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ABSTRACT

THE BRITISH MALE VOICE CHOIR
Secular male voice choral singing in Britain as a self-regulated, self-financed

musical and social organization is the basis of this study. The opening chapters
examine the form, repertoire and composers of, respectively, the catch and the glee, in
the context of the gentlemen's meetings at which the music was performed. Whether at

the catch-singing in the homes of late seventeenth century Oxford clergy or at the
Georgian club where glees (with alto lead) held sway, it was educated men from the

upper and middle strata of British society who were involved and in terms of
organization and repertoire, these meetings are presented as antecedents of what, in the
early years of the present century, became the male voice choir. The influences of
protestant churches, changing social conditions, musical fashion, choral competitions

and education arc shown to combine in widening the social range within choir
membership leading to public popularity and, through improved standards, to respect
from the music profession during the first half of this century. The involvement of
choirs in competitions is examined in detail in Chapter 4, this area of activity providing
an enormous stimulus to their musical and social well-being.

The chronological structure is completed with comment on post-war musical
retrenchment and partial ossification. Chapter 5 also reviews the detailed statistics on

contemporary British male choirs collected in the author's national survey carried out
over a three-year period (1988-91). The repertoire of original music is discussed in the

subsequent chapter, supported by 64 illustrations with reference made to 250 works by

over 120 composers. Finally, a comparative study places current British male choir



work within a European context. Discussion on the future concentrates on problems of

recruitment and implications for the survival of this neglected arm of the British choral

SCene.
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PREFACE

Throughout a ten year period working professionally with male choirs as composer,

arranger, conductor and adjudicator, I have become all too aware that, despite the
individual enthusiasm and commitment of thousands of members, the male voice choral
movement has many problems. To understand the root causes of these, I have examined
the influences of organized religion, social upheaval, education and nationalism and

considered the way in which these elements have played vital roles in the development

of the male choral medium. This in turn led me to propose how and why these forces

have to a large extent disappeared, leaving an ageing membership of organizations
which could be said to be approaching the status of aural exhibits in a cultural Heritage
Centre. The principal stumbling blocks to progress, recruitment and, indeed, survival,
would appear to be the choirs' limited choice from what is, in fact, a very widc

repertoire together with their general unpreparedness to encourage further development

of that repertoire.

For the preparation of this study, I am indebted to many: the secretaries, librarians and
members of a host of male voice choirs throughout the country for their cooperation in
the research for Chapter 5; the officers of Colne Orpheus, Colne Valley, The
Cooperative Wholesale (Manchester) and Nelson Arion Glee Union choirs for making
Minutes available and to those of Abertillery, Biddulph and Felling choirs for granting
permission to re-produce choir rules; the secretaries of Britain's male voice choral
organizations and federations; William Elkin, Boosey and Hawkes, Gwynn Publishing,
Max Music, Novello (Music Sales Ltd.), Oxford University Press, Roberton
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Publications, Schott, Stainer and Bell, James Brown and Stephen Dodgson for
permission to use copyright material; the Canterbury Cathedral Library staff; Dr.
Rhidian Griffiths of the National Library of Wales; Dr. Julia Bishop of Sheffield;
Richard Graves of Weston-super-Mare; Dr. Roger Wibberley of Goldsmith's College;
Colin Short and his fellow-members of Felling Male Voice Choir whose friendship and

commitment to male singing has encouraged me throughout my researches and to whom

the work is dedicated.

CHRISTOPHER WILTSHIRE SEPTEMBER 1993



INTRODUCTION

The secular male voice choir, in the form as known in the last decade of the
twentieth century (with two-tenor, baritone and bass layout) first appeared in Britain

slightly over a century ago, although its roots go back several centuries earlier. Despite

this one hundred years of tradition, the male voice choir movement has (particularly
since the middle of the present century) suffered neglect and lack of appreciation, only
some of which has been of its own making. This disregard on the part of the concert-
going public at large as well as the media was amply illustrated in the Autumn of
1990, when BBC Television, in conjunction with a lecading supermarket chain,
produced a series of programmes under the title Choir of the Year. It was presentcd as
a competition by elimination but, with an eye to audience figurcs, each programme
contained a varied selection of choral styles from madrigal groups and chamber choirs
to Barbershop and Gospel groups. With features included on choir tours, costumes and
other peripheral items, the forty-minute slots were magazine programmes on choir
activitics in Britain, of interest to choral singers and laypeople alike. Of the hundreds
of choirs which auditioned, one male voice choir was included in one edition of the
show. Forming an introduction to this choir, an excerpt was shown from a pre-war

black-and-white film in which a young Welsh miner was cancelling a date with his

girlfriend because of his choir practice. A later "clip” from the same film, inserted

during the brief edited fortissimo extracts of the televised choir's programme, showed a
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group of miners standing around the piano in a pub (beer glasses in hand) presumably

at the rehearsal alluded to. Thus, in a few minutes of 1990 television time, all the

misconceptions and ignorance of the media concerning male voice choirs were
encapsulated, for the choir concerned was from the North-East of England, did not
contain a single miner and much of its programme (of original male choir music by
Dvorak and Vaughan Williams) was sung softly although the transmission only
produced passages rendered in a full-blooded forte. Even the use of this particular film

clip was poorly chosen as the producer was presumably unconcemed that the majority
of male voice choirs in Wales had their roots in the Nonconformist church (particularly

Methodism) and therefore the beer-drinking at rehearsal was almost certainly

cinematic licence.

To an extent, this licence can be forgiven because, amongst the dreadful media
muddle and ignorance of present-day male voice choir work and the BBC's perception
of all such choirs as comprising strident Welsh miners, the one feature (however non-
contextual) in this television production which was relevant, indeed crucial, to the
development of male singing in Britain was the conviviality and sociability suggested
by those glasses of beer. Men socializing and imbibing have always sung and, in our
times, this seemingly fundamental sociological phenomenon has produced vast
improvised male choirs at sports stadia such as Anfield and Cardiff Arms Park.
Whether as much under the influence of football fervour as alcohol, the result is the

same - the choral conviviality and closeness of the terraces has produced more

performances of You'll never walk alone from Carousel than composer Richard Rogers



ever received on the stage. Similarly, Cwm Rbond?, with two-part work in the chorus,
ringing round the capital of Welsh rugby expresses that same oneness of mind (as well
as emphasizing the significance of Nonconformist hymnody on male voice choirs).

In no other arm of the British choral movement is there such diversity as in male
voice choirs. Ranging in membcrship from a dozen singers (which would constitute a
madrigal group in mixed voice singing) to one hundred and sixty (which would be a
full-scale choral society in SATB terms), male choirs have roots in areas as diverse as

religion, camaraderie, charity, industry and sport. There are Methodist, Jewish and
Gospel male voice choirs, groups formed through rambling and rugby clubs, by air raid
wardens, policemen and fishermen, in heavy engineering works and collieries. Their
music ranges from Elizabethan madrigals, through eighteenth century rounds and
catches, the nineteenth century glee, Victorian ballads, hymns and folk songs, to
purposc-written part songs of the 1920s and 1930s and, latterly, arrangements of mid-
twentieth century light music in addition to original music by contemporary
composers. Alongside all of this, there is the music of many distinguished nineteenth
century composers. Schubert, Schumann, Mendelssohn, Dvorak and Rossini are only
some of the composers who contributed to the repertoire. Debussy, Poulenc,
Stravinsky, Bartok, Kodaly, Janacek and Britten were also attracted to the medium.

Of all the reasons male choirs have been formed, comradeship would probably be the

most widespread. Whether this was through the brotherhood of the work-place, the

church or the club or merely through, to many, the unbeatable joy of working together

In song, the result is always a spirit of relaxation and release. Paradoxically, in those



choirs not associated with one specific business or work-place and where membership
1s drawn from all walks of life, the proud boast often is that members do not concern
themselves with the affairs, mode of work or lifestyle of their fellow choristers. Choir
night brings men together for the music only and this in itself breeds an enormous
commitment often envied in other branches of choral singing. Conviviality, the "apres-
sing", for which, as has been suggested, male voice choirs have a certain reputation,
comes only when the serious business of concentrating on time, tune and tone 1s

complete. This aspect of conviviality has a long history in the early glee clubs and
before and is not, of course, restricted to the British Isles. The Liedertafel movement in
Germany in the nineteenth century also established the cating/drinking
singing/smoking evening as being a popular way for a man to spend his leisure time
although not all of the groups had a Schubert as its host.

Although male choirs are legion in America, especially on the University campuses,
tileir popularity is more than matched by Barbershop singing which developed as a
unique American choral medium in the late nineteenth and early twentieth centuries.
The Barbershop movement eventually spread to Britain around the time of the Second
World War (particularly through the film industry) although the British Association of
Barbershop Singers was not formed until 1974. This Association is affiliated to the
American SPEBSQSA - the Socicty for the Preservation and Encouragement of
Barbershop Quartet Singing in America, founded in 1938 - and represents the work of
hundreds of choirs, both male and female, whose performance standards are high and

whose commitment and skill is as notable as that in traditional male voice choirs. Their
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harmonic vocabulary concentrates almost exclusively on the language of popular
music from the Thirties and Forties, and stageing, costumes and choreography are an
Integral part of their performance routine. This, and the aim to produce a different

sound through different methods, sets the Barbershop choruses quite properly apart

from the mainstream of male voice choir work and as such the movement is not

included in the present study.

Whilst the male voice choir repertoire, as already described, is probably more

comprehensive than in other choral areas, it is a regrettable fact that many male choirs
concentrate on a limited number of concert items from limited sections of the
repertoire. This possibly accounts for the undeniable fact that the term "male voice
choir” usually conjures up in the layperson and, more particularly, in the professional
musician, a visual image of elderly gentlemen (probably Welsh) performing to an
equally ageing audience. The aural image would be onc of Negro Spirituals or hymn
tunes sung in a lugubrious tone, over-laden with sentimentality. Whilst there was, and
to an extent still is, justification for this perception, there is some evidence that the
movement is prepared to rid itself of its post-war (or even pre-war) image and that
there is a realization and determination to ensure that male voice singing continues to
play a full part in the British choral scene. The organization and business sense of the

male choir has often been the envy of mixed choirs and it is this efficiency which must

bc ready to promote the movement and impel it successfully into the next century.
However, a great deal of prejudice and misinformation will have to be expunged for

this goal to be reached. If these elements are to be removed, many more precise facts
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need to be uncovered and the role of the male voice choir and its repertoire must be
more widely appreciated. Question marks are bound to remain over the future of the
male choral movement in Britain but a correction of wrong assumptions and the
erasure of misguided opinions may help in defining what needs to be achieved in order
to maintain the male voice choir as a significant element in British choral activities.

The first steps in this defining procedure should include some appreciation of the
long, well-focused history of British male singing organizations. Far from being purely
a working-class phenomenon involving Welsh miners, the movement has roots which
stretch back through the nineteenth century glee clubs to the catch clubs of the

eighteenth and late seventeenth centuries. It is with the latter male singing societies

and in particular the English catch that the genesis of the British male voice choir is

discovered.

-12-



CHAPTER ONE: THE CATCH AND CATCH CLUBS

Although the connection between singing and the consumption of alcohol is to prove

important in the development of male choral work, it is not suggested that this link was
always present. The early history of formal Western music was, after all, dominated by
male singing and it is not postulated that, for example, organum arose through the
vocalizing of groups of inebriated tenth-century clerics. However, Carl Orff has
reminded us in Carmina Burana that pre-Renaissance monastic lifc was not without its
allocation of alcohol-induced revelry. With wine being a liturgical necessity as well as
an obvious source of hygienic refreshment, later ecclesiastical characters such as
Father Dom Perignon were able to find a niche in bibular, if not musical, history
alongside the Carthusians of Chartres and the Benedictines, both renowned for their
liqueurs. Thus the developmental road from Orff's In Taberna Quando Sumus to the

bawdy songs of the rugby club shower or bar would not be difficult to trace and one of
the landmarks on such a journey (and one which has particular relevance to the history
of today's male voicc choirs) would be the English phenomenon, the Catch.

By the time the Noblemen and Gentlemen's Catch Club had been established

(1761), the catch had existed for at least two centuries as a peculiarly English form

(there being no evidence of its equivalent in continental Europe). The term has, at
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various times, been used to describe anything in canon form and, as such Sumer is
icumen in has been referred to as an antecedent. However, this is to miss the point that

the individualizing featurc of the catch is not its canonic construction, important
though that 1s, but its textual matter and the manner in which that text is used.
References to catches in, for example, the Elizabethan playwrights almost always have
a context of revelry, celebration, jocularity and/or drunkenness and, aside from the

context, the script containing these references can often be littered with puns on the

word catch. Shakespeare gives us the following in Twelfth Night':

Sir Toby: ...Shall we rouse the night-owl in a catch, that will draw
three souls from one weaver? Shall we do that?

Sir Andrew: An you love me let's do't: I am dog at a catch.

Clown: By'rlady, sir, and some dogs will catch well.

Sir Andrew: Most certain. Let our catch be Thou Knave.

Clown: Hold thy peace, thou knave, knight? I shall be constrained
to call thee knave, knight.

Sir Andrew: "Tis not the first time I have constrained one to call me
knave. Begin, fool: it begins Hold thy peace.

Clown: Ishall never begin if I hold my peace.

Sir Andrew: Good, i'faith. Come begin.

(They sing a catch)
Sir Toby's line to "draw three souls from one weaver” alludes to the three-part song

using one melody and at the same time mentions one of the many tradesmen who, at

the time, were well-known for catch-singing. On Malvolio's entrance we learn of more

tradesmen-singers:

Malvolio: My masters, are you mad? or what are you? Have you no wit,
manners, nor honesty, but to gabble like tinkers at this
time of night? Do you make an alehouse of my lady's house,
that ye squeak out your coziers' catches without any

mitigation or remorse of voice? Isthere no respect of place,
persons, or time in you?

Sir Toby: We did keep time, sir, in our catches. Sneck up!
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This punning is entirely in keeping with the probable derivation of the term since, in a
canon, the parts appear aurally to be chasing each other but never catching up. This
"chasing™ also gives rise to the theory that the term derives from the Italian caccia

meaning a chase (of the hunting variety). There is, too, a possible link with the forfeit

songs which were researched by the English folk-song revivalists in the early years of

this century. Here, the emphasis was on "catching out" the other singers and The

Cobbler and Tinker, collected by Lucy Broadwood and J. Fuller-Maitland from a

Sussex gamekeeper in 1892, demonstrates how the these songs were sung (Ex.1). In

her Folk Song Journal article,? Lucy Broadwood comments on the Sussex singers:
Whilst sitting together over their beer or cider they usually included such songs as
tests of quick-wittedness or - as time waxed late - of sobricty. The solo singer
having given forth his phrase, it was the duty of his companions each to sing the

syllable or word that fell to his lot, all taking part in the chorus. The singer who

failed to provide the right word at the right moment had to pay for a pot of beer on
behalf of the company.

The song also appeared contcmporancously in the Leicestershire minefields where, in
1895, the same rescarcher noted the miners using a variant of the tune and substituting
the words "with a basket full of coal dust” to provide the forfeit phrases. Having
quoted a three-part catch from 1780 (see Ex.2), Reginald Nettel® concludes that "the
trick of splitting up the words ‘cobbler’ and 'tinker' is transferred to a one-part song.”
Since there 1s no evidence available that these forfeit songs were a nineteenth century

invention or development, it is not beyond the bounds of possibility that the simpler

idea (of singing one melody split between several singers) could have been developed

into the canonic catch in earlier times.

