the term ‘peasant’. Bearman
suggests that it is the writings of A. Lloyd and Harker that attached a class value to folk-song rather
than Sharp, who Bearman argues attaches a cultural value to it. He points out that Sharp’s
contemporary critics do not present Sharp as misrepresenting the folk as the peasantry and argues
that going on the period definitions of a peasant as agricultural workers or rustic men from the

country, Sharp was quite entitled to define most of the people he collected from as peasants.'*®

Bearman also shows the inconsistency in Harker’s use of the terms “small town”, “small village”
and “large village”. Through a comparison of population based on contemporary census records,
Bearman demonstrates that Harker’s size designations do not reflect the actual populations of the
communities he is describing.'*” Harker’s research has been largely accepted within the academic
community, but Bearman argues convincingly that Harker displays a tendency to show statistics in

a misleading light to suits his own ends.'*

The Folk-Song Revival excites a great deal of passion in academic circles but it is also still
a source of much debate in the more general public domain today. The argument can be seen in
emotionally-charged online newspaper blogs and discussion forums. Whenever an event occurs to
incite discussion, such as the airing of a television program on folk-song or Cecil Sharp, people
often display surprising animosity toward one another based solely on their opinion of Cecil Sharp
and the early collectors.'* Whilst there is a great deal of debate regarding the collectors involved

with the Folk-Song Revival, it is important to note that whether or not they misrepresented or

135 Harker, ‘Cecil Sharp in Somerset’, p. 224.

136 Bearman, ‘Who were the folk?’ pp.758-759.

137 C. J. Bearman, ‘Cecil Sharp in Somerset: Some Reflections on the Work of David Harker’, Folklore, 113
(2002), 11-34 (p. 15).

138 Bearman, ‘Cecil Sharp in Somerset’, p. 16.

139 Trwin, Colin, ‘Folk’s Man of Mystery: Is Cecil Sharp a Folk Hero or Villain?’, The Guardian, 2011
<https://www.theguardian.com/music/201 1/mar/24/cecil-sharp-project-folk-hero-villain> [accessed 13
September 2018].
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bowdlerised folk-song in publication, they preserved the majority of songs in their field notes as
heard, and whatever study we can conduct on folk-song at the present, is as a result of these

collections.

Much of the criticism of the Folk-Song Revival discussed above is based on recent analysis
and comparisons of the collections and publications of the folk-song collectors of the period 1890-
1914. The social impact of the revival and the effect of the collections on public and academic
perception of folk-song can only be analysed retrospectively. In other words, while it is important
to current academic debate, much of the criticism now levelled at the revival would not have had

any impact on Holst’s views and dealings with the material.

Conspicuously absent from this chapter has been any real discussion of modality. Modality
and its influence on the harmonic practices of 20"-century composers is fundamentally entwined
with the interest in folk-song seen across Europe at this time. The relationship between folk-song
and modality is such a fundamental part of the thesis that chapter 3 will be dedicated to the subject.
Suffice to say, the modality of folk-song was significantly overplayed at the time for both
ideological and compositional reasons. Both the ethics and compositional merits have been a source
of much debate within the musical community from the time of the Folk-Song Revival through to

present day.

As this thesis will go on to explore, the emphasis the collectors put on modality and the
numerous song and dance festivals that came out of the movement were to have a large impact on
Holst’s compositional and personal life. Holst was obviously seen by those associated with the
revival as an advocate for folk-song and his composition as rooted in English folk-culture. In 1934

after Holst’s death, Frank Howes wrote:

Those who were first concerned to save and revive English folk-song hoped that
beside being loved for its own sake, in itself a sufficient reason for rescuing it, it
might also provide the soil in which English composition might take root and
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English composers once more after centuries of obscurity play their proper part
in the musical life of Europe. The authors of the English renascence, Sir
Alexander Mackenzie, Parry and Stanford, all three of whom were interested in
different ways in folk song, were still, it has since become clear, too much
indebted to German models and methods to secure autonomy for English music
at one bound. It has also become clear from the career of Elgar that folk-song is
not the only source from which a great composer may take his origin. But Holst’s
life and work proves the correctness of the faith held by the pioneers of our
movement that folk-music is a fertilizing agent of composition, and his
significance for music is the great part he played in making a clean break with the
German tradition of the nineteenth century. His is the music of our own land and

of our own time.'*°

The communal and at times even socialist connotations attached to the music would no doubt
have appealed to Holst’s political and personal sympathies. In particular, the enthusiasm of his life-
long friend Vaughan Williams may have been one of the primary reasons for his initial involvement
with the folk-song. However, contrary to the implications of Howes’s description, Holst did not

limit his musical inspirations or aspirations to folk-song and nationalism. Imogen Holst wrote in

The Music of Gustav Holst:

The language of folk-tunes was a guide to him, but it was not his own language,

and he could only apply its lesson if the mood and texture of his music demanded

the utmost economy.'*!