Whether this type of convivial activity, which surfaced at the time of the late
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nineteenth century English folk-song revival, therefore pre-dated the Elizabethans and
their catch-singing must remain open to conjecture. What is certain is that the singing
of catches (of part-singing as distinct from the unison forfeit songs) was widely known
in Shakespearean times. Edward Naylor* catalogues many references to the
involvement in catch-singing of colliers, smiths, tinkers and coziers (cobblers) by
playwrights such as Richard Edwards, Peele, Beaumont and Fletcher and Sir William

Davenant as well as Shakespcare. The audience would have been conversant with the
catch technique, as those watching the plays included the very tradesmen to which the
playwrights refer. Andrew Gurr® has shown that the whole range of Elizabcthan
society could be represented at the theatre. Whilst his sample was necessarily small,
Gurr was able to identify members of each of the four strata as suggested in

Holinshed's Chronicles of 15775, The whole of England knew of catches because, it

scems, the whole of England, from knights to knaves, was involved in their

performance.

A further crucial element which determined the catch genrc was the nature of the
chosen text. This varied from the risqué to the downright obscene. Whether the subject
matter was drinking, politics or women (the main arcas covered), what we would now
call schoolboy lavatorial humour was pre-dominant. This may explain why the catches
were never widely published and therefore never found a place in public performance.
Doubtless the composers would have felt this lack of public exposure a right and

proper thing - the catches were, after all, originally for private performance. However,

even the Victorians could not deny the fact that the fifty-four catches of as eminent a
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composer as Henry Purcell formed a sufficiently significant proportion of his output
as to be made available to scholars and performers. When Edward Rimbault’ published
his Rounds, Catches and Canons of England in 1862, he acknowledged the work of
his colleague, the Rev. J. Powell Metcalfe, in "wading through seas of filth to extract a
few drops of sweet perfume for the adornment of our volume." These excremental

oceans were to be found in the books of the Noblemen and Gentlemen's Catch Club.

Of their "filthy rubbish" he writes:

Wit and humour often give place to ideas and expression that would not  come
from the lips of the lowest costermonger. And yet these words were sung - and no
doubt relished - by gentlemen, noblemen! Heaven save the mark!

Rimbault was thoroughly concurring with the general opinions of William Jackson of
Exeter® who, in 1795, wrote at great length about the catch and its humour:

This odd species of composition, whenever invented, was brought to its
perfection by Purcell. Real music was as yet in its childhood; but the reign of
Charles II carnied every form of vulgar debauchery to its height; the proper era for
the birth of such pieces as, ‘when quartered, have ever three parts obscenity and
one part music'. The definition of a catch is a piece for three or more voices, one of
which leads, and the others follow in the same notes. It must be so contrived, the
rests (which are made for that purpose) in the music of one line being filled up with
a word or two from another line; these form a cross-purpose or catch, from whence
the name. Now, this piece of wit is not judged perfect, if the result be not the
rankest indecency.... It may ... be said that the result of the break is not always
indecency. I confess there are catches on other subjects - drunkeness 1s a favourite
one - which, though good, is not so very good as the other: and there may possibly
be found one or two upon other topics, which might be heard without disgust; but
these are not sufficient to contradict a general rule, or make me retract what I have

advanced.... I confess that I never heard a catch sung but I felt more ashamed than I
can express. 1 pretend to no more delicacy than that of the age I live in, which is
very properly too refined to endure such barbarisms - I was ashamed for myself -
for my company - and if a foreigner was present - for my country.

This “cross-purpose” 1s a significant feature of the catch and is one which can only

properly be appreciated in performance, the manuscript not yielding the hidden
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meaning which can sometimes be created by clever juxtaposition of syllables. Very
often as will be seen in Purcell's catches, the musical setting can highlight a pun and
this dwelling on a part of a word to create a seeming profanity resolving into innocence
has passed into and remained in the province of the bawdy song ("A So-, A So-, A
Soldier I will be).? From the scventeenth century onwards, most catchers, such as

Willam Crawford, Lay Vicar at St. Paul's during the Restoration period, were quite

prepared to distort the metre of a poem -
Here dwells a maid whose name is Sis,

You may come in and kiss.

Her whole estate 1s seventeen pence a year
Yet you may kiss her if you come but near.

- so that, in performance, the setting produces "you may kiss her whole." In Walsh's
1731 publication, the collector even omits the "w" in case alcohol had dulled the
brains of his singers. John Hawkins, in his History of Music 1776, when defining a
catch, describes this effect as "wherein to humour some conceit in the words, the
melody is broken and the sense interrupted in one part and caught again or supplied by
another."!® In connection with Hawkins, another, less salacious, example of this
feature can be given, as in the same year Charles Burney also brought out a separate

history of music. John Wall Callcott produced a catch including the words:

Have you Sir John Hawkins's History?
Some folks think it's quite a mystery
Burney's history I like best.

The part-singing here is planned so that one hears "Sir John Hawkins - burn 'is
history.” It is not difficult to imagine how this extra element of humour might have

affected the catch singers. The wonder of it is, bearing in mind the ever-present
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alcohol and given the nature of the words, that any singing could ever be accomplished
or that any of the more hilarious numbers could be completed. It is not clear whether
William Jackson's reference to Purcell bringing the catch to perfection was a
compliment to that composer or condemnation. However, the editorial staff producing
the Purcell Society Edition,!! which contains all of the composers’ catches, obviously
agreed in some measure with the eighteenth century Devonian and with their closer

contemporary Rimbault, as many of the words were sanitized for publication in 1922,
This was not simply a matter of occasional words or phrases being substituted
although this was often the case - "damn the thinking" became "hang the thinking" and
"So kiss my arsc” was replaced by "So go your way". More importantly, whole texts
were re-written. In Since time so kind to us do prove (Ex.3), a picture of
seduction/rape, only the first two lines survive, after which the Edwardians were asked
to sing:

Who calls without. Oh fie the door is shut

You're the boldest man that e'er I knew

Be off the neighbours sure will hear
Farewell, farewell my dear

The thwarting of this gentleman at the hands of the Purcell Society is as nothing
compared to the fate of Sir Walter Raleigh. This catch, Sir Walter enjoying his Damsel
one night, (Ex.4) is based on an account of the renowned Elizabethan's sexual skill but
the editors decided that it would be better to concentrate on a more acceptable and

well-documented vice when they replaced the whole text with the following;

Sir Walter enjoying a pipe in his chair
There enters my lady with her nose in the air.

"Pray my darling” says he "what has brought me this pleasure

For so busy are you, you have no leisure?
-19-



"How can you sit there, surrounded by this smother?
No longer will I stand such treatment at your hand
Tommorrow I go home to mother."

Whether it is accurate to sense some frustration on the part of the editors, Messrs.
Fuller-Maitland and Barclay Squire, in replacing such earthy stories with anodyne
texts such as this is open to conjecture. The use of phrases in the new version such as

“enters my lady”, "brought me this pleasure” and "treatment at your hand" may be

subliminal but it seemed that on occasions when the whole text was re-written, the
authors left just sufficient imagery in the lines to produce a nod and a wink from the
gentlemen 1n their Twenties audience. "Plump Joan" and her exhortation for more
vigorous sexual intercourse (Ex.5) may have been replaced by Georgina in a "spoiled
dress” and the lines may be clumsy doggerel but the Purcell Edition staff still managed
to paint the right picture, replacing explicitness with implicitness:

Young Colin cleaving firewood sound
Soon fuel chopping hot work found

And gladly stopp'd when he heard a cry
His sweetheart he saw lay prone hard by.
Georgina had fallen and spoiled her dress
(Her state I'd best leave for you to guess)
She cried for assistance out of her distress
"Oh Colin do help me from this mess"
The swain did nought but stand and stare
Ne'er had he seen a sight so fair.

She cried "Hold your Georgina, out your hand
I vow to do anything you command."

Musically, Purcell almost always contrived to produce admirable counterpoint in his
catches. The rhythmic independence of Young Colin cleaving, with the typical dotted

melisma on "laughing” and "bed” plus the strong, pointed rhythm on "Ahem", sets this

apart from, for example, the rather four-square example by Willam Ellis (Ex.6). In the
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longer catches, Purcell gave himself space to demonstrate harmonic as well as
rhythmic deftness, as in Bring the bowl and cool nantz (Ex.7) where the minor mode
combineg:ttl]'nle use of sequences produces a fluidity in tonality which lesser composers
found difficult to achieve. In Once, twice, thrice I Julia tried (Ex.8), the five-bar phrase
and the overlapping of the text at the final cadence are reminiscent of several moments
in the Dido and Aeneas ground basses. Since there are no references to the authors, we
have to presume that Purcell, in common with other catch composers, penned the
lyrics himself or set lines offered to him by his drinking companions or between them
bowlderised existing pocms. There are examples of the same basic text being set by
differcnt composers - the text of Richard Brown's catch (Ex.9) was later taken up by
Jonathan Battishill, whose 4-part version appears as:

Here on his back doth lay Sir Andrew Keeling

And at his feet his mournful lady kneeling

But when he was alive and had his fecling
She laid upon her back and he was kneeling.

Many such paraphrases would have been written, together with translations from Latin
texts, versions of published poems (Young Colin, for example, is found in Thomas
D'Urfey's New Poems of 1690) and lines from plays. Judging by the output, shortage
of lyrics was not a problem which caused the catch composers much concern. They
also showed little concern as to the tessitura of their compositions. There seems little
allowance for the fact that the ad hoc company of singers would probably contain both
tenors and basses as the range of the songs was often as wide as a thirteenth). This

poses the question as to how the tenors coped below written middle C!2 and how the

basses managed above the stave. If the gentlemen moved easily into an alto voice
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(which is quite likely in view of the ecclesiastical connections) this would seem to
solve the problems, although the starting pitch would be crucial. In the informal
performance situations which would have existed before the setting-up of organized
clubs, one suspects that the first singer was trusted to pitch the catch in a suitable key
and thcreafter the party managed as best it could. Considering the amount of liquor
which the songs themselves suggest was present, refinenment of tone and tuning was

not immediately a major consideration, a state of affairs which was addressed by the

more formalized clubs.

The publications by Thomas Warren which began to appear annually 1n 1763 and to
which Rimbault took such exception, were dedicated to, and obviously largely for the
use of, members of the Noblemen's and Gentlemen's Catch Club of which Warren was

the devoted secretary. However, even earlier, there were significant publications in the
history of the catch. In the Library of King's College Cambridge there 1s a manuscript
dated 1580 containing "...in this rowle!? divers fine catches, otherwise call'd Rounds of
3, 4 and 5 parts in one, of 9 and 11 parts in one w'® merry songs to passec away the
tyme in honest mirth and solace." Thomas Ravenscroft's Pammelia'* appeared in 1609
with the subtitle Musick’s Miscellanie; or mixed varietie of pleasant Roundclays and
delighttull Catches of 3,4,5,6,7,8,9,10 parts in one. Of the hundred or so titles, some
were ordinary street cries but many were establishing the tradition of associating
catch-singing with drinking. Amongst these is Hey, Jolly Jenkin which Chappell!s
quotes as the catch referred to by Samuel Harsnet in 1604 being sung by tinkers "as

they sat by the fire with a pot of good ale between their legs". Ravenscroft produced
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another collection in 1609 - Deuteromelia; or the second part of Musick's Melodie'® -
to which he added the subtitle Qui canere potest canat - Catch That Catch Can. A third

publication was his Melismata'’ of 1611, again intended, as he suggested in his
introduction to Pammelia, for those "whosc love of music exceeds their skill," being
"pleasing without difficulty.” Judging by the repertoire they maintained, many
directors of male voice choirs in later centuries would have applauded Ravenscroft's

aims.

In 1652, compiler John Hilton took up the punning title of Catch That Catch Can,'®
producing for publisher John Playford "a choice collection of Catches, Rounds and
Canons for 3 or 4 voices.” In his address "To all Lovers of Musick"” he wrote:

And these Catches also, which I have now published by importunity of Friends, to
be free for all men's catching; only my wishes are, that they who are true Catchers
Indeed, may catch them for their delight, and may they that desire to learne, catch
them for their Instruction. But let those that catch at them with detraction (as that 1s
a catching diseasc) catch only the fruits of their own Envy. I am confident, that

they cannot make better, cannot injure these, which your favourable Acceptance
may make good to him that is your Friend, JOHN HILTON.

Since he obviously felt that his selection was beyond just criticism, a second edition

was published 1n 1658. In 1667 The Musical Companion appearcd in which well over
half of the two hundred and eighteen compositions were catches. The second part of
The Musical Companion in 1685, the year before Playford's death, ran for ten editions
(the last being in 1730) thus giving some indication of the popularity of the songbooks.
The Thomas Walshes, father and son, took up the mantle of chief publishers of music
in London in the first part of the eighteenth century and The Catch Club or Merry

Companions' which appeared around 1731 was a collection of the best of Ravenscroft
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and Playford, an anthology, therefore, of late seventeenth century catches. All of this
publishing activity indicates that catch-singing was as popular and widespread during

the late seventeenth and early eighteenth centuries as it had been in the Elizabethan

Cra.

THE EMERGENCE OF ORGANIZED CLUBS

Events which can be seen as having great significance in terms of organized male
singing however occurred during the Commonwealth period. Private music meetings
began to flourish particularly in the cathedral citics where there were trained
musicians, denied by the Puritans their normal musical activity. Some of these
redundant church musicians turned from anthems and psalms to lighter fare. One such
was William Ellis, formerly organist at St. John's College, Oxford, who penned catches
such as My Lady and her Maid (Ex.6) and who, judging by this effort, was prepared to
tackle the most indelicate of subjects with vigorous good humour. Since an entry fee of
6d was charged at the weekly meetings in Ellis's house in the late 1650s, the occasion
was more of a private club than a public event. Both abounded during the Restoration
period. Samuel Pepys' diary refers to these informal occasions, the entry for 21 July
1660 reading: "Went to the Six Clerks Office...dined at a club at the next door, where
we had three voices to sing catches" and he refers elsewhere to "Playfords new
Ketch-book, that hath a great many new fooleries in it."?! It was the clerics, however,

who scemed to be prepared to formalize meetings into weekly events and Dean Henry
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Aldrich, another Oxonian, who continued where Ellis left off, invited members of the

Cathedral Choir to his rooms in Christ Church College. Aldridge's catches first

appeared in the 1685 Musical Companion, alongside those by Purcell and Blow, and at
his meetings in the final decades of the seventeenth century he instituted certain rules
to maintain standards of performance and attendance. Penalties included drinking beer
instead of the fine claret which the Dean thoughtfully provided for his
guests/members. Insistence on quality in performance was matched by his interest in

quality of liquor judging by the catch which Aldridge wrote on the subject (Ex.10) - a

composition which tells us a good deal about the anything-but-pious Vice-Chancellor

of Oxford University.

Here, then, we have the genesis of the male voice choir. Weekly meetings, discipline,
a musician as leader, financial contributions - all features of the present-day male
choirs. In the 1667 edition of John Playford's Musical Companion** the dedication
reads "To his endeared Friends of the late Music-Society meeting in the Old Jury,
London" and the popularity of these publications points to the fact that there must have
been many "Music-Society meetings" up and down the country although detailed
documentation is sparsc. When his son Henry produced the 1702 cdition, it was
intended "chiefly for the encouragement of Musical Societies which will be speedily
set up 1n all the chief Cities and Towns in England."? Playford supported his future-
tense optimism by offering advicc and printing copies of "standing rules ... put in
handsome frames to be put up in each respective room the socicties shall meet in,"?*

He also anticipated the spreading of the catch club movement to wider shores,
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mentioning, as well as "the kingdoms of Great Britain and Ireland,” the developing
colonies or, in his words, "Foreign Plantations."% Ireland, in fact, came into the picture
a little earlier in that a Catch Club was set up by the men of Dublin's Christ Church

and St. Patrick’s Cathedrals in 1679 and thus can lay claim to being the first club

established for men's singing.