Holst explored any and all things which suggested music to him.'*? The purpose of chapter
3 and chapter 4 is to determine what “lessons” folk-song could offer Holst and in what situations

he chose to utilise those musical attributes.

140 Frank Howes, ‘Gustav Holst. September 21st, 1874-May 25th, 1934, Journal of the English Folk Dance and
Song Society, 1 (1934), 178-178.

141 Holst, The Music of Gustav Holst, p. 21.

192 Tbid,, p. 41.

53



Chapter 3 - Modal Musical Language

3.1 - Modality Context

I will focus my analytical investigation around modality in Holst’s works onto those pieces
that can reasonably be compared with folk-song, i.e. folk-song settings or those pieces evocative
of folk-song in metre, modality and style. Chapter 3.1 will briefly consider the immediate context
of both the period and the academic debate around modality and folk-song, in particular the over-
emphasis placed on modality in the categorisation of songs as “folk” by the folk-song society.
Finally, I will discuss the analytical techniques I will be using and how I plan to conduct my

investigation.

When discussing modes, the following shorthand will be used. The first letter will refer to

the tonic of the mode and the subscript letter(s) will denote the mode. For example:
C Ionian/Dorian/Phrygian/Lydian/Mixolydian/Aeolian/Locrian = Cy, p,p,Ly, M, A, Lc
D Ionian/Dorian/Phrygian/Lydian/Mixolydian/Aeolian/Locrian = Dy p,p, Ly, M, A, Lc
Etc...'®

3.1.1 — Modes

The term ‘mode’ has been used to refer to various musical structures throughout the history
of Western music. Before any discussion of the effect of modality or the theory of modal harmony
as employed by Holst, a brief history of modes and the immediate context of the usage of the term

as it appears in this thesis is necessary.

143 This shorthand is used in lan Bates, ‘Generalized Diatonic Modality and Ralph Vaughan Williams’
Compositional Practice’, (unpublished doctoral thesis, Yale University, 2008).
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Firstly, it is important to distinguish between modes as they appear in a linear history of
western art-music (from Gregorian chant through Renaissance polyphony to the 16™ and 17"
century where we see the initial movement towards major and minor) and the modern usage of the
word in the 20™ century (which can refer to a much broader range of musical systems, including
scalar and melodic items from folk-music, jazz and non-western music in addition to those found

in western art-music).

The Grove Online entry for ‘Modes’ covers the numerous different meanings ‘mode’ has
held in the Western art-music tradition, from rhythmic patterns, through intervals, to scales or
melody types.'* In mensural notation, ‘mode’ had two meanings: that of the proportional
durational relationship between brevis and longa; and as a reference to a number of fixed rhythmic
patterns of longae and breves. From the 9™ to the 17™ century, specific pitch intervals were
considered ‘modes’ in various writings of Guido of Arezzo through to Dowland. From the mid-
16" into the 17" century, polyphonic modality was a predominant feature of both music repertoire

and theory. During the 17" century the system of modes developed into theoretical systems of
major and minor keys—what has come to be known as harmonic tonality. Writing in 1903, English

musicologist A. J. Hipkins describes the difference between a scale and a mode:

Scale is used preferentially for a recognised succession of notes, but mode for

their characteristic measurement. No natural order is to be predicated for either.!*’

His article, ‘Dorian and Phrygian’ goes on to attribute the origins of particular modes to the
instrument design of different ancient cultures.'*® At each stage in the history of modality in western

art-music, there has been an emphasis on the classificatory role of modes and on their scalar and

144 Harold S. Powers, Frans Wiering, James Porter, James Cowdery, Richard Widdess, Ruth Davis,

‘Mode’, Grove Music, 2017
<http://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000043718> [accessed 18 September 2018].

145 A, J. Hipkins, ‘Dorian and Phrygian’, Sammelbdinde Der Internationalen Musikgesellschaft 4, 3 (1903): 371-
81. (p. 371).