As in the later development of the glee, the role of the church musician in the
appreciation and performance of the catch can be seen as vital. Viewed from the end of

the twentieth century, it seems strange to associate leading figures in cathedral music
with the promulgation of musical forms where the words were generally licentious to a
degree. However, unlike twenticth century society, these gentlemen had not suffered
the piety, sanctimoniousness and smugness, richly laced with hypocrisy, of the
Victorians. Even the Puritans, whilst abandoning formal church music, were not

known to devise bans on other sorts of music-making - how else did the meetings of
William Ellis take place in Oxford and what use did Cromwell have for the
instruments he maintained at Hampton Court? We should not, therefore, find it
surprising that Dr. William Hayes, organist firstly of Worcester Cathedral then of

Magdalen College, Oxford where he was also Professor of Music, should recommend

catch-singing as a means of improvimg choral singing in churches. In the introduction
to his Catches, Glees and Canons for Three, Four and Five Voices (1757) he writes:

...not to mention how much (catch-singing) contributed to the Improvement of the
younger Practitioners, enabling them to sing readily at sight...I cannot help wishing
1t may prove an Inducement to others, my Brethren of the Cathedrals especially, to
encourage and promote such (Catch) Societies...; well knowing it will contribute
greatly to their own Satisfaction, the Improvement of those who may stand in need

of their Assistance, and thereby, not a little, to the just execution of Church-Music,

or the support of any other Choral Performance.?8
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Hayes showed his affection for the social side of the catch-singing when, in 1768,
his dedication was "with all Respect and Estcem to the Worthy Members of the
CATCH CLUB or PHILHARMONIC Society at the King's Head Tavern in Oxford,
for whose Amusement they were intended by their very affectionate Friend, W.H."?’ In
these publications, Hayes followed the pattern set by Dr. Maurice Greene in publishing
the catches in score as opposed to a continuous melody with various marks to show the
point of entry for each part (see Ex.11). Greene, another pillar of the ecclesiatical

music establishment (organist of St. Pauls at twenty-one, then of the Chapel Royal and
ultimately Professor at Cambridge) was the first to usc the scoring system in his
Catches and Canons for Three and Four Voices in 1747. As was customary, the
composer assumed a modesty in explaining why the pieces had reached publication
("...some partial Friends have prevail'd upon Me to trust the following little Piece to the
Press”) and offers advice as to their execution ("...each Singer is desird to take
particular care not to be too loud for the rest of the Company.”) He adds "(The catches)
arc put in the Treble Cliff (sic) in order to be of more general use, many persons
having taught Themselves and Others tc; Sing by Playing upon Treble Instruments, "8
With thesc last two composers and their publications, we rcach the time of the
formation of the Noblemen and Gentlemen's Catch Club in 1761. As has been
observed, this was not the first such Club but it does represent the first about which

there is a fund of precise information as to its organization and conduct of meetings

and as such 1s a significant landmark in the story of male choirs. The Minutes of the

Club® show that at an inaugural meeting in November 1761 there were nine members
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present, three of whom were Noblemen (the Earls of Sandwich, March and Eglinton).
In the following April, sixteen further members were admitted and in 1763 nine
Privileg'd Members' joined, these last being the professional singers who provided the

cxpertise to guide the non-musicians through the often intricate catches. The first
meetings were held at the Almack club but from 1767 the Thatched House Tavern in
St. James's became the headquarters of the organization. Lord Gladstone, in quoting
some of the Rules, supplies us with a detailed picture of the conduct of the weekly
gatherings:

Any person whether Member or Other may decline his song when called upon,
provided he drinks a glass of wine as an acknowledgement of his 1nability to sing.
The person who sings in rotation must not quit his seat, but those who accompany
the Song must come to him.

If any person who takes a part in any piece of music during the first  round, is
found deficient in his part, and actually sings out of time or tune, or stops before
the piece is finished, he is to drink a glass of wine of any sort at that time on the
table, at the requisition of any Member, and by order of the President.

No person 1s permitted upon any pretence whatsoever to practise any Music, whilst
the Club is sitting; nor is anyone allowed to open a Music book except when a
Catch 1s call'd for, and during the time of a performance.

All freedom of conversation is permitted as becomes a Society fill'd with men of
rank and of liberal Education, except upon Political topics which are not to be
introduced, upon any pretence whatsoever, nor religious subjects.

No coffec, tea, or other such heterogeneous beverage is to be brought upon, or
drank near the table where the Club is seated upon any account; but if a Member
either for himself or any other submits to call for such unnatural mixtures, they
must be carried to a distant table, and the parties concern'd must take them at that
place, with a due sense of the Society's indulgence.

All cotfee, tea, etc., must be paid for by the Member or Members who call for

them, and must not be charg'd in the Society's account upon any pretence
whatsoever.

No question is to be debated at the general weekly meetings, as it must necessarily

break 1n upon and interrupt the course of those meetings, but all matters of

business are to be referr'd to a Committee, and to be discuss'd there, and they are
either to be receiv'd, rejected, or recommitted by the Society upon the report.3°
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Of the seven points raised here, that concerning "freedom of conversation" is

noteworthy. Whilst it is no longer, as here, specified in the rules of male voice choirs,

the proscription of politics and religion as topics for open discussion is still observed
and any such comment from a conductor is likely to meet with some (albeit good-
natured) disapproval. This lack of contentiousness has always been a matter of some
pride with male choir members although few would realise its long history or, indeed,
that at one time it was "written-in" to the activities of their ancestors. Many of the

other "rules" mentioned here refer to the prerequisite liquor but the mention of the table
suggests a limitation on the number of members. The un-dated engraving®! illustrating
the frontispiece of the Essex Harmony (p.29A) shows about fifteen singers at such a
table although the presence of violin, cello, serpent, horn, flute, bassoon and three
clarinets or oboes (these players have their backs to the artist) suggests that this is a

later scene from after the turn of the nineteenth century. By this time, clubs such as
that at Canterbury were building quite sizeable libraries of orchestral music, and glees,
part-songs and instrumental items were oﬁsting the catcﬁ. The more informal nature of
catch-singing is best vicwed througﬁ the eyes of cartoonists such as Hogarth in his A
Chorus of Singers from li 32 (which shows boy;s in aiténélancc and the accompaniment
of double bass and harpsichord) or,#lafcr, walar;dson in The Brlliants of 1801,
Gillray's The Union Club from the same year depicts an hilariously chaotic situation

amongst the singers/diners. From thcse scenes, albeit with the cartoonist's licence to

exaggerate, it would be unthinkable that the catch-singing was not accompanied by

movement and gesture, often, one suspects, of a somewhat crude nature judging by the
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texts. Some catches were designed for actions as in Stephen Paxton's If hungry my
nose i which the singers are instructed precisely at which point to take a pinch of

snuff and when to sneeze. The group of Derbyshire singers shown on page 29A

represents the informal and relaxed nature of much _ catch singing in the - 18th and

early 19th centuries.>2

Through the Lists of Subscribers in collections produced in the last decades of the
eighteenth century, B.W.Robinson3? has shown that, while there was a concentration

of catch clubs in London, cities and towns throughout the land spawned such
organizations, among them York, Manchester, Liverpool, Oxford, Edinburgh and
Dublin. Robinson also quotes an advertisement in The Morning Herald November 30th
1787 designed to recruit members for a new Catch Club in London:

As there are many Gentlemen in this Metropolis who have a natural propensity for
singing Catches and Glees, and who have never had an opportunity of improving
themselves in company. This advertisement is intended to bring such together; and
that a Club is established under the name of the Modemn Catch Club, at the
Newcastle Tavern (in an elegant room) Newcastle-street, opposite Somerset-house
in the Strand, and to be held every Monday evening at seven o'clock, when a
Gentleman, fully qualified in the musical line, will attend to give private
instructions till the hour of nine; after which, the members will pass the evening
agreeable to the articles of the Society. No gentleman who has a turn for Catch
singing need be afraid of offering himself as a member, as the practice before the
club opens will soon put that diffidence aside. Any Gentleman,during this week
only, by addressing a line to the Secretary of the aboveSociety, and leaving at the
bar, mentioning his place of abode will be attended to, and a ticket of admission for
the next meeting sent him.There will be no honorary members in this Society, nor
any one admitted who is not perfectly respectable.>

One difference here with the Noblemen and Gentlemen's Club is that the professional

was only allowed on the premises to teach before the club opened. This could have

been to offer a different ambience to the club or may have been the result of
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uncomfortable experiences with professional musicians without the requisite

respectability.

THE THOMAS WARREN COLLECTIONS
Certainly the Noblemen could not complain about the quality of the musicians who

attached themselves to their club. Most of London's leading professionals were
involved in the first few decades, amongst them Thomas Ame, Jonathan Battishill, Dr.

Hayes, Joseph Baildon, Samuel Webbe and Thomas Wall Calicott. Many of these
enthusiastically entered the various prize competitions for Catches (as well as Glees
and Canons) which the Club instituted in its second year, 1762. It fell to the lot of a
founder member, secretary Thomas Warren, to administer these competitions
throughout his years of office - he died soon after resigning in 1794. Gold medals were

presented along with a cash "premium"” of £5 to the winner and Warren prepared the
catches, entered anonymously, for performance and included the successful

compositions in his publications which he produced annually for twenty years until

1793.

When viewed overall, it seems rather unfair that Warren's Collections should have
attracted such vehement condemnation from Edward Rimbault in the late nineteenth
century. The volumes contain texts to glecs and ordinary canons which could only be
described as harmless and respectable in the extreme. There are, it is true, catches

which continue the Restoration tradition. Joscph Baildon was the first Catch Club

prizewinner with a drinking catch entitled When is it best? but Warren also included,
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In his 1772 volume, Baildon's Adam caught Eve by the Furbelow (Ex.12). Purcell
would no doubt have chortled as the musical setting produces references to "fur

below" rather than to a decorative ruff (on a fig leaf?) The "cross-purpose”, as William
Jackson had described it, produced by leaving gaps in the setting so that voices
answered each as in conversation, is found in many of the catches in Warren's books.
Prithee Nicky, drink to Dicky, (Ex.13) by an unacknowledged composer, finds two
parts alternating as Dick proves himself "a Blockhead, an Ass,” the latter term often

proving useful with the catchers as a thyme for "glass.”" Another anonymous catch,
Game of Tredille, (Ex.14), also has elements of this technique and scrves to
demonstrate that harmless pursuits with a Lady such as a game of cards could provide
inspiration (even if the lady was caught cheating). Although politics were proscribed
as a topic of conversation, it was, apparently, possible to sing about the Rotten
Boroughs. Luffman Atterbury, another Catch Club prizewinner, used the hocket-like
technique in The Canvas (Ex.15) to point up the humour of the Squire standing,
falling, living and dying “dead drunk." Thomas Armne's The Maid (Ex.16) is a proper
catch only 1n the first eight bars while the folly with Molly is explained. Thereafter, the
piece continues as a part-song although the conversational style of the catch is
maintained until the final section when it is decided that Moll should decide the

paternity argument and homophony reigns.
Warren's Collections of Catches, Canons and Glees for three, four, five and six voices

were "humbly inscribed To the Noblemen and Gentlemen of the Catch Club at the

Thatch'd House Tavern, St. James's by their much obliged and devoted servant Thos.
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Warren" and were printed by Mary Welcker in Gerrard Street Soho. Most of the
originals was destroyed by fire so the copies within the library of the Canterbury Catch

Club are particularly valuable. Also in the same library arc catches by local composers
including, not surprisingly, some on cricket (The Kentish Catch being one obvious
title) and there are other volumes besides Warren's dedicated to The Noblemen and
Gentlemen's Catch Club (by Baildon, for example). A further volume, undated but
likely to be from the earlier decades of the nineteenth century is entitled Amusement

for the Ladies "being a selection of the favourite Catches, Canons, Glees and
Madrigals as performed at the Noblemen and Gentlemen's Catch Club”. The pieces are
by "Drs. Ame, Allcock and Cooke, Messrs. Atterbury, Callcott, Danby, Paxton etc.”
and the very title plus the inclusion of the term madrigal indicates that the
boisterousness of the catch idiom was beginning to be left behind. In Clementi's
Collection of Catches, Canons, Glees, Duets etc. dating from the very early years of
the century, the catchers were, however, still rhyming "ass” with "glass”, the latter
being, as before, "pushed about." Nonetheless, a greater proportion of the contents
consisted of part-songs masquerading as glees, or canons such as that part-shown in

Ex.17 where there is perhaps more typographical than musical interest.

* ¥ * * % x %*

The dilution of the term "catch” in the early nineteenth century is reflected in the
activities of the clubs. The Canterbury Catch Club was, despite its title, more of a glce
club-cum-orchestral society, true catches rarely being included on its (printed)

programmes, though doubtless they were performed in the early hours of the moming
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at the end of the official meetings. By 1850, The Round, Catch and Canon Club,
formed ten years or so earlier, was hiring "two boy trebles after dinner at each

meeting" demonstrating that, at least for the more formal part of the fortnightly
meetings, part-songs and glees were of considerable importance. It was thus from the
mid-nineteenth century that the bawdy catch lost the attention of organized male
singing groups. The tradition itself metamorphosed into that of unison songs rendered
at the "song and supper” rooms which themselves became the early Music Hall. These

items were published in early Victorian times in volumes with titles such as The
Randy Songster or Flash, Smutty and Delicious Songs> although both the publications
and the performances were driven out of the public domain as the second half of the
century progressed. Performance therefore developed as an oral tradition and many of
the songs are today only heard in relative privacy, despite modern publishing laws

which allow this area of social history to be documented in some detail.
The importance of the catch in the development of male choral work is therefore the

part it played in the social activities of educated gentlemen from Restoration times

onwards. It was through the catch that clubs were formed and, while the drinking,
conversation and, later, the eating were equally important, the ostensible purpose, the
catalyst, was the catch-singing. As distinct from the bawdy songs of the late nincteenth
and twentieth centuries, which more often than not, took the form of a salacious set of
words fitted to well-known melodics, the catch had specific musical characteristics
and qualities. Good catches were not easy to compose - this is reflected in the fact that

the best of the genre were written by the more skillful and talented composers. It is, of
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course, the social organization of the clubs which can be seen as influential in the
development of the male voice choir rather than the catch per se but without the
catches there would have becn no catch clubs. The present-day average male voice
choir member would doubtless find it difficult to describe a catch (even if the musical
term was known to him) and only slightly less troublesome to perform. Yet, in this
peculiarly English musical form lies the genesis of the activities of thousands of men
who make up the membership of late-twentieth century choirs. Bearing in mind the
more immediate Nonconformist ancestry of many male choirs, the typical member
would, despite today's more relaxed view of scatalogical materal, not be too proud or
impressed by the starting point for his hobby. Nonectheless, for many there would be

more than a sly grin at the activities of their forebears.
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11

NOTES ON CHAPTER ONE - THE CATCH AND CATCH CLUBS

There is no evidence as to the precise tune sung at performances in
Shakespeare's time. The play was written in 1600 and therefore one of two
settings seems likely. One existed in the 1580 collection by Thomas Lant (see

Vlasto s. "An Anthology of Rounds” Musical Quarterly Vol.40 1954 p.231) and
another setting appeared in Deuteromelia in 1609. See also Footnote 13,

Broadwood L. "Songs Connected with Customs” Joumal of the Folk Song
Society  Vol.5 No.19 (1892) p.216

Nettel R. Si

Naylor E.W. Shakespeare and Music (1965) pp.14-16
Gurr A. Playgoing in Shakespeare's London (1987) pp.59-72

1bid. Gurr refers to an article entitled "A Description of England by William
Harmison" contained in Hollinshead's Chronicles of 1577. The four groups
concerned arc Nobles and Gentlemen, Citizens and Burgesses, Yeomen (rural
smallholders) and Artisans and Labourers. The first two were identified through
correspondence and Royal Court Circulars whilst the remainder appeared
frequently in the legal Courts usually as having caused an "affray”. These were
not infrequent as the playgoers were easy prey for pickpockets, and prostitutes
would move through the crowd seeking customcrs. Amongst the lower orders,
mention 1s made of tailors, tinkers, cordwainers (shoe makers), sailors, porters,
servingmen, drovers, grooms, butchers, felt-makers and carters. Thus we can be
sure that Shakepeare's puns and the musical items would not have gone
unappreciated. See pp.49-54

O ne of nelanc ) 94

p.192

4

Rimbault E.F. The Round:

>s and Canons of England (1862) p.XXXIII)

William Jackson of Exeter (1730-1803) was an essayist of some significance as
well as being a composer (with operas produced at Covent Garden, Drury Lane

and 1n Bath, Edinburgh and Dublin) and organist (at Exeter Cathedral from 1777

until his death). This passage was included in his "30 Letters on Various
Subjects” published in 1782.

See Speaight G. (ed.) Bawdy Songs of the Early Music Hall (1975)

Quoted in Stephens J. "Rounds and Canons from an Early Tudor Song Book"
Music and Letters (January 1951) p.34

Barclay Squire W, and Fuller Maitland J. The Works of Henry Purcell (1922)
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What actually constitutcd Middle C in the Restoration period and into the 18th
ccntury has exercised the minds of many musicologists, notably Alexander Ellis
In his articles on "The History of Musical Pitch” published in The Joumal of the
Society of Arts (March 1880) pp 293-336. Considering the informality of catch
singing, the following assertion by Arthur Mendel may be noted: "While it may
be possible to determine at what pitch certain works were performed on given
occasions in carlicr centuries...it will hardly be possible to determine...what key
the composer ‘rcally intended’ them in." "Pitch in the 16th and early 17th

centuries” Musical Quarterly (July 1948) p.30

The manuscript is unusual in being a roll of parchment. See Vlasto S. op.cit,
pp.222-234.

immelia: A4

s Miscellanie, "or Mixed Varietie of Pleasant Roundelayes, and
Dcllghtful Catchcs Ravcnscroft . 1609”
Chappell W. (ed.) | 1c of the Qlder > Vol. 2 (1835-9); revised by

H. Wooldnidge as Qld_En.hsh_E_Qpn_]m_M;mg (1893). Reprinted by Dover
Publications, New York 1965

Dcuteromelia; "or the Second part of....such delightful Catches. Collected, and in
part composed, by Thomas Ravenscroft; ... 1609”

Melismata. "Musicall Phansies, Fitting the Covrt, Citie and Covntry Hvmovrs.
Ravenscroft; ... 1611"

Catch That Catch Can, "or a Choice Collection of Catches, Rounds and Canons
for 3 or 4 Voyces. John Hilton; London." First edition 1652 Unabridged re-

publication Da Capo Press, New York 1970

"...being A Choice Collection of the Most Diverting Catches for Three and Four
Voices."

Latham R. & Matthews W. The Diaries of Samuel Pepys Vol.1 (1971) p.205

ibid. Vol.8 p.168

See Robinson B.W. & Hall R.F. The Aldrich Book of Catches (1989) p.12
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31

32

33

34

35

ibid. p.13

ibid. p.14

ibid. pp.12-13

ibid. p.14

Gladstone W. The Story of the Noblemen and Gentlemen's Catch Club (1930)

Reproduced in Scott H. The English Song Book (1926)

The central figure is one Samuel Slack who had been placed by the Duke of
Devonshire under the tutelage of Reginald Spofforth. Slack was later

commissioned to sing before George III and became choirmaster in the
Derbyshire village of Tideswell. He died in 1822 (Reproduced in  The Musical
Herald (July 1897) p.209)

Robinson and Hall gp.cit, p.16

Quoted in Robinson and Hall gp.¢cit, p.17

Speaight G. op.cit,
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CHAPTER TWO THE GLEE AND GLEE CLUBS

It was Georgian refinement and Victorian modesty which directed the attention of

male choral groups away from the salaciousness of the catch towards more publicly
acceptable topics such as the world of nature, classical subjects, gentle conviviality

and, if human relationships were involved, polite courtship. Such were the areas
chosen by the composers of glees and thus the glee and 1ts associated “parties™ and
clubs can be secn as pivotal in the development of male voice choral singing. Before
embarking on an examination of the glee form, its composers and the clubs at which
glees were performed, an explanation of the term itself is essential as its use has often
been inappropnate and misleading.

With its roots in Anglo Saxon and Old English (gleo, gle, gliw), the word glee has far
wider connotations than our modern usage implying mirth, joy, rejoicing. These words
apply to only some of the following in William Barrett's list

Thus, Callcott's Father of Heroes is described as a serious glee; Spofforth's Fill
high the grape's exulting strcam a convivial glee; Dr.Ame's Come shepherds, well
follow the hearse an elegaic glee; Webbe's The mighty conqueror a Bacchanalian

glee; Stevens' It was a Iover and his lass a pastoral glee; Rock's Let the sparkling

wine go round is described on the printed copy as a ‘chearful' glee; Bishop's

Mynheer van Dunk and Caldicott's Humpty Dumpty arc called humorous glees;
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and Shore's Willie brewed a peck o'maut is called a comic glee.l
Apart from its usc in Middle English as a "bright colour"# all other known uses of the

word glec scem to revolve, if but loosely, around the idea of diversions and
entertainment.3 Sport, jesting and mockery are implied by the word up to
Shakespearean times. The Bard uses the derivative, gleek, on just three occasions,
cach time meaning "to mock".* As a musical entertainment or melody, glee can be
linked to the Anglo Saxon "gligg" which often simply meant music. Chaucer used the

word as implying a musical instrument® as well as entertainment® or, again, just
music.” In later periods, glee-maiden was a poetic description of a harp.! The term
"glecmen" still exists in the title of some male voice groups® and this word can safely
be claimed as originating in Saxon England. It was always used in the plural, a single
member being referred to as a minstrel. Of the two types of gleemen, one
consisted of instrumentalists and singers, the other of entertainers, gliggamen,
providing tricks and feats of dexterity, tumbling, jests and juggling.!° The bands of
gleemen appear to have been highly privileged favourites, often entering the houses of
the nobility uninvited yet always welcome. By the fourteenth century, the profession
seems to have fallen into disrepute with a proliferation in the numbers of gleemen and
in their demands. Edward II's edict!! in 1315 placed restraints on their activities and,

despite the formation of guilds in the fifteenth century, their credit continued to sink

such that in Elizabethan times they were grouped in statutory terms alongside

vagrants, rogues, vagabonds, tinkers and pedlars.

As applied to a form of musical composition, the word glee first appeared in 1652
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when a song in Playford's Select Ayres and Dialogues is described as "a Glee, with

chorus for three voyces™. The composer was one Charles Colman and the title, To
Bacchus, is a reminder of how much the catch, with its ubiquitous themes of
conviviality and cordiality, was still very much in favour. In 1667, the second book of
the Musical Companion announced on its title page "Dialogues, Glees, Ballads and
Ayres for 2, 3 or 4 voyces". Strangely, over the next century the term gradually
disappeared such that DrJohnson, in 1755, was defining glee in its modem sense,
meaning "joy, mirth and gayety” adding "It is not now used except in ludicrous writing
or with some mixture of irony and contempt”. Thus William Hayes' collection of
Catches, Glees and Canons (1757) and Thomas Warren's Catches, Canons and Glees
(which began appearing annually from 1763) can be thought of as a starting point for
the glee proper.

The eighteenth century glee, as a musical form, can be defined as a vocal
composition for three or morc voices (one to a part), unaccompanied, originally for
male voices with alto lead, having sections contrasted in mood and tempi as dictated
by the text. Thus the construction is not unlike some of the madrgals by the
Elizabethan composers in whom there was a revival of interest during the eighteenth

century. The Madngal Society, formed in London in 1741, focused patriotic attention

on the music of Morley, Weelkes and Wilbye and others of the school through
reprinting and encouraging the composition of "modern" madrigals by means of

competition and performance. Many of the glee writers were members of the Madrigal

Society thus it can fairly be assumed that the madrigal had some direct influence on
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the shape and form of the glee. The textural relationship has been well described by
William Gatens in suggesting that "whereas the Georgian madrigal consisted of

harmonically saturated counterpoint, the glee was composed of contrapuntally

enlivened harmony."12

It is likely that the term glee emerged in the 18th century as a way of differentiating
the style (and intentions of the composer) from the more robust round or catch. It also
made possible the composition of part-songs to include sopranos which the subject

matter of the catch precluded. Although the male domination of the genre remained
throughout the eighteenth and nineteenth centuries, some glees, from relatively early
on in the period, were written for combinations including Sopranos. In the glee, the
treatment of women became more Romantic and stylised. In 1795, the publishers of
Appollonian Harmony thought fit to include on the book's title page "The words

consistent with female delicacy”. Further diffcrentiation was necessary from the
madrigal and from the anthem, in which ther¢ was little independence of parts and
whose words were sacred rather than, as in the glee, secular.

References to glees in nineteenth century novels are legion. Jane Austen in 1811
probably means the glee as defined above when she writes "There 1s to be some very
good music from professionals,!? three of them glee singers".!* By the 1840s, the term
was being used more loosely. When Emily Bront€ describes a Christmas evening with
the Gimmerton Band and singers she relates: "After the usual carols had been sung, we
sct them to songs and glees".!* This suggests that the "songs" would have been solo

items as distinct from concerted performances, for which she reserved the word
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"glees”. However, these offerings were more likely to be part-songs, whose character
had been influenced by the German style, rather than true glees especially as therc
were "a trumpet, a trombone, clarinets, bassoons, French horns and a bass viol"
present, Dickens refers to "itinerant glee singers"!® which in 1838 could have implied
any typc of part-singing: Walter Scott romanticizes by describing "a strolling

gleewoman with her viol preparing to play beneath the windows."!’
THE MUSIC, STYLE AND COMPOSERS

It is hardly surprising that there has been a good deal of terminological confusion
regarding the glee, as even with the same composer and publisher, the inconsistency in
nomenclature is marked. William Beale, for example, had several works included in
the Orpheus Series which Novello published towards the end of the nineteenth century,
one of which, In the Pleasant Summers Day (Ex.18), is described as a glee and
conforms well to the type. After the first eight bars, the texture is slightly broken up
and the quaver movement achieves the necessary momentum and variety. At
"Flow'rs around Strew the ground” there is a change to triple time and a new rhythmic
motive arrives at "On the wing, sweet birds sing”. Harmonically, the writing is
typically straightforward, the augmented sixth in bar 50 being the most adventurous
moment. "But when hoary winter comes" brings a change of mode. The opening of the
fourth section contains some simple counterpoint although the homophonic texture is
soon restorcd and the Piu Animato "merry merry hearts™ propels the glee to a climax
and to the (Andante) final section. There are virtually no dynamics as these matters

were often left to the performers; the simplicity and innocence of the piece beget
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charm. By comparison, To a Kiss (Ex.19), has none of this variety, being a
straightforward partsong with little or no textural or rhythmic interest. Yet it is

published as a glec. Harmony (Ex.20), on the other hand, is advertised as a partsong
yct has all the features found in the first composition, that is, textural variety, four
scctions dictated by the words and including some chromatic harmony in the Allegro
Moderato, a triple time section ("Here thy choicest gifts impart™) and a bright final
passage, duly celebratory and positive. In other words, this "partsong” is a glee. Go

Rose (Ex.21)is called a glee on the title page and basically conforms, although the
writers in the eighteenth century would not have included a note-for-note reprise (or
indeed any sort of reprise). Thus, in the group of four pieces, one is a true glee, one is a
partsong but called a glee, one glee is a partsong and another is a glee with a feature
(the reprise) more reminiscent of a partsong.

Even if we move back to an earlier composer, the one generally considered as the
greatest exponent of this truly English form, we find anomalies. Samuel Webbe's glee
Glorious Appollo achieved great popularity in'the nineteenth century probably
because of its simplicity in performance (nincty-six homorhythmic bars of D major

harmony and one chord of E major) and because of the jolly nature of the text ("Sing

we in harmony”, "glee and good humour our hours employ" etc.) Yet it is, as Barrett

observes!® "scarcely worthy to be called a glee" being “only a harmonized air of the
most primitive character”. This Victorian politeness cannot hide the contempt Barrett
feels for what is a weak composition of surprising banality. Not that all of the most

popular glecs in the glee club programmes were so poor. Thomas Cooke's Strike the
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Lyre became the “signature tune” of the Bristol Orpheus Glee Society, opening (after
the National Anthem) every one of their concerts from 1878 onwards. This feature was

later copied by the neighbouring Bath Orpheus Glee Society and programmes up and
down the country as well as musical competition syllabi show the extent of the song's
populanty (Ex.22). With the text so full of references to the musicians' art ("Of harp
and trumpet's harmony” "Anthems of the opening sky"), the first section is swept
Joyously along to an imperfect cadence leading into the Andante. The occasional

chromatic note is the only harmonic embellishment, as in the final section at "anxious
lovers bum". It is not difficult to imagine the gentlemen of Bristol lustily projecting
this seventy-year-old paean of musical praise at their Colston Hall concerts at the tumn

of the century.

Not all of Thomas Cooke's glees were so clear cut and concise. Shades of the Heroes
runs to two hundred and eighty nine bars on twenty seven pages of score
encompassing over half a dozen scctions. There are elaborate tempo indications within
the first section (Ex.23) and elements of cyclicism appear in the rccitative-like solo
phrases. Elements, too, of rcprise occur (cf.Exs.24 and 25), as well as some daring
chromaticism for "a distant wind roars”. The almost obligatory triple time section
provides a lyrical interlude after the "joy of the shell”. For such a long glee, Cooke
wisely introduces sufficient tonal contrasts (the modulations are welcome if mainly
unadventurous), sensibly rests some parts at times therefore providing a three- or
four-part texture and includes plenty of dynamic suggestions. His five-part writing is

mostly genuine (Ex.26) while at other times the basses double in octaves in
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instrumental fashion with the second tenor the equivalent of an awkward viola
(Ex.27). Despite the length, it would seem that Cooke intended this to be a true quintet

glce although he allowed for an effective entry of a "Chorus™ in bar 209 on the C minor
phrase "Raise, ye hundred bards". Thereafter, the chorus alternates with the solo

quintet.

Reginald Spofforth was another composer who, judging by the references in
ninetecnth century concert programmes, managed to produce a highly successful glee.

Along with Webbe's Glorious Apollo and Cooke's Strike the Lyre, his Hail Smiling
Morm (Ex.28) ranked high in the popularity stakes and yet, like the the first-mentioned,
it is a considcrable musical disappointment. The lack of any harmonic imagination,
presumably deemed unnecessary for these distinctly trite words, the single-section
structure and the obvious, at times slightly awkward, rhythms and setting, combine to

produce a work which does no service to the term ‘glee’. The bar's rest after "darkness”

at the climax and the recommencement piano for the final crescendo are perhaps the
only telling moments. The accompaniment would have been added for this later

ninctcenth century edition. It may well be that the very obviousncss and technical
simplicity is what appealed to the glee clubs members and their audiences.
Fortunately, many of Spofforth's glees contained much more interesting work. In
1793 he obtained two prizes for glees at the Catch Club and a set of Six Glees
published in 1799 established his reputation.