146 Ibid., p. 371
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melodic properties. In addition, during the period between the mid-15" and 17" centuries, the
modes had a poetic function. Each mode was believed to have expressive properties as a musical
entity that had a profound effect on the human psyche. The extra-musical associations attached to
modes were an essential part of most modal systems during this period; it was a feature of modes
that Guido commented on his Micrologus, saying that there were different modes to suit different
mentalities. During the Renaissance, with the supporting evidence of classical sources, modal ethos
and the properties of different modes were of great interest with regard to the expressive setting of

texts.

The Grove article continues, with James Porter explaining that a 20"-century understanding
of the term mode is somewhat broader, for example in Winnington-Ingram’s Mode in Ancient
Greek Music (1936), the melodic and scalar aspects are summarised in a manner which
encompasses not only an understanding from a Western art-music perspective, but also
encompasses the new musicological notions of mode stemming from studies into music from
Africa, the Americas and Asia.'*” Porter summarises this comprehensive understanding of mode as

follows:

Taking the term in the modern, twofold sense, mode can be defined as either a
‘particularised scale’ or a ‘generalised tune’, or both, depending on the particular
musical and cultural context. If one thinks of scale and tune as representing the
poles of a continuum of melodic predetermination, then most of the area between
can be designated one way or another as being in the domain of mode. To attribute
mode to a music item implies some hierarchy of pitch relationships, or some
restriction on pitch successions; it is more than merely a scale. At the same time,
what can be called the mode of a musical item is never so restricted as what is
implied by referring to its ‘tune’; a mode is always at least a melody type or
melody model, never just a fixed melody.'*

147 Arthur Winnington-Ingram, Mode in Ancient Greek Music (Cambridge: Cambridge University Press, 1936),
pp.2-3.

148 James Porter, ‘Mode’, Grove Music, 2017
<http://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000043718> [accessed 18 September 2018].
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It is this understanding of mode that can be seen in the use of ‘modality’ by composers in
the 19" and 20™ century. At the turn of the 19" century, ‘mode’ referred to the twenty-four major
and minor scales, or to an ancient Greek mode, by which was understood one of Glarean’s 12
authentic or plagual modes. In the early 19" century, musicians were coming to believe that their
twenty-four major and minor scales were a reduction of a more diverse array of modes. These
started to be used in composition to evoke religious or archaic connotations or to suggest ‘folk
music’. Examples can be seen in the work of Fauré, Schumann, Grieg, Wolf, and Beethoven; for

example, in the four-part chorale-like Lydian movement of Beethoven’s String Quartet op.132.

Across Europe during the 19" and 20" centuries, there was a growing interest in the modes
employed outside of the western art-music tradition, which were seen as independent from that
tradition due to their folk or popular connotations. Folk-music became associated with national
consciousness and was utilised for its national properties but also for the innate musical interest of
modality. Porter identifies a number of prominent continental composers who were influenced by
folk-song and modes: Chopin was influenced by mazurka dances of Poland; Liszt by Hugarian
Gypsy traditions; Mahler by Moravian folk-song (particularly the use of the Lydian fourth);
Janacek by Morovian folk-song; Glinka, Musorgsky, Rimsky-Korsakov and Stravinsky by Russian
folk-song, Bartok by Romanian, Hungarian, North African and Middle Eastern modes and folk-
music. Bartok stressed that in Eastern Europe, the old modes (Dorian, Aeolian, Mixolydian etc)

were alive and prominent in the traditional musical culture.

In the 20" century in particular the approach to the use of modality progressed in two
directions. On the one hand, composers used modality as a regional identifier, finding inspiration
in popular music and folk-music. These regions were often identified as national but some
composers held a broader conception of folk-music, such as Bartok’s later open-frontier

perspective where he saw give and take between the East and Europe in the formation of culture.'*’

149 Bdith Gerson-Kiwi, ‘Béla Bartok: Scholar in Folk Music’, Music & Letters, 38 (1957), 149-54
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Modes were also employed as they were found in Asia, the Middle East and Africa, and composers
found exoticism in them. In ‘The Hindu Scale’ (1908),'*° A. H. Fox Strangways draws what he
sees as common Indian modes and the rotations of the major scale that make up the modes found
in English folk-song."”! It is curious that modes could be found in common between multiple

cultures and yet still variably function as a signifier of an exotic or national locale.

There was great enthusiasm in England around the turn of the 20" century for folk-song
collecting and much of the interest of the musicians involved in this endeavour was in the modality
of the songs. As discussed in chapter 2.2, from the outset of the Folk Song Society professional
musicians were involved in both the collection and analysis of these folk-songs and it may be in
part what furnished the society with some of its preconceptions regarding the modality of the folk-
songs. In accordance with the Romantic ideal of cultural survivors (discussed in chapter 2.2), the
early modal theories of the Folk-Song Society were based on the premise that folk-songs were
generally written in “old modes” that predated even Gregorian music, known by the pseudo-Greek

names (usually Ionian, Dorian, Mixolydian and Aeolian).'*?

In ‘Folk Song Collecting in Sussex and Surrey, 1843-1914°, Vic Gammon explores Lucy
Broadwood’s process when selecting folk-songs for publication.'** By comparing the collected and
published works by Broadwood from two singers, Henry Burstow and Samuel Willet, Gammon
demonstrates that Broadwood disproportionately favours modal melodies over major ones. Of the
tunes Broadwood collected from Burstow 32% were modal but of those tunes published, 48% were
modal. In other words, roughly a third of the collected tunes were modal but they accounted for
roughly half the published tunes. In the case of Samuel Willet only 3% of the collect tunes were

modal but they accounted for 20% of the published tunes.

150 A. H. Fox Strangways. ‘The Hindu Scale.’ Sammelbiinde Der Internationalen Musikgesellschaft 9 (1908),
449-511 (p. 449).

151 Tbid., pp. 449-511.

152 Ralph Vaughan Williams, ‘English Folk-Song’, The Musical Times, 52 (1911), 101-4

153 Vic Gammon, ‘Folk Song Collecting’, pp. 61-89.
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Percy Grainger, through his own observations, formulated a different theory of the nature
of modality in English folk-song. Grainger’s was the first attempt at really accurate notation of
performance practice and variations in the folk-songs he was collecting. He transcribed the music
after the event of collection from recordings he made on wax cylinders. He made the following
observations based on what he had recorded:

Of seventy-three tunes phonographed in Lincolnshire, forty-five are major and

twenty-eight modal. ... Most [of the latter] are in a mongrel blend of Mixolydian
and Dorian.

The singers from whom I have recorded do not seem to me to have sung three
different and distinct modes (Mixolydian, Dorian, Aeolian), but to have rendered
their modal songs in one single loosely-knit modal folksong scale...consisting of:

Firstly—the tonic, second, major and minor (or unstable) third, fourth, fifth, and
flat seventh ....

Secondly—the sixth, which is generally major, though sometimes minor ... and

the sharp, or mutable seventh; which intervals do not, as a rule, form part of the

bed-rock of tunes, but act chiefly as passing and auxiliary notes.'>*

Grainger’s theory was published along with his collection in 1908 but was very much at
odds with the generally accepted theory of the society which placed songs in distinct pre-conceived
modes. As a result, one might anticipate the impact of folk-songs modality on composers to be
more often seen in this more clearly defined and separated manner. Chapter 3.2 will explore the
techniques Holst develops for using modal language and the different instances in which he chooses

to employ “clearly defined” modality or a more ambiguous mixture of modes.

154 Percy Grainger, ‘Collecting with the Phonograph’, Journal of the Folk-Song Society, 3 (1908), 147-62 (p.
156).
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3.1.2 - Modal Harmonic Theory

In the eyes of many collectors and musicians of the 19" and 20™ century, the perceived
modality of folk-song both testified to their antiquity and provided a music language outside of the
conventional major/minor scales which had dominated European art-music since the 17
century.'>® As well as providing composers with new material for melodic invention, the use of

modes created new harmonic opportunities.

The analytical approach used by Lisa Isted and lan Bates, who have studied modal harmony
in Holst and his contemporaries, will be introduced here along with an explanation of how their
research will directly inform my own analytical approach in section 3.2. The theories and
techniques employed by these two academics have been chosen for their use in exploring the
specific link between folk-song and Holst’s modal language. Lisa Isted is a model for this analysis
because she looked into contemporaneous modal theory and the broader use of modality across
Western art-music in her doctoral thesis, ‘Modal Structures in European Art Music (1870-1939)’
(unpublished, University of Bristol, 1993). Isted begins her investigation in the music of
Tchaikovsky and The Five and follows modal harmonic development through Europe in the
decades preceding Holst’s involvement with folk-song. Isted concludes her line of enquiry with an
analysis of Holst’s The Planets. Isted is of particular use as a model for this thesis because her
research looks into how Russian folk-song initially influenced the development of modal
language—a clear parallel with the purpose of this piece of research. Isted’s thesis effectively
establishes the historical art-music context that Holst’s modal developments occurred within and
looks at the modal techniques used by Holst and his contemporaries. Similarly, Ian Bates’s thesis,
‘General Diatonic Modality and Ralph Vaughan Williams® Compositional Practice’ (Yale
University, 2008) is used as model for this analysis due to his extensive research into modal

language of Vaughan Williams, Holst’s closest contemporary in this regard, who was even more