Certainly, in the case of Webbe, it would be unfair to include only his Glorious

Appollo in the present discussion. The opening section of Discord, Dire Sister of the
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Slaughtering Power written in 1772 (Ex.29) has strength in its shape and harmonic
movement, with a splendid sense of climax on the alto's top B flat. "While scarce the
skics” begins in a forthnght manner and interest is maintained with the imitative
phrases; the swing into C minor coinciding with the repeat of the opening lines,
produces an cffective moment at "Small at her birth® - the prano C major chord is
telling: saving up the descending chromatic bass for the latter stages provides the
bass with a wonderful sweep down an octave and a half. In bar 24, the seccond tenor
provides a "bass” linc which docs not appcar in the rchearsal piano part presumably
because academic sensibilitics were offended by the "incorrect™ second 1nversion this
produced. The final F major section strikes an effective balance between simplicity of
approach and musical/textural intcrest.

Samucl Webbe's work as a glee composer heralded what Barrett refers to as the

Golden Age of glee writing. As an apprentice cabinet-maker, the young Webbe
discovered his musical leanings through playing on a harpsichord he had been set to
repair. After eaming a livelihood copying music, he found success with his settings of
the Mass as well as with the glees. Of the latter, he wrote over three hundred, two
hundred of which were published. Often using his own texts, Webbe produced settings
which showed continuity of musical thought and purpose. Such titles as When the
Winds Breathe Soft, A Generous Friendship (1768), Great Bacchus (1778) and Swiftly
from the Mountains brow established him as the most influential glee-writer of the age.

He also excelled in other forms however, winning nine prizes for canons and seven for

catches.
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Apart from Wcebbe, the other major cightcenth century glee writers were the Paxton
brothers, Stephen and William, and John Danby. The latter's prize-winning glee of

1783, Awake, Acolian Lyre was sung at a scrvice of re-dedication in July 1897 when,

through the efforts of J. Spencer Curwen!? and David Baptie,* refurbished tombstones
were unvelled in Old St. Pancras Churchyard, the burnial place of Webbe, Stephen

Paxton and Danby. The conductor of the Bristol Madrigal Society, George Risely,

officiated and in his speech he noted that "for many years the names of Webbe, Paxton
and Danby figured in the list of prize-takers in...competitions, Webbe having gained
twenty-seven Prize medals in all”. Stephen Paxton's glee How Sweet, How Fresh was
a prize-winner in 1779. His brother’s best known piece Breathe Ye, Soft Winds,
although published as a glee s, in fact, a partsong (Ex.30).

John Wall Callcott and Richard Stevens both made important contributions to the
glee repertoire in the second half of the eighteenth century. The former found his way
into the profession through glee competitions and, after obtaining a degree 1n music at
Oxford, he helped form the Glee Club in London in 1787. O Thou, Where'ere thy
Bones and Go, Idle Boy both won prizes for Callcott whose best work seems to have
been the three-part glees he composed after lessons with Haydn. Stevens, too, gained
prizes at the Catch Club with, amongst others, See What Horrid Tempests Rise (1782)

and It was a Lover and His Lass (1786). The six part glee (AATTBB) The Cloud
Cap't Towers is an almost Handelian sctting of Prospero's speech in The Tempest;

one of his Ossian settings, Strike the Harp in Praise of Bragela has an obbligato

accompaniment suggesting that, even before the turn of the century, the seeds were
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sown for thc diffusion of the glec style. William Horsley was the son-in-law of

Callcott, publishing five collections of glees thought by Barrett to be "models of
graccful form and vocal excellence”.

Of the nincteenth century glee writers alongside Thomas Cooke, Sir John Goss made
his mark with works such as Ossian’s Hymn to the Sun and Therc is Beauty on the

Mountain, two of a sct published in 1825. The Harmonicon?' reviewing the latter

work, declared: "Mr.John Goss has produced a lovely piece of vocal harmony, under
the name of a glee, to which we beg to draw the attention of the many socicties spread
over this island; for they will now very rarely meet with a composition of the kind that
has half its beauty".22 A close contemporary of Goss was Samuel Sebastian Wesley,
whose glec I Wish to tunc my QuivTring Lyrc (Ex.31) was awarded a prize by the
Gentlemen'’s Glee Club in Manchester in 1833. Though having only two differcent

tempo markings, there are definite scctions within the opening passage, notably the

vigorous counterpoint for "When Athens' sons advanced to war". Some cffective

scoring too is found at "Or Tyrian Cadmus roved™ with second tenor and bass doubled
at the octave. The clashes in bars 34-37 help to propel the piece along in a positive
way. The passage "Fired with hope™ establishes the tonality of E, therefore the repnise
of the opening music for "The dying chords arc strung ancw" has musical point as well
as pun. The longer note values for "All, all in vain" prepare the way for the triple time
scction. This is perhaps protracted but the reprise of the second strain "In songs of
bliss” in the tonic (the first appearance having been in the dominant) and the addition

of a Coda helps to balance the section happily against the dynamic resolve of the more
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contrapuntal first passage. The tonic "recapitulation” is also ammunition here for the
argument that the glee often reflected instrumental forms and structures. With this 1n

mind, the form of the glee proper could be thought to have its roots in the Fantasies or

Fancics of Purcell where cach section was based on a figure or motive which, when

cxhausted, gave way to a ncw idca and its subscquent development. Yet, as with other
comparisons which have been made with Sonata Form and Rondo, this connection
scems spurious when the construction of the glee was so obviously determined by the

text.

Wesley, as with other composers in the mid-nineteenth century, 1s remembered more
for other arcas of work, such as the music of the Church of England, than for his glees.
In the case of Sir Henry Bishop, although he wrote glees, his stage works and
partsongs were a far more important part of his output. John Liptrott Hatton produced a

few glees but concentrated also on partsongs and Covent Garden. Thus, such

composers moved away from the glee, influenced for different reasons by men as

diverse as Mainzer™ and Mendelssohn.

The glorious century of glee-writing will remain between 1760 and 1860 during
which time innumerable glees, not only for ATTB but also for SATB and other
combinations, were produced. Neither David Baptie's "upwards of 23,000 partsongs
published in Britain between 1750 and the 1880s"%* nor Barrett's "nearly 25000" can be
thought of as very rcliable because many efforts did not reach the stage of publication.
These were written by countless amateur composers throughout the land. For every

cathedral organist composing glecs there were several hundred church musicians and



others turning out picces for domestic and local usc, the link between church music
and the glee being the use of the male alto. Estimating the number of compositions

available during the “glec century™ is made more difficult by the publishers who
were often less than precise in the clefs they used in the printed copy. For example, a
bass (singer's) part might be printed in the treble clef as for a tenor, the hope being,
presumably, that one copy would provide for various vocal combinations and that the

flexibility would increase sales. Regarding the top line, the implication often was, as
David Johnson® suggests, that the upper part in the treble clef could be managed as
desired by either tenor or alto (in the appropriate octave) "changing gear” as
unobtrusively as possible as the line dictated.

Later publishers also tended to have genuine ATTB glecs transposed to suit SATB
or, as in the case of Baildon's Once In England'’s Age Of Old, published as if written
for sopranos which the composerin the mid-cighteenth century would most likely
not have intended. The present edition (Ex.32) dates ‘frorn 1916 and is a fine example
of a standard glee which would work well as TTB or TBB. Despitc the commercial
ways of the publishers, a great service to the nations' singers was performed
throughout the "century” in that collections were issued in a steady strcam. Mention
has already becn made of Warren's Collections which appeared annually between
1763 and 1791. Webbe published his own glees in nine volumes and Horsley edited
seven volumes of Prize Glees from the Catch Club competitions from 1763 to 1794
under the title Vocal Harmony. At the beginning of the nincteenth century, three

volumes called Amusement for the Ladies: Being a favourite collection of Catches,
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Glees and madrigals contained works by sixteen composers including many under
discussion. Page's Festive Harmony was published in 1804 containing "the most

favourite madrigals, clegies and glees sclected from the works of the most eminent
composers”. Callcott's glees were collected by Horsley into a two-volume publication
in 1823: Goss' Six Glees and a Madrigal appeared in 1826. Hawes' collection of

Spofforth's glees followed in 1830. One Burford Gibsone published a Table Book of

Glees for Male Voices in 1840 while Beale's collection of thirteen glees was published
posthumously by subscription in 1879. By this time, the renowned Orpheus Scries was
in circulation from Novello. This collection of "Glces and Partsongs for Male Voices™
had grown to two hundred and fifty four titles by 1893 and was to continue to grow, in
influence as well as size, well into the twentieth century. Alongside the Orpheus,
Novcllo published The Glee-Hive which was not however exclusively for male voices
and which was not restricted to glees (being "a collection of Glees and madrigals with
ad lib Pianoforte accompaniment”). The 1893 catalogue shows that just over half were
glees, the remainder being described as madrigals and balletts. The importance of the

Glec-Hive really rests in being the collection through which many successful glees

were made available to clubs and quartets. Discord, Dire Sister, Swiftly from the

Mountain’s Brow by Samuel Webbe, Spofforth's Hail Smiling Morn, Stevens' Blow,

Blow, Thou Winter Wind and Strike The Lyre by Thomas Cooke were all published at

this time in the Glee-Hive.

As numerous as the clubs and as multitudinous as the melodies making up the

musical glee were, of course, the texts and their sources. Webbe, whose literary
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aspirations were not limited to the English language, wrote a great deal of his own
lines for his glees but sometimes employed pocets of repute. Congreve, for example,
supplicd thc words for Thy Voice, O Harmony. Richard Stevens set many of
Shakespcare's songs as glees including Ye Spotted Snakes, Sigh no more, Ladies and
Blow, Blow, Thou Winter Wind. He also set Ben Jonson in From Obcron in Fairyland.
Stevens, Cooke and Goss all made settings of the Gaelic Ossian®® poetry. Callcott also

used Ossian as well as the apocryphal Ballads published in a collection 1n 1784,
The work of Thomas Chatterton?” and Matthew Lewis?® also attracted him. Henry
Carey's? lines werc drawn upon, by Stevens amongst others, as in To Be Gazing on
Those Charms: William Shenstone®® provided the text for the Earl of Momington's
Here In Cool Grott for SATB as did Thomas Gray>! for Danby's Awake, Acolian Lyre,

Thomas Pcrcy®? for John Stafford Smith's Return Blest Days and Byron for Weslcy's 1
Wish To Tune My Quiv'ring Lyrc. There is, in addition, a multitude of unknown or
unacknowledged authors. The diversity of sources is an indication of how attractively
adaptable the structure of the glee could be. The changes of mood between the verses
of a poecm could be reflected in the different musical material which occured from
section to scction and, as the Barrett quotation at the start of this chapter makes clear,
the subject matter could cover the whole gamut of human emotions. The search for

fresh words to set would also be an explanation for the wide-ranging styles represented

as composers, amateur and professional, trained and untrained, sought uncharted

territories for their literary inspiration.

-53-



ORGANIZED ACTIVITIES

Taking a lead from thc well-cstablished Madrigal Society (1741) and The
Noblemen's and Gentlemen's Catch Club (1761), glce clubs began to spring up
cverywhere, attracting intcrest in the form through performances and competitions.
The Anacreontic Socicty, founded in 1766 "for supper and the singing of catches, glees

and songs™ opened cach mecting at the Crown and Anchor tavern in the Strand with

the glee To Anacrcon in Heaven by John Stafford Smith. Mention has been made of
John Callcott forming The Glee Club in London in 1787, he having two ycars carlier
sent in ncarly one hundred entries for the Catch Club competition. Before this date, the
Canterbury Catch and Glee Club had opened its doors (1770) and the Liverpool

Appollo followed in 1796. (By 1871, this society was "in possession of a library of

between three and four thousand glees™?). William Horsley founded Concentores
Sodales in 1798 specifically for the singing of glees, the name having been suggested

by his father-in-law Samuel Webbe. The Worcester Glee Club began in 1810, the

Gentlemen's Glee Club of Manchester in 1830: in London, the Round, Catch and
Canon Club (glee-singing included) started in 1843; the Bristol Orpheus Glee Society
and the Abbey Glee Club (again in London) began operations in 1844 and 1845
respectively: the City Glee Club began their meetings at the London Tavern in 1353.
This proliferation helped to establish the glee as a uniquely English form and it may
well have been that jingoism played its part in the setting up of clubs throughout the
kingdom. In those parts of the world known in the nineteenth century as Greater

Britain, glee societics also flourished, witness the setting up of the Poona Glee and
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Madrigal Union in 1869 and similar organizations in Australia and New Zealand.

Solo quartets, or Glee Partics/Unions as they were known, flourished too in the mid-
ninctcenth century. In 1867, The Sappho, Alexander and Quaver Glee Unions were
advertising their scrvices and for these three, there must have becn as many thousands
cntertaining at celebrations and concerts throughout the land. From 1890, Messrs.
Scexton, Hast, Formington and Norcross -the Meister Glee Singers - were taking full

page advertiscments The Musical Times with press reviews from their nationwide
tours. Apart from singing by Royal Command to Queen Victona, the group toured
Amecrica and Canada, clearly the leading party of its kind by the end of the century.
Not surprisingly, this quartet, in common with others, had an agent to make
arrangements and bookings for them. Thus, the Meister Singers werc represented by

Willam Sexton of Picadilly whilst another successful group, the Celia Male Quartet,
engaged Messrs Barth and Black according to advertisements in the musical press.

Amold Bennett, in Clayhanger, paints an evocative portrait of a Potteries Quartet

which made an impression on the novel's young protagonist, Edwin:

Messrs. Arthur Smallrice, Abraham Harracles, Jas Rawnpike and James Yarlett
rose, stepped heavily on to the little platform, and stood in a line with their hands
in their pockets... They had no music. They knew the music; they had sung it a
thousand times. They knew precisely the effects they wished to produce, and the
means of production. They worked together like an inspired machine. Mr. Arthur
Smallrice gave a rapid glance into the comer, and from that comer a concertina
spoke - one short note. Then began, with no hesitating, shuffling preliminaries, nor
mute consultations, the singing of that classic quartet, justly celebrated from Hull
to Wigan and from Northallerton to Lichfield, Loud Ocean’s Roar. The thing was
performed with absolute assurance and perfection. Mr. Arthur Smallrice did the
lapping of the small waves on the foam-veiled rocks, and Big James in fullest
grandeur did the long and mighty rolling of the decp. It was majestic, terrific, and
overwhelming. Many bars before the close Edwin was thrilled, as by an exquisite
and vast revelation. He tingled from head to foot. He had never heard any singing

like it, or any singing in any way comparable to it. He had never guessed that song
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held such possibilitics of emotion. The pure and fine cssential qualities of the
voices, the dizzying harmonics, the fugal calls and responscs, the strange relief of
the unisons, and above all the free, natural mien of the singers proudly aware that
thcy were producing somcthing beautiful that could not be produced more

beautifully, conscious of unchallenged supremacy - all this enfevered him to an
unprecedented and self-astonished enthusiasm.3

Double quartets, both professional and amatcur, were also popular and 1t is not difficult
to imaginc how many large clubs grew from thesc informal beginnings.

Investigation into the librarics of the clubs shows not only the enormous number of
glees which found their way into the singers' hands but also that a glee club usually
followed far more varied activitics than the name implies. The beautifully hand-written
catalogues of the Canterbury Catch and Glee Club, which flourished between 1770
and 18635, show that the club owned around eleven hundred different glees as well as
five hundred catches, scventy six songs and one hundred and cighty five duets. The
inventory of 1801 lists twenty two glee collections including some of the Thomas
Warren volumes. What began as a purely vocal group soon expanded into instrumental
work. In all, the orchestral library consisted of some three hundred and forty overtures

catalogued into nine scts. The importance of the club in the musical and social life of

the Kent town can be gauged from the brief article written by a former member®® in

18735 soon after the demise of the club:

Commencing in a very humble public tavern by some half a dozen musical citizens
meeting to sing glees and catches, it rose to be the chief estate of Canterbury. Within
thc memory of many now living the orchestra comprised some fifty performers and
thc Club consisted of about five hundred members, numbering among them the
resident Gentry, Clergy and Icading Tradesmen. Thenew members were proposed
by a member and balloted for. No citizen could be admitted unless a member. No
apprenticc or minor could ever be admitted. Visitors were admitted by payment on
the last night of the season only. Admission, half a guinea, one year's subscription,
one guinea.