155 Sykes, p. 478
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immersed in folk-song than Holst. My intention in analysing Holst’s modality is to build upon these

existing lines of research with a focus on the direct link between Holst’s involvement with folk-

song and his modal musical language. Following my analysis of Holst’s work, I will discuss my

findings in relation to the academic context Isted and Bates have established along with my own

conclusions.

Conventional harmonic language is based on the pitch spacing of the major and minor

scales. By using modes, composers were interacting with scale systems which had different patterns

of pitch separation, thereby altering the make-up of triads and thus the chord progressions they

could use.

Table 1 - Modal tone/semitone spacings

Mode Tone/Semitone Spacing | Example beginning on C | Relative Major Key
Ionian (Major) | T-T-S-T-T-T-S C-D-E-F-G-A-B-C C

Dorian T-S-T-T-T-S-T C-D-Eb-F-G-A-Bb-C Bb

Phrygian S-T-T-T-S-T-T C-Db-Eb-F-G-Ab-Bb-C | Ab

Lydian T-T-T-S-T-T-S C-D-E-F#-G-A-B-C G

Mixolydian T-T-S-T-T-S-T C-D-E-F-G-A-Bb-C F

Aeolian T-S-T-T-S-T-T C-D-Eb-F-G-Ab-Bb-C Eb

Locrian S-T-T-S-T-T-T C-Db-Eb-F-Gb-Ab-Bb-C | Db

Table 1 shows the seven modern western modes and their tone/semitone spacing, where T

means a space of a tone, and S means a space of a semitone. It also shows the relative major key

suggested by the pitch class content of each mode.'*® The purpose of having the relative major key

156 Whilst some modes have a minor colouring, and some have a major colouring, the minor scale is

chromatically altered from the closest equivalent mode (Aeolian), changing the construction of triads and the
harmonic implications. Thus, all the modes will be related to major keys instead of the relative minor for the
ensuing discussion of harmony.
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denoted is that the characteristic scale steps for each mode are not simply those pitches introduced

by the change of key.

[The] two ‘characteristic scale steps’ for each mode... are what differentiate each
mode from those others most closely related to it. The Mixolydian mode is the
only one to have major third and minor seventh degrees, the Dorian is the only
one to have minor third and major sixth degrees and so on. These two pitches
within each mode are always separated by a tritone; as Ramon Fuller observes,
the tritone is the only interval that occurs only once within a diatonic pitch class
set, and since each mode is a rotation of this set, it follows that the tritone must
fall in a different position for each mode. The pair of scale steps marking out the
tritone is the only pair unique to each mode... It is now possible to state that the
characteristic scale steps of any of the seven diatonic modes are the tonic and
those other pitches indicating the position of the tritone in relation to it.”'’

Lisa Isted goes on to explore the relative sharpness or flatness of each mode by calculating
the sum of the semitones between the tonic and every other pitch in the mode. In order from sharpest
to flattest with the sum of the semitones designated in brackets: Lydian (39), Ionian (38),
Mixolydian (37), Dorian (36), Aeolian (35), Phrygian (34) and Locrian (33). This gives an
interesting sense of relative colour to each mode and could also explain why the Dorian mode is
often favoured in folk-song and by composers as the central mode in terms of semitonal spacings.

Table 2 shows the implications of these different tone/semitone spacings on the formation of triads

in each mode.

157 Isted, p.434.
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Table 2 - Modal triad formation

Ionian (Major) I il i v A% vi vii-
Dorian 1 i I v v vi- VII
Phrygian 1 II I v V- VI vii
Lydian I II il 1v- v vi vii
Mixolydian I i 1i- v v vi VII
Aeolian (Natural Minor) | i ii- 111 v v VI Vil
Locrian 1- II il v v VI vii
Minor 1 11- I v \Y% VI VII

Conventional western harmonic practice focuses heavily on the tonic, dominant and sub-
dominant. Looking at the respective triads for each mode above, it is easy to see the draw of the
Ionian and Aeolian as starting points for western harmonic practice, with fully major and fully
minor primary chords. It is also clear that the dominant and sub-dominant do not function in the

same way for the remaining modes, which leads us to Bates’s mode-specific cadences.

Bates explores how Vaughan Williams a) approaches the mechanics of modal harmony and
b) creates harmonic structure outside of conventional harmonic relations. Regarding harmonising

within the mode, Bates writes:

The correspondence between the approach to the tonic triad and the full
determination of the diatonic set noted in common-practice major keys can be
used to theorize progressions a composer might use to approach the tonic in any
diatonic mode. For the time being, assume that such approaches will follow the
common-practice model by presenting the diatonic tritone in a series and
concluding with the tonic triad.'*®

158 Bates, Generalized Diatonic Modality, p. 11.
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He continues to identify the degrees of the scale on which the tritone occurs in each mode
and gives an example of chord sequences approaching the tonic that present the tritone in a series
- in other words, progressions in which the chords immediately preceding the tonic contain the
pitch classes of the tritone of that scale, resolving to the tonic. Table 3 elaborates on this by detailing

both chord sequences that present the tritone in series leading to the tonic in each mode.

Table 3 - Mode specific cadences™®

Mode Tritone Scale Degrees | Tonic approaches presenting tritone in a series
Ionian 4,7 1i-V-1, IV-V-1I

Dorian 3,6 1IV-i, I1I-1

Phrygian 2,5 vii-i, II-1

Lydian 1,4 11-1, vii-I

Mixolydian | 3,7 v-1, VII-I

Acolian 2,6 VI-VII-i, iv-VII-i

Locrian 1,5 N/A (the tonic triad contains the tritone)

Isted comments that the number of chords necessary to define each mode varies depending
on the relative position of the characteristic scale steps to the tonic. For example, both characteristic
scale steps of the Locrian mode appear within the tonic triad, meaning no other chord is required
to define the mode. For the Dorian, Phrygian, Lydian and Mixolydian, one of the scale steps occurs
within the tonic of each mode, so only one other chord is required to present the tritone. As neither
characteristic scale step occurs within the tonic triad of the Ionian and Aeolian modes, an increased
number of primary chords are required to present the tritone, which Isted suggests could be part of
the reason for their ‘eventual supremacy in the diatonic system’.'®® This is an example of how

modality works harmonically and one manner in which it has been studied relating to early 20"-

159 [Based on Table 1.3.1.] Bates, p. 12.
160 [sted, p. 435.
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century English music. Bates identified this as a technique used by Vaughan Williams. It is not a
technique that Holst seems to use frequently or consciously—suggesting a point of distinction

between Holst and Vaughan Williams’s use of modal harmony.

In addition to affecting the construction of triads, modal changes also have an impact on
the harmonic implications of modulation. When discussing harmony in Holst’s work, one needs to
consider the modulations in tonal centre and key in a conventional sense, but also the changes in
mode. Changes in mode have implications for the harmonic relationships between sections of a
piece. Table 1 shows the relationships between modes and the harmonic implications of moving
from one to another. For example, if the music stays with a tonal centre of C and shifts from the
Ionian mode to the Lydian mode, in harmonic terms it shifts the pitch set to that of the dominant .
The same would be true of a shift from the Dorian to the Mixolydian, or the Phrygian to the Aeolian
etc. To clarify, in tonal harmony a shift to the dominant has more implications than just a change
of pitch set; there are questions of the overall structure of the piece involved. I make the comparison
here because in examining the harmonic structures of Holst’s modal compositions, modal shifts are
used to effect changes in pitch set that reflect conventional harmonic movement to the dominant or
subdominant. While it is recognised that the modal changes we will discuss are not an actual
movement to the dominant, the evidence suggests Holst saw them as able to function in a similar
manner, and they will be discussed in these terms. Table 4 shows a matrix of all the harmonic

relations between the modes, beginning on all twelve semi-tones.
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Table 4 - Relative major for each given mode and tonic

Tonic Ionian Dorian Phrygian | Lydian Mixo- Aeolian | Locrian
Lydian

C C Bb Ab G F Eb Db
Db Db Cb A Ab Gb E D
D D C Bb A G F Eb
Eb Eb Db Cb Bb Ab Gb E
E E D C B A G F
F F Eb Db C Bb Ab Gb
Gb Gb E D Db B A G
G G F Eb D C Bb Ab
Ab Ab Gb E Eb Db Cb A
A A G F E D C Bb
Bb Bb Ab Gb F Eb Db Cb
B B A G F# E D C

With the matrix above, it is easy to track the harmonic implications when the music shifts
mode and tonal centre. As Table 4 shows, unlike conventional harmony, where harmonic
relationships are largely defined by changes in tonal centre or from major to minor, with modal

modulation the harmonic implications can be much more complex.