The Club was renowned throughout England for its famous music and for its
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gentlemanly atmosphere; and visitors were numerous, consisting of Officers of the
Ammy, Country gentry, and Commercial travellers. When the Mayor paid an official
visit, his name¢ was inserted in the Charter Glee. The M.P's of the City, and
Candidates for that office, always attended, and great was the speech-making. The

famous motto of the Club was 'Harmony and Unanimity' and politics were rigidly
cxcluded.

This important Club lasting ncarly ninety years - 1779 to 1865 - had a beneficial
cficct on the City as, in the first place it was a school for vocal and instrumental
practice, and during this period an army of 'young-in's' were brought up and wended
their way to the metropolis. Sir George Elvey, son of Dr.Stephen Elvey, Hobbs,
Hawes, Goulden, Shoubridge, Dyson, Tom Young et hoc genus, vocalists and
Instrumentalists were constantly in practice. A full rehearsal always took place on
Saturday evening for the Wednesday concerts, of which thirty were given from the
first Wednesday in October to the last in March.

The first, and almost perpetual Chairman, was Charles Delmar Esq. The most rigid
order was kept, rarcly did any disorderly visitor interrupt, the cry of Tum him out’
was swiftly raiscd. When the programme was concluded the early birds retired, and
for some forty years the after evening was cclebrated by amateur free and casy
singing, the mirth growing fast and furious till the small hours. No Bruce®’ being
then in existence, our grandfathers made a night, and often too, a moming of it. Gin

punch in half pint mugs was the beverage, and the mutton-pie man, Hagell, supplied
the solids.

The room in Orange St., now called the Appollonian Hall, was built for the Club
about 1800, and there the meetings were held for some forty years. The Club then
removed to the Guidhall Concert Room where it remained until the new Music Hall
in St. Margaret's St. was built for it about 1850, where after a lingenng decline it
expired in 1865. The Hall was uncomfortably large, the old members died off, and
innovations were made on the ancient rulcs, citizen visitors were admitted at one
shilling, music hall comic singers and stars from London came down and swept
away the larger part of the funds, party spints began to divide the City and the end

came. Ichabod! When will the citizens be wise enough to revive this happy
institution?

There follows a list of the members of the orchestra, in total a well balanced
chamber orchestra of twenty-six players but without violas. Vocalists numbered nine
plus "five Chorister boys who sang frequently”. A typical programme in 1825 (also
hand-written and with most of the composers unacknowledged) shows a mixture of
glees, ducts and solo songs with overtures at the beginning, as a centre-piece

and at the end of the concert. The ubiquitous Glorious Appollo often featured. By
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the 1850s, the programmes show some movement away from the vocal element with
instrumental solos, ducts and enscmbles relegating the glees to two or three only

per night. A colour print of the club circa 1856 shows quite clearly the motto
"Harmony and Unanimity” on the prosccnium arch above the orchestra. At the side
arc top hats on hooks and a small gallery for the "chorister boys”. The members are
scated at long tables which take the weight of the gin punch and mutton pie while

clay pipcs arc much in evidence. The scenc is one of great conviviality and one
can casily imagine the "free and easy singing” taking over when the official concert
had been completed. The "key™ to the picture lists the professions and trades of
those present, rcpresenting a  cross-scction of Canterbury worthies  from
silversmith, lawyer and banker to tanner, plumber, tailor and bookmaker, not

forgetting the Cathedral organist and the Music Master of the Kings" School. From
the illustration and the commentary, it would appear that the tanncr and the plumber

must have becen master craftsmen owning their own businesses as the ethos suggested

is one of a Gentleman's Club run by and for the comfortable middle class of
Canterbury. This is further underlined by the one and a half guincas payable on entry
to club membership. Since no mention is made of any professional tuition being on
hand, a certain amount of musical literacy is also presupposed, in turn implying a
degree of education and ergo financial sccurity.

The raison detre of the club seems to be summed up in the Charter Glee, a

composition by Thomas Goodban who for thirty years was the Leader of the

orchestra:

To Appollo and Bacchus our offerings let's bring,
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And join hearts and voices thetr praises to sing,
Relaxing from labour, and all carcs beguiling,

How happy we're met at our Club so inviting.

Here's a pipe and good liquor our spirits to cheer,

And Music's sweet sounds so delightful to hear,

Here's social good fellowship all hearts inspiring,

And mirth and good humour on each face sits smiling.
Then with pleasure abounding, its fame far resounding

Let's be merry and happy at our meetings so rare,
From contcntion restraining and order maintaining
Here's success to our Club, and a health to the Chair.

Having led the orchestra for so long a time, one hopes and presumes that Mr.
Goodban's bow was mightier than his pen. Nevertheless, his lines have some
significance in terms of male choir principles - the "contention restraining and order
maintaining” concept is onc found in the dicta of the Noblemen and Gentlemen's Catch

Club from a century before and in the rules of the male voice choirs a hundred years

on.

With organizations which began as glee clubs rather than catch clubs, the
cmphasis remaincd more firmly on vocal work although the social nature of

rchearsals was still of significance. In 1871, a few years after the Canterbury Glee
r

and Catch Club closed, John Spencer Curwen, on behalf of the Tonic Sol-Fah I\ -

v
5

Reporter, visited the Bristol Orpheus Glee Society, which had been founded in 1844: /

The ‘Orpheus’, as the Bristol pcople familiarly call it, consists entirely of men.
There are forty members. These arec mostly of middle age, and include
merchants and professional men. As a consequence the society stands high in
Bristol. It gives but one concert a year, when it has no difficulty in getting
1,200 of the elite of the city to attend; and no sooner is one concert over than
all the tickets for the next arc taken up. The members pay a subscription of
£2.2s a year, and this seems to produce more money than the society knows
what to do with. An ingenious plan has been hit upon for disposing of the surplus.
Every member who is present when the roll is called receives eighteen  pence

from the Secretary during the evening. Mectings are held every fortnight all

the year round with short intervals at holiday times. One evening in the year, and
-50.



onc only, is a ‘treble night’, when a2 number of ladies are invited to assist in the
rendering of partsongs by Mendelssohn and others, written for a mixed chorr.
The rules for admission into the fraternity arc strict. A would-be member 1s
introduced to the committecby a member, and if they approve he is proposed and
scconded at the next mecting of the socicty. A fortnight later he is balloted for,
and six black balls exclude though this veto i1s rarcly exercised. There is no
musical examination. The socicty mects in an hotel which 1s to Bristol men as
the London Tavern is to Londoners.

Entering, I found a large and lofty room well lighted and comfortably
warmed. It was oblong, and tables were ranged round three sides of a square
with a small table for the conductor in place of the fourth side. In front of each
chair a rcading desk was placed on the table, and a group of music books was
placed at its side. I looked up and saw at onc end of the room a long table with
appliances for a tca, while at the other there were evident signs of impending
brcad and chcese and beer. A rap from  the conductor's baton brought the
members, who had been chatting in groups, to their seats. There were some thirty-
six present. The practice began; but it is not the custom of the Bnstol Orpheus
Society to stand up. They sit through their practice; they sit even through their
concerts. It was now eight o'clock, the usual hour of commencing, and the music
went on till nine, when half-an-hour's adjournment for supper took place. The
members now repaired either to the ‘beer’ or the ‘coffee’ end of the room, and
enjoyed themselves as companions usually do under the circumstances. The
expense of the refreshments is borne by the general fund of the Society and can of
course be well afforded with a £2.2s subscription. During the recess, the balloting
for new members took place, and at ninc-thirty the music was resumed, the
meeting ending at ten.

The sociability of the Society’s mectings is their most marked feature and
whether choirs generally can take a hint from it may fairly be asked. I am
inclined to think that this feature has done much to keep up the Bristol Society. It is
a sort of club, where you can always reckon on seeing your friends and having a
chat with them, and from a musical point of view each member feels that he is
something more than a pipe in a living barrel organ which the conductor tums.
Music is linked with the pleasures of society and friendship, and all of them
gain by the union. The concerts are merely public rehearsals. The hours of
singing and of adjournment for tca are the same as at the practices. Tea is
provided as well as the music for a nominal price (35.6d) and there 1s no reserving
or numbering of seats. Nor are the musical arrangements in any way different.
The visitors hear only men's voice glees and choruses, with occasional solos
in them, but there arc no songs interspersed, and a pianoforte never comes near
the socicty.

Another feature of the society which a visitor at once notices is that the members
mcet for their own pleasure, not that they may grind up for a concert. The
rchearsals are an end in themselves, instead of so much drudgery to be gone
through in order to appear in public. The pleasure is in the fortnightly meeting, not

In anticipating the next concert. All this gives a tone of ease and satisfaction to
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the rchearsals which is very attractive to everyone concerned. Cannot other choirs
take a lesson in this respect?°?

Curwen's comments on the amount payable for membership subscription draws
attention to the social standing of the clubs and their members. The established
wealth and prosperity in ports such as Bristol and Liverpool and industrial centres
like Manchester in the nineteenth century meant that subscriptions of one guinea (in

Manchester in 1830) or two guineas in Bristol forty years later were perfectly
possible for the middle-class merchants and professional men. At the same time,
these fees would have closed the doors of the clubs to, for example, a Great Wcstem
Railway engine fireman who, in Bristol in the carly 1870's, received a weekly wage of
20 shillings* . Curwen's description of the concert-goers as the clite of the city
combined with the details of membership, blackballing ¢t al, paints a picture of a
club of some exclusivity. The 3s.6d concert ticket, too, would exclude a railway
signalman on 16-20 shillings per week.”” The comments on the convivial aspects of
the procecdings underline the common factor between all male voice singing clubs
from whichever century and under whatever name, be it catch, canon, glee, madrigal

or, as in the twentieth century, the male voice choir.

Apart from the lack of instrumental music, one noticeable difference between the
Bnstolians and the Men of Kent is that in the former case the beer and coffce was
taken 1n "adjournment” whereas in Kent, once the main programme was over, the
singing and imbibing continued together. There was also no mention by Curwen of
smoking, which at clubs was by no means un-common. Smoking Concerts,

advertised as such, were, in fact, a feature of the social life of many music
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organizations (cspecially in the larger cities), becoming especially fashionable in the
1880s. The leader writer in The Musical Times of February 1882 comments:

The recent cstablishment of Smoking Concerts in the metropolis is  scarcely
so much a proof of the advance of smoking as of the advance of music. The fact
is that many persons accustomed to enjoy a cigar or pipe in the evening, and also
cxceedingly fond of listening to the performance of good works, have begun to sce
that the gratification of the one decsire need not interferc with the occasional
gratification of the other, and the result is the growth of the entertainments at one
of which a few evenings ago we ‘assisted’. Of course with a full orchestra, and a
programme containing some of the best of our standard compositions, not only
the total absence of ladies, but the arrangement of tables intermingled with seats,
appearcd strange to one accustomed to attend cvening concerts at St.James's
Hall; but then the stiffness inscparable from fashionable assemblies was replaced
by an air of luxurious enjoyment which appeared thoroughly in consonance with
the feelings of the audicnce: and when the performance commenced the few who
desired to converse were effectually hushed by the frowning looks of the musical
majority. Wc¢ can confidently affirm that the characteristic feature of the concert
was faithfully preserved, for not only the audience smoked, but the Conductor, the
stringed instrument players, and the performers upon wind 1nstruments too when
theycould get a chance. It was remarked by many that Beethoven sounded much
better when, instcad of sitting between two clegantly dressed ladies 1n a sofa stall,
you could reclinc at your case, and combine thc aroma of the music with the
fragrance of the weed.*

The above concert was obviously purely instrumental but the  many

advertisements at the time demonstrate that Glee Clubs also encouraged the fashion.
Ye London Gleemen, at their first Smoking Concert in 1883, managed to sing a full
programme of madrigals, glees and choruses ranging from Wcelkes to Wagner
although whether the performers, as the players above, joined in with the smoking is
not made clear. The rules of many socicties listed Smoking Concerts as being
obligatory activitics, hence the Civil Service Vocal Union's rule "That the society give
three concerts  during the scason - Two Smoking Concerts and a Ladies' Night".

Despite this, some conductors and choir trainers were obviously opposed to the
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whole idea and scathing in their criticism. L.C.Venables, conductor of the South
London Choral Institution and Principal of the South London Institute of Music, when
discussing Glee Clubs, felt that "if in districts thickly populated by the artisan class
a tastc for this class of music could be cultivated to supplant...the Smoking concert,
a great advance in musical culture would be effective (sic)."#!

It would be impossible to estimatc how much influence the activities of glee clubs

had on young performers who were to take up the profession and excel in other
musical fields. Elgar, as a boy, attecnded meetings of the Worcester Glee Club which

had been formed in 1810. In The Musical Times appeared the following:

Cathedral lay clerks and citizen amatcurs weck by week joined their  forces in
a fcast of vocal harmony and right good fcllowship. An additional accompaniment
to these unaccompanied glecs...was furnished by churchwarden pipes solemnly
smokcd by the senior Apollos. The proceedings always commenced — with
Glonous Appollo and seven other glees and two songs completed the
programme, "2

An unacknowledged author, described as "a well known musician of that city”

provides another contemporary picture, from around 1870:

The Worcester Glee Club was founded in 1810 and held its mectings at the Crown
Hotcl weckly, from October to April, on Tuesday nights. These meetings were
famous in their day, and brought together a large number of the citizens. The
lay-clerks of the Cathedral were the mainstay of the vocal music, and they were
reinforced for the ‘instrumental nights' once a month by the leading professional
and amatcur performers in the city. The Elgar family became associated with
the club about 1843, in the person of Mr.W.H. Elgar, father of Edward. He played
second violin...Corelli was largcly drawn upon, Handel's Overture to Saul was a
favourite, and Haydn's symphonics were often heard. The rich store of our great
glee writers fumnished the vocal music, and they were very well done in those days.
Not many songs were sung, and they were of a healthy, vigorous type...People
came from far and near; one old clergyman from Bromyard was a regular
attendant, walking in on Tucsday, staying at the hotel all night, and walking back
on Wednesday. Commercial men so timed their journeys as to be at Worcester

on a Tuesday, and one of the fraternity showed his appreciation of the pleasure he
received by presenting to the club a grand pianoforte....
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Mr. Edward Elgar was drafted in to play first violin when a small boy, Mr.
Spray being leader, and Mr. A. R. Quarterman pianist. Mr. Henry Elgar*} (who had
joined in 1850)rendercd very able assistance at the harmonium on ‘instrumental’
and ordinary nights. Great changes had taken place in the instrumental music -
Rossini, Auber, Mozart, Wallace, Balfe, Bishop, Bellini,and others being
represented by overtures. The glees etc. of S.S.Wesley, Walmisley, Beale,
G.W.Martin, Goss and Cummimgs were added to those of the old composers, and
the modern English and German partsongsfound a place in the programmes, which
also contained a goodly number of high-class songs. For about two years Edward
was accompanist. In this his marked ability was at once manifest, though he would
always insist that he was not a pianist. His accompaniments were a great delight to
singers and audience. Programmes had now been printed for some years. In 1879
we find him announced as 'pianist and conductor’, and four members of the
family appear on the list of the band, which then ecmbraced all the woodwind. The
young conductor and leader, as was to be expected, brought forward musicofthe
modern school, which he arranged for his small means with great skill, and took
great pains to rehearse the young players in their, to them, perhaps difficult
parts, no doubt gaining in this way much knowledge which has proved very useful.
Many pieces of his own composition for the glee party, band, and solo voiccs
appeared in the programmes, and were always received with favour and created an
interest in the future of the young musician, though few at that time discerned
the bright light which was to break upon these later days.**

Musically, Worcester ran more along the lines of the Kent Club than that of their
West Country ncighbours which no doubt suited the tecnage Elgar. The
grounding in the basic English vocal repertoire plus orchestral classics and the
opportunity to conduct and arrange must have proved invaluable. With no mention
of comcstibles and even the smoking done "solemnly”, thc Worcester Club
presents 1tself as a thoroughly musical establishment. Had it not been, perhaps the
young Elgar would not have become so heavily involved.

The more usual picturc of the Glee Club is, indced, onc where the modern usage of
the word applies and competitions during the glee century were often for "chearful”

(sic) glees. When A. J. Caldicott died in 1897, the story was recounted of how his by

then famous cheerful glee Humpty Dumpty came to be written. This report also serves
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to llustrate how defining a glec in 1877 was by no mcans straightforward:

Twenty ycars ago the Manchcster Gentlemen's Glee Club offered two prizes of £20
cach for the best serious and cheerful glees. No less than 114 compositions were
sent in by eighty composers, of which sixty were cheerful and fifty-four serious (we
mean the glees and not necessarily the composers, who were doubtless all serious in
their intentions). After due consideration the judges awarded the prizes to Mr.
Henry Lahce for his setting of Hence Loathed Melancholy (cheerful) and to Dr,
Henry Hiles for Hushd in Death (scrious, naturally). But before deciding upon the
pnize-winner of the best cheerful glee, the adjudicators gave their award to another
glee called Humpty Dumpty as being the best musical composition; but they left it
to the Committee to decide whether they (the committee) could accept it as a glee.
The committee, perhaps largely composed of scrious men, decided that Humpty
Dumpty hardly met their requirements as a glee, but was more of the nature of a
musical joke! Their decision was duly communicated to Mr. Caldicott, whose
expectations must ‘have had a great fall', though he did not re-compose nor ‘put
Humpty together again'. Not-withstanding this ‘'fall’, the 'musical joke' was duly
performed by thc Manchester gleemen, and, nothing daunted, Mr. Caldicott
conducted his Humpty Dumpty in person. Although encores were not allowed, the
composition met with such unanimous approval that thc composer was obliged to
accede to the loud demands for a repetition. The chairman then announced, amidst
the vociferous applause of Humpty Dumpty's admirers, that the committee had
unanimously decided to give a special prize to Mr. Caldicott. Who will say that he
did not enjoy the fruit, if not the wall-fruit,of his labours?*

Many of the glee clubs and societies published well-defined rules of membership
and conduct. Those of the Manchester club, which was founded in 1830, were outlined
in The Harmonicon and provide a typical example:

The Club to consist of 50 members
The subscription to be £1 per annum, out of which a cold supper to be
provided.
An entrance fee of £1 to be paid by every member for the purchase of  music.
Every member to be allowed to bring one friend each night (paying for his

supper), but no gentleman to be admitted twice, unless residing at more than six
miles from the Manchester Exchange.

Members not present at half after seven o'clock, to forfeit 2s; not  attending at
all 2s.6d.

Singing to commence at half after seven: supper to be on the table at ten, and the
chair to be vacated and the room quitted at twelve: no refreshments of any kind to
be brought into the club room before supper.

The meetings to be held on the first Wednesday of every month, from
September to April both inclusive.
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A President, Vice-President and four Stewards elected every night for the
succeeding meeting: the President to make the selection of Glees, and appoint the
parties to sing them; the Honorary sccretary giving sufficient notice to such

?\atr&cesiast meeting for the season, the committee for the next season to be elected
by the members at large.%

These dictates have the advantage of conciseness. The rules of the Bristol Madrigal
Socicty,*” a male-voice organization established in 1837, numbered twenty-two plus a
further cleven "Rules for the Ladies Night". Such comprehensive choir regulations
covercd every cventuality from the mundane listing of duties ("The conductor shall
have the direction of the rchearsals and public performances™® - Bristol Royal
Ompheus) to essential and practical rules aimed at maintaining standards of
performance and behaviour. Absence from rehearsal was censured ("If any member
abscnt himself from five successive meetings he shall, in the absence of any
satisfactory explanation, be subjected to exclusion from the Society, on the vote of a
majority of the members, expressed by ballot." - Bristol Madrigal Society): the Society
of Bristol Gleeman sought to protect the standards at rehearsal - "That no member
shall be allowed to sing at a concert who has not qualified himself by attending at least
six practices precceding."*® The same Glecmen made it possible for members to
borrow music for private practice - "Any member of the Society may borrow music on
his making application to the Librarian at one of the ordinary meetings, and paying a
deposit of 2s 6d; such music to be returned in good condition to the Librarian on or
before the next practice night. A breach of this rule, in any respect, will subject the

member (for a first offence) to a finc of five shillings."™° Overall, the approach in the

successful clubs was totally business-like and in this respect we again learn that the
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gentlemen belonging to the socicties were wealthy men who were prepared to put
their own business experience and acumen into running an efficient, well-managed
organization.

Most of the glee clubs instituted Ladies' Nights and these were specially arranged
events with as much emphasis on the socializing as on the music-making. Nothing
was specified in the rules, but one presumes that wives, fiancees and apgrqprigtély
chaperoned single girls made up the guest list. Every thought was given to the comfort
of the ladies and to that end the use of the club room or hostelry was eschewed in
favour of surroundings deemed more suitable for the fairer sex. The Bristol Orpheus
used the Colston Hall, while the Bristol Gleemen hired the Victoria Rooms, Clifton, as
did the Madngal Society., The Musical Times drew on The Harmonicon for the

following details concerning Manchester's first such event:

The Club closed its first season - on April 28,1831 - with an 'extra  meeting’, at
which about 350 ladics and gentlemen were present. We are told that 'the
Salford Town Hall was tastefully fitted up for the occasion, and wines, cakes, fruit
etc. were provided in the ante-rooms, as refreshments between the parts into which
the selection was divided.' Many glees were sung, the programme being diversified
by three songs, and Chopin's Grand Polonaisc Brillante was played by Mr.
R.Andrews. It may be necessary to explain' apologetically says the writer in the
Harmonicon, ‘that the songs and the Polonaise were introduced in order to afford
that variety which ladies not accustomed to glees, and into the merits of which they

may be supposed, therefore, not to enter so readily, might have thought
agreeable.’!

The special arrangements catering for the musical tastes of the ladies scems peculiar to

Manchester.

Remaining with the Manchester concert of 1831, one item on the programme was a

glec composced by Mr. Andrews, the Chopin exponent, using the words of Strike the
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Lyre. The version which has survived is, of course, the one already discussed by
Thomas Cooke. Cooke had responded to the following advertisement in the

Manchester Cournier of June 20, 1831:

The committec of this club, being desirous of encouraging the composition of
English Glees, hereby offer a PREMIUM of FIVE POUNDS for the best SERIOUS
GLEE and another of similar amount for the best CHEERFUL GLEE, to be
submitted for their approbation, it being expected that such as are sent in will be
written for the occasion, and distictly understood that none shall be sent to them
which have been before the public in any manner whatever.

Composers becomimg candidates are requested to put some distinguishing mark or
motto on the glees they transmit, and a similar one on a sealed envelope containing
their name and address, which envelope will not be opened until the Prize glees
have been fixed upon.

The Compositions to be sent must be delivered to the undersigned on or before the
first of September 1831.32

The story is continued by The Musical Times:

No fewer than 46 compositions - 25 serious, 21 cheerful glees - competed for the
premiums. Of the composers who entered the fray, 24 hailed from London - “all of
whom, with an exception of two, are eminent in the profession’, so The
Harmonicum records - 'seven came from Manchester gentlemen, the remainder
from Liverpool, Edinburgh, Glasgow, York, Bristol, Hull and Plymouth."...Among
the names of the competitors ...are those of T.Attwood Walmisley (Croydon), and
his father T.F.Walmisley, H.R.Bishop, T.Cooke and Vincent Novello. The
premium for the serious glee was won by Bishop...while for the cheerful glec
Vincent Novello with his Old May Moming...came off victorious over Tom Cooke
in his Strike the Lyre. Cooke seems to have taken his beating in a generous spirit,
as very shortly after the contest, he caused the son of his opponent to publish his
glee and, moreover, he dedicated it to the club that had offered the premiums...
Judged by its subsequent success nothing could be more appropriate than the
'motto’ selected by Cooke for his Strike the Lyre - it was Nil Desperandum. May
not unsuccessful competitors in similar contests be encouraged thereby.>?

Apart from its anecdotal interest, this advertisement confirms the populanty of the
glee and the glee competitions. The club was newly established and therefore had no
reputation in the organizing of such events, yet it could attract entries from as far afield

as Scotland and Plymouth where presumably the Manchester Courier was not easily
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obtainable. The winner, Bishop, was forty-six years old and well established
through his work at Covent Garden and yet felt, presumably, that the premium was
sufficiently attractive. Even if winning did not always secure lasting fame and fortune,
the interest aroused and the publicity the composers received suggests that the glee
competition movement helped further the widespread dissemination of the form
throughout and indeed beyond the "glee century”. As late as 1909, when an

improvement to the quality and tone of canteen concerts in the Armed Services was
considered, the solution reached involved the setting up of glee clubs. In a report

drawn up by Lieut.Colonel B.R.Ward and presented to a meeting at Brompton

Barracks, Chatham, in August of that year:

...it was pointed out that it has long been considered desirable to form some central
body for the encouragement of music in the Services. Probably the most hopeful
method of reaching this end would be by the formation of glee clubs. The
advantages of the performances given by these clubs over the ordinary unorganized
concert, are that they interest the musical man, who soon tires of unison singing;
and that they exercise a pleasant and useful social influence by bringing together in
practices those interested in music. Moreover, they further form a nucleus of

musical men in a regiment or ship, who can thus assist in the bettering of ordinary
canteen concerts and singsongs.>3

Only two months later, the first concert of the Naval and Military Unton was rcported

thus:

A number of unison songs werc sung with great verve by the men, who thus
afforded evidence of vocal capacity from which much may be expected. The most
notable performances were Sullivan's "The Long Day Closes' and two other glees
sung by the Glec Club of the Royal Naval Barracks at Chatham. We hcar that in
view of the concert thec members of the club displayed so much enthusiasm that
they practised no less than four evenings a weck. From all this, it is obvious that
the Union has made an excellent and auspicious start, and we are justified in
cherishing a hope that its operations will now soon spread over both Services. The
ncw book of partsongs sclected by the Council of the Union was in circulation at
the concert. It is a collection of twenty men's voice pieces mostly of a popular
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character, which, as stated in a preface, the Council hopes may prove useful to
conductors of clubs as a guide.>*

THE DECLINE OF THE GLEE
The Naval and Military Union was not to be the last club formed for the singing of

glees or at Icast with the word glee in its title.>> By the turn of the century, however,
the glee was in decline. The recasons are not too complex and revolve around
cducation, changing fashions and the demise of "the becarded altos" as

Mecndelssohn called the English male alto.>6

Although the distinguishing featurc of the strict glec was the all-male ensemble with
alto lead, it must be remembered that throughout the glee century composers were
making four-part scttings with sopranos. Numerically, these SATB glees were
considerably less in evidence than even the TTB and ATB three-part pieces but five
and six part settings including sopranos were produced including Webbe's Pretty

Warbler Cease To Hover (SATTB), Callcott's O Snatch Mc Swift (SATBB), and

Momington's O Bird of Eve (SATTB). Thus the "threat", as some saw it, of the female
singcr breaking into the male preserve of glee-singing was always present. Onc
particular indication of the demise of the male alto can be scen through an
cxamination of th¢ numbers in the Festival Choruses throughout the nincteenth
century. Whercas in 1834, the Birmingham Festival Chorus had forty-eight male altos

(and no contraltos), by 1900, under a heading "Exit Male Altos!", The Musical Times

reported:

For the first time in the history of the Festival there were no male altos in the
chorus. In Mendclssohn's time (1846) the alto part was sung entircly by
men...Since the meeting of 1867 there has been a steady decrease in the number of
these gentlemen altos. They dwindled down to nine at the last Festival, and now

they have disappeared altogether. It may not be without interest to mention that the
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cmployment of lady singers in the alto section of the Festival chorus was due to
Costa, who first introduced them at the Festival of 1849...1n the proportion of 17 of
the fair sex to 59 of the hirsute-adorned species.>’

Numbers for thc Leeds Festival Chorus show the same decline - forty-two male altos
in 1883 with scventeen contraltos, sixteen to fifty seven in 1886 and eight to eighty

four in 1901.%® The same story is found at the Huddersfield Choral Society. In 1902 it

was rcported that there were nincteen males and sixty scven contraltos whercas “thirty

years before there had been only two contraltos™.>” Peter Giles draws attention to the
Purccll Commemoration Chorus of 1895 where the chorus in Westminster Abbey
"assembled and conducted by the staunch Purcellian Sir Frederick Bridge contained
only cightcen altos as against forty four contraltos. We do know however that the alto
solos were taken by men, Lay Vicars of the Abbey choir™.® It could be claimed that

Mendelssohn encouraged the rise of the contralto (and consequent demise of the male
alto) when in 1847 he wrote for contralto in Elijah, thus sctting the pattern for oratorio

solo quartcts throughout the rest of the century and up to the present. However, cven

before this date, a Ictter in The Musical World (in 1836) drew the rcaders' attention to
"a situation in which mysclf, and others who have the misfortune of being

denominated counter tenor singers, are placed by the introduction of female contraltos

in most of the festivals and concerts instead of the legitimate altos."! A key word here
1s "misfortunc” - altos were alrcady beginning to feel a persccuted group, a situation
which was to remain until the time (and beyond) of Alfred Deller. There was of course,

in the background, the spectre, as some saw it, of the Italian castrato and this

strengthencd the view of the uninformed that the alto voice had to be linked to
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cffeminacy (hence, possibly, Mendelssohn's "bearded altos” comment). The hostility to
the castrati dates back to Handclian times. To somec xenophobic Englishmcen, almost

anything linkcd to Italian opera was bound to be worthy of contempt. Thus the words
of Henry Carcy, written over onc hundred years carlicr, would have had a great deal
of sympathetic support in some quartcrs:

But when a Castratc Wretch,of monstrous size,
Squeaks out a Treble, shnll as infant cries,
I cursc the unintelligible Ass,

Who may, for ought I know, be saying Mass.5?
Various letters of protest and defence of the English male alto appeared in musical
journals during this period, including the following in The Musical Times (1884):

May I crave space in your valuable papcr to protest against the gradual disuse of
the ‘alto’ voice in our Icading Choral Socicties? It is, I think, a very great mistake to
do away with altos and substitute contraltos in oratorio music, at all cvents.
Curiously cnough, at onc of our most cclebratcd choirs this 1s being gradually
done, as I am informed, through the conductor holding the opinion of ladics’
supcriority, while he himself is an alto, and has several relatives in the profession
with that voice. Hoping my protest will avail to lessen this (as I conceive) 1njustice
to a very useful and beautiful voice.8

Two ycars carlicr, a correspondent had a suggestion as to the alto's weakened

position and a remedy:

In the articlc on 'Male-Voice Choirs' ... a remark is made as to the unhappy scarcity
of altos. Undoubtedly such is the truth, but I think a remedy mightbe found by
endeavouring to offer morec encouragement towards cultivating this voicc.
Although stronger than the contralto voice, the latter is always chosen by our
choral socicties before an alto, in rendering an occasional quartet. Alto vocalists
are never heard at ballad concerts, simply because there arc no songs especially
written for them. Let some of our song-writers try the experiment of composing for
them, and watch the result. An alto's scope is so limited that many,for the sake of
appcaring at concerts as soloists, sing in their lower (generally baritone) voice thus
invariably dcteriorating, and often killing, their falsetto rcgister.