Bates identifies three factors that can be changed to derive harmonic structure in modal
pieces, which he calls the three modal domains. These comprise of pitch class content [i.e. in
conventional terms the key signature], mode type and centricity [tonal centre]. He discusses the
difference between: fixed-domain modal relationships, where one of the parameters remains the

same whilst the other two change;'®! and variable-domain modal relationships, where there are no

161 If one parametre is fixed and one moved, then the third parametre must necessarily move as well.

66



direct links between the modes used in different sections. For example: if the music moves from
Cb to Ca, there is fixed centricity; if the music moves from Cp to Ap, there is fixed mode type; and
if the music moves from Cp to Gw, there is fixed pitch class content. If the music moves from one
mode to another and all three parameters change then as previously stated it is a variable-domain
modal relationship, for example from Cp to G1.'®? To examine Holst’s composition, I have found
it necessary to add a further extension to this theory of modal relationships. The terms introduced
by Bates refer to modal relationships in a linear sense, as heard in series. I suggest they also apply
to multiple modes heard in tandem, bimodality or trimodality. When two modes are combined
vertically, the same relationships regarding fixed centricity, pitch class content and mode type
apply. When exploring this aspect of Holst’s approach to harmony I will use the terms fixed-domain

bimodality and variable-domain bimodality.

The concept of the tripartite parameters of modal theory will be used in the following
discussion of Holst’s harmonic language. Pitch class content will be discussed in terms of relative
major keys because it will relate the ensuing discussion of underpinning harmonic relations
between different modes back to conventional harmony, which would have been the terms with
which Holst was acquainted and is likely to be how he would have conceived of the harmonic
relationships between modes. Chapter 3.2 will explore the proposition that, having been educated
in conventional harmony, Holst’s approach to harmonic structure in his folk-song arrangements is
still conceived in these conventional terms. Modal musical language often does not feature
conventional harmonic indicators, such as a preceding dominant, to help identify tonal centres. Lisa

Isted addresses this:

The most important means of defining a tonal centre, in the absence of a preceding
dominant, became and remained the tonic itself, either as a triad or as a single

162 Bates, p. 58; Isted discusses the same parametres in her thesis in relation to the work of Malcomson Gustin,
p. 430.
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pitch used somewhere like a pedal point, asserted vigorously or subtly but always

definitely.'®?

Where I identify the tonal centre and mode of a particular pitch class, [ will follow the same
advice Isted does in her thesis and use the tonic itself to define implied tonal centres, either in the
form of a pitch or a triad. The tonic can generally be identified through repetition, its use as a pedal

point or its use in framing a melodic line.'*

163 Walter Piston & Mark Devoto, Harmony (London: Gollancz 1985) p. 476.
164 Isted, p. 417.
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3.2 - Modality Analysis

Chapter 3.2 will serve as a targeted investigation into the musical language modal harmonic
techniques that Holst developed specifically through his interaction with English folk-song. The
chapter will be split into a series of case studies that explore both instrumental and vocal works that

display a modal language influenced by folk-song.

Chapter 3.2.1 will focus on Holst’s first published orchestral folk-song based composition,
A Somerset Rhapsody (1907) and its newly discovered pre-cursor, Folksongs from Somerset (1906).
The harmonic structures of these two pieces will be examined and compared, with attention paid
to the differing musical forms employed. The manner in which Holst creates a harmonic
accompaniment to modal melodies will also be examined; in the Folksongs from Somerset where
Holst was working closely with Cecil Sharp this is more functional than inventive, but in 4
Somerset Rhapsody Holst creates a fascinating harmonic soundscape that is a mixture of modal

writing and late 19"-century harmony.