Singing-masters, too, might study the production of the alto voice a littlc more, for
as a rule they know nothing about it. With a little attention to the matter, I have no

doubt but that the number of good alto singers might be largely increased.*
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Unfortunatcly, the hoped-for "experiments” by composers secm not to have taken
place, and the decline continued. Some "singing-masters”, however, were aware of the

problem (or a potential market). In 1895, for example, one Mr. Frost, "sole Alto Vicar-

Choral of St.Paul's Cathedral” was advertising his services to train alto voices at his
residence. Likewise, in 1907, Novello brought out a treatise called The Adult Male

Alto or Counter Tenor although by that time the stable door hrad been open for too

long and the alto had, if not bolted, wandered from the main musical scene. Not
surprisingly, it was the smaller clubs and more informal choirs who felt the effects
most. In the early 1860's, Thomas Hardy was apprenticed in the drawing-office, at 8
St. Martin's Lane, of onc Arthur Bloomfield who ran an office choir. We are told that
"slack times in the office were used for practising glees and catches"® and Hardy

remembcers Bloomfield's plea "If you meet an alto anywhere in the Strand, ask him to

come and join us."%

A still earlier (1879) correspondent rosc to the defence of the alto detailing many of

the complexities of the situation with particular reference to the partsong and its

implications for the alto:

I contend that the substitution of contralto voices for male altos, especially in
glec and anthem music, completely alters the effect produced, and not for the
better. Let a quartctt (sic) written for alto, two tenors and bass be sung by four
men's voices, and the alto will have somewhat the effect of a high, brilliant tenor.
Sing 1t again with a femalc or boy in the part and you will find it has lost
nearly all the brilliancy which characterized the first arrangement. People say
there are no male altos abroad. Perhaps not; but I could name many German
partsongs by Kucken, Mendelssohn, Kreutzer and others, which are little, if at all,
lower than many of our so-called 'alto’ parts.5” In the Sol-fa Reporter series I have
seen two books of part-music, for 'men's voices'...which include many of our best
alto’ glees, most of them in their original keys....and I should like to ask how they
are to be sung 1f not by counter tenors? The editor says indeed that they are to be

sung by 'high tenor' voices using their 'thin’ register and not by 'the male contralto
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or counter tenor voice' etc. (the usual amount of abuse), but it is not quite clear to
mc how this is to be done. A very high-voiced tenor may no doubt sing one or two
cxtremely high notes in a song, but when he has a long string of G's and A's,
followed by B or C, it will be found too heavy for him to sing in tune, besides
seriously injuring the voice. I question if even Mr.Sims Reeves®® himself would
stand such a test. Truc, there arc so-called 'tcnors’ who can perform the fcat, but
may they not be ‘old friends' with new names'? May not their ‘thin register’ be
suspiciously like falsetto ? I have frequently met gentlemen posscssed of fine alto
voices which they seldom usc because they were told that alto was not a man's
part and that only women should sing it. That being so, these fine natural altos
wasted their voices in futile attempts to transform themselves into basses or tenors,
which nature had never meant them for... I would ask any musician who has heard
glees sung by such excellent altos as Mr.John Foster®® or Mr.Baxter,*® what finer
singing he would desirc or could even imagine? In conclusion, let me very
carnestly disclaim anything like antagonism to contraltos. So far from that, I am on
thc most friendly terms with many of our contraltos here, not a few of whom I
highly estecm: but my idea is 'there's room enough for all in the world of music.'?

The writer here again draws our attention to the defensive position the alto was taking
up ("the usual amount of abuse") and also highlights many areas of debate concerning
the difference between alto, counter tenor and falsctto singing, beyond the scope of
this chapter. In his writings ¢1900, L.C.Venables declares that "Men with natural or
well-cultivated alto voices are scarce, and when discovered it will be commonly found
that they have made singing, in whole or in part, a profession, and will not attend a
choral society without payment."’ This aspect may well have contributed to the disuse
of the male alto and even, as professionals in an amateur world, to the amount of

"abuse".

Defence of the glee came from other areas of musical activity, not just from singers.
Dr. Spark™ of Leeds, in a lecture to the Bow and Bromley Institute in October 1881,
pleaded for a "better recognition of native talent and for a more general cultivation of

glee singing in the home.” He felt that the glee was a native of England and that
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"English people should preserve the traditions of the last generations in this regard.”
Dr. Spark had taken the Yorkshire St. Cecilia Quartet with him to illustrate how the

glee was "far superior in musical quality to many of the sickly ballads and flimsy opera

choruses now sung."”?

The debate at the time was therefore well and truly under way and the battle lines
were quite definitely drawn. Even in leader articles, The Musical Times in this
perniod was bemoaning the lack of altos, at the same time using the term which was to

take over from the Glee Club for reference to men's singing:

A considerable amount of erroncous impression is rife as to the existence of
male-voice choirs in this country; such choirs are really far more numerous than is
generally supposed. There is also some vagueness in the term 'male-voice choir': to
the old-fashioned home-bred English amateur, a male-voice choir would signify a
body of voices, having of necessity alto singers for the upper part of the
composition sung. To the modemn continental tourist amateur, newly returned home
from his annual trip to the German Fatherland, the male-voice choir would be
remembercd as a lusty chorus of tenors and basses only: and perhaps if the tourist
could divest himself of a little of the glamour which almost inevitably attaches
itself to all forcign memories, he would be able to recall some faint reminiscences
of not a few voices which were hard, thin and unsympathetic, and of
physiognomies strained apparently almost to apoplexy.

The old English school of glee-writing and glee-singing is still flourishing
amongst us, not perhaps quite as vigorously, and certainly not as publicly, as in
days gone by. Our monster halls and concert-rooms are not favourable for the
public display of this class of composition; still, therc arc at least eight or ninc
clubs in London alone, where the English glee and the equally national catch are
cultivated and performed. At the head of these clubs is the '‘Noblemen and
Gentlemen's Catch Club' which, founded in 1761, is, as of old, supported by
amatcurs and professionals who share in the performance of compositions by Amne,
Battishill, Webbe, Callcott, Horsley and the many other deceased and living
musicians who have contributcd to the large store of English glees which
Mendelssohn told Horsley the country ought to be proud of, not only for their
special nationality but also for their beauty and fine musicianship. Dublin boasts of
two male voice clubs of very high repute, and many kindred associations exist in
the provinces. The clubs already named have the advantage of male altos, without
which the male-voice glee cannot be cificiently and effectively rendered.
Unfortunately of late years male altos have been somewhat rare, and the voice

combined with musicianly skill still rarer. Those who care to know what a well-
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developed male-voice glee is, should study the works of the composers before
named, and also the few specimens left us by Sir John Goss; 1n these will be found
compositions of a far higher kind than Glorious Apollo and Breathe soft, ye winds.
Of male-voice choirs of a more eclectic kind, there are half-a-dozen, perhaps more,
in London, whose mission is carried out in a thorough and artistic spirit; these
Societics, existing under various titles, pcrform English and exotic madrigals,
part-songs, masses, choruses, motetts (sic) etc. sometimes with and sometimes
without accompaniment, as necessity and circumstancesdictate. Other Societies
exist devoted exclusively to the practice of modern German part-songs and the
English imitations of them; these compositions do  not demand the cultured taste
or musicianship necessary forthe  understanding and performance of the English
glec, but are attractive from their prettiness, being as a rule merely harmonised
melodies. The simplicity of the vocal parts and the tunefulness of the melodies
would doubtless make the practice of these compositions much more general, but
for the fact that the upper voice parts are written for high tenors such as are to be
found in Germany, but are not common here.’? (Emphasis added)

The date of the article, 1882, is timely in that the writer scems to cover the then
current position quite comprchensively. Whilst commenting on the lack of expertise in
male alto singing which, as we have seen was resulting in falling numbers in mixed
choruscs, he puts the glee in perspective vis-a-vis the "Societics existing under various
titles” who were concentrating on other forms. Quite what 1s meant by “exotic”
madrigals is not clear - presumably Palestrina and Lassus. What is more significant is
the frequent references to music of the "German Fatherland” and the "merely
harmonised melodies” which constitute the German partsong. These are referred to by
Sir John Stainer in an article entitled The Influence of Fashion on the Art of Music.
Stainer links the rise of the partsong with the other changes in the English musical
scenc. His approach to matters of musical and harmonic development may be
simplistic but his arguments have the merit of being clearly presented and based on

matters he was experiencing in his own, highly successful, working life:

Fifty or sixty years ago the glee, a pure English school of composition, was a great

favourite in the home. Musical families...used to sing glees regularly in the evenings
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for their own pleasure and that of a few friends, and there were many glee clubs. As
you all know, we possess a very large literature of this class of composition, a large
proportion of which is of a distinctly high order of merit. Perhaps I ought to point
out that the glee differs from a part-song not only in the fact that there should be
only one voicc to a part, but also because all the parts must be flowing and
melodious and each part must have an importance of its own. Hence, in the more
elaborate glecs there is a considerable amount of imitative and contrapuntal writing,
beautiful and interesting, but of course requiring good musicianship in all the
voices...The part-song, as its name implies, so far from having independent part-
writing and contrapuntal devices, is nothing more or less than a harmonised melody,
the harmonisation never being elaborate or complicated; it should not be so. Part-
songs, as you all know, are of German origin. They arose from the fact that musical
people, and especially students, found some harmonies an agreeable addition to the
hundreds of simple folk songs so well known to all, and so loved by all...The
harmonised German folk song soon found its way into England, and with it a
large number of compositions in the same style by the best German composers at
that time, amongst them Mendelssohn, to whom we probably owe the real
popularising of the part-song in this country. Being much easier of performance
and allowing a large number to 'join in', and also one might say ‘prop each other up’
when any little difficulty had to be surmounted, the part-song took a powerful and
permanent hold; the fashion of home glee singing died out, and this beautiful form
of composition is only now kept alive by the survival of a few of the old glec clubs
in London and by the choirs of our provincial cathedrals...

There was, however, one particular reason for the pushing out of the old glee by
the new intruder, the part-song, which is of some interest. It is this. Concurrently
with the introduction of part-songs, there were beginning to spring up all over
England church choirs; the clarinet, bassoon, and violoncello were ousted, and with
them the West-end vocal quartet, which, under the pretext of leading the
congregation, which it sometimes did, also showed itself off, which it always
did. It 1s of universal experience that if you want to keep a choir together, especially
where easy and congregational church music is used, you must make them study
some other class of music and widen their interest in the art. The part-song was the
very thing wanted for this purpose; easy, sprightly and effective; a few, of various
styles, could be thoroughly mastered by a series of weekly practices in the parish
schoolroom or elsewhere. If you look at the early numbers of The Musical Times
and Singing Class Circular (which is its full title), issued by Alfred Novello, you
will find side by side with cheap and easy church music, such as chants, settings of

the Te Deum, and simple anthems, a regular series of part-songs.

As a church musician, Stainer must have been well aware of the situation appertaining
to the instrumentalists and their ousting from the services, a situation beautifully

catalogued in Hardy's Under the Greenwood Tree.
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The "serics of weekly practices” points to a further element which strengthened the
rise of the partsong and abetted the demise of the glee, namely musical education. The
burgeoning of the Mechanics Institutes from the 1820s and their associated singing
classes, the work of W. E. Hickson (the "father” of English school music), of Joseph
Mainzer and his "Singing for the Million" movement, of John Hullah and John
Curwen (champions respectively of the fixed- and movable-doh sight-singing systems)

1s all documented in Chapter Three. However, this flowering of musical education, and
particularly the method of singing at sight, is highly significant in the context of the
glce because, as Stainer points out, the (German) partsong, with its straightforward
homophonic texture, was eminently more suitable for class teaching purposes. The
working class men who were attracted to or encouraged to take up the new methods of

musical education would have known little of glec clubs, the membership fee and
necessary social standing for membership proving beyond them. Since singing
classes would have been mixed, the men would doubtless have sung in their natural
voices, knowing little of the tradition of the male alto which, as has been shown in
Chapter One, was historically the preserve of the cathedral and court. Since the whole
concept of the spread of educational opportunities gained so much support from lower
and lower-middle class Noncomformists, this further isolated, in the musical field, the
male alto whose voice had for so long been the essential ingredient in the true glee. To
add another nail in the coffin of male alto singing, the propagation of the "partsong" by
publishers was sometimes carried out through such devious (no doubt to displaced

male altos, treacherous) means as publishing glees by Webbe, Stevens, Spofforth and
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Cooke under the general title of Partsong.

Thus, the 1880s in Britain saw the beginnings of the male voice choir as it was to be
known until the present day. As with all matters of musical development, this was a
transition period during which the glee and the TTBB partsong existed side by side.
The life of the glee was extended, through enthusiasts, into the twentieth century, with
competitive festivals, for example, running classes for the "new" TTBB arrangement

of voices while the classes for glee singers specified "choirs with alto lcad”. Glees
continued to be composed through competition: the Appollo Griffin Glee Society was
organizing a competition’> "for a glee ATTB equal voices without accompaniment” in
1889. However, the Glasgow Glee and Catch Club was moving with the tide when it
specified in the 1893 glee competition that "the top part must be laid out for tenors, not

altos, as in most old glees".”® The Manchester Gentlemen's Glee Club Prize’” in 1897
was for "a cheerful Glee, not a partsong”. In their 1878 competition, there had been
one hundred and fourteen entries. As late as 1902, the Coronation Prize Glee
Competition’® was organized "in order to stimulate the practice of glee-writing".
Nevertheless, Romantic music, especially from the Continent, the advent of the
contralto, the large mixed choral societics and festival choruses, the disappcarance of
widcspread domestic glee-singing, the advent of wide-spread music education and the
rise of the partsong proved too mighty an array of adversaries for the English glec.
Above all, it needs to be remembered that the glee was peculiarly English. William
Barrett's book on the glee is virtually a history of Western music so keen was the

author to place the form in as wide a musical context as possible. His patriotic call to
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Englishmen to repudiate the "land-without-music" charge might appear a little too
full of Victorian jingoism and rhetoric but the basic truth in his claim for the

uniqueness of the English Glee is undeniable:

For Englishmen and scarchers after truth there will be found no greater incentive to
a patriotic defence of their musical qualifications as members of a great nation
which has borne no inconsiderable part in the cultivation and encouragement of
music, than in the examination of a particular branch in which their countrymen hold
a position entircly unique ... How they have helped and fostered their art in various
ways may be gathered from this attempt to trace the Historical Development of the
Glee and Part-Songs.”
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NOTES ON CHAPTER TWO - THE GLEE AND GLEE CLUBS

Barrett W. English Glces and Partsongs - an enquiry into their historical
development (1886) p.79. William Alexander Barrett was Vicar-Choral of St.

Paul's Cathedral, Music Critic of the Moming Post from 1867 until his death in
1891 and also sometime editor of the Monthly Musical Record and The Musical
Times. He also co-compiled a dictionary of music with John Stainer.

"What I am worthely wroght with wyrschip, i-wys! For in a glorious gle my
gleteryng 1t glemes". York Mystery Play 1440. Now obsolete. Oxford English
Dictionary (OED)

There are other dialectical usages, e.g. in Lancashire glee can mean a squint; in
Scotland, the meaning is sometimes "astray” (as in Burns' "The best laid schemes
of mice and men/Gang aft a-gley").

"Nay, I can gleck upon occasion"” Midsummer Night's Dream 3.01

"And smale harpers with hir glees/Sate under hem in divers sees” House of Fame.
Quoted in OED

"We han none other melody ne glee Us to rejoyce in our adversitee” ABC - in
OED

"For though the best harpeur upon lyve/Wold upon the best sounyd joly
harpe/That ever was...He sholde maken every wighte to dulle/To here his gle, all