Following these early experiments, section 3.2.2 — 3.2.5 will look at the use of modal
harmony within conventional musical forms. Once Holst establishes a basic understanding of
modal principals, he starts to use modality within his suites and part-songs as a means to create
harmonic interest in fairly formulaic harmonic structures. In the first and second suites for military
band we start to see Holst honing his craft and developing a subtlety to his modality that is not
present in the earlier pieces. Holst employs his most dexterous use of modality in the St Paul’s
Suite (1912-1913) and we see him . By the time he composes the Moorside Suite (1928) Holst is
no longer experimenting but confident in the internal beauty and simplicity of modality. In these

suites I will examine:
1) How Holst composes within a modal harmonic spectrum.

2) How Holst is able to expand the scope of a tonal centre or key through the use of

rotational harmony, playing on the resulting harmonic ambiguity for dramatic effect.
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3) How Holst develops and uses bimodality in his composition - a technique he uses

throughout his compositional life.

Chapter 3.2.6 will take a brief look at the extremes to which Holst takes modality in the
trimodal composition, Terzetto (1925). With an economy of forces, Holst creates a fascinating and
rich harmonic landscape, writing for three instruments in three different modes simultaneously. In
chapter 3.2.7, Holst’s mature modal language will be considered in the Seven Part-songs, showing
how Holst takes the lessons learnt in the Terzetto and applies them in a responsive setting of the
Bridges text. Finally in chapter 3.2.8 I will summarise the findings of the preceding sections and
point to where the modal language Holst develops through folk-song can be seen in the Lyric

Movement.
3.2.1 - First Forays into Modality

I will initially consider one of the first known instances of orchestral folk-song arrangement
by Holst, Folk Songs from Somerset (1906), re-discovered in 2017 by the Bay of Plenty Symphonia,
New Zealand.'®> The piece is part of the Two Selections of Folk Songs (Op.21), a set of two
orchestral folk-song arrangements based on seven tunes collected by Sabine Baring-Gould in
Devon and Cornwall (Songs of the West) and ten tunes collected by Cecil Sharp in Somerset (Folk
Songs from Somerset). In his article ‘Gustav Holst, “Songs of the West” and the English Folk Song
Movement’, Martin Graebe extensively explores both the score and context of the piece’s sister
composition, Songs of the West.'*® Cecil Sharp was the music editor of the revised edition of the
namesake collection, Songs of the West (published October 1905); both arrangements were
conceived and written together at the suggestion and with the permission of Sharp, to coincide with
the publication of the third edition of the collection. This suggestion by Sharp came after Vaughan

Williams began work on his first Norfolk Rhapsody.'®” It seems possible, lacking the compositional

165 ‘Holst Manuscripts Discovered in New Zealand’, Holst Birthplace Museum, 2018
<http://holstmuseum.org.uk/holst-manuscripts-discovered/> [accessed 14 September 2018].
166 Graebe, 5—41.

167 Ibid., p. 14.

70



skills of his fellow collector, Sharp was keen to ensure that his collections were used in orchestral
arrangements by a similarly prominent English composer—presumably both for posterity and

publicity’s sake. Holst had recently begun working with Sharp on the piano arrangements for
Folksongs of England - Hampshire,'®® giving Sharp a chance to assess Holst’s skills at arranging
folk-song and perhaps assure himself that the young composer would follow his guidelines in
setting the songs. The two selections, Songs of the West and Folksongs from Somerset, were first
performed at the Pump Room in Bath on February 1906 as part of two concert programs which
included talks on English folk-song delivered by Cecil Sharp. Additional performances of folk-
songs from Mr. Sharp’s collection were given by soloist Mattie Kay, and pieces by Franz von Blon
(Berggeister), Gounod (Serenade), Rossini (William Tell), Sullivan (selection from lolanthe),
Wagner (bridal chorus from Lohengrin, overture from Tannhduser), and Weber (Freischiitz) were

included to fill out the program with more recognisable titles.'®’

Unlike a typical orchestral concert program, the inclusion of the talks and solo vocal
performances of collected songs suggest the event was partially academic in nature, aiming to
educate the audience on the collection of folk-songs. Considering the timing of the publication of
Mr Sharp edition of Songs of the West only five months prior to the event, this concert and these
compositions are most likely a promotional effort. It was certainly a quick turn-around for Holst to
complete the two selections and sadly this is reflected in the writing. While the performances got
modestly favourable reviews at the time,'”® Holst clearly felt the Folk Songs from Somerset were
not publishable as they were. In 1907, he cut seven of the ten folk-songs from the setting. Holst
then revised and expanded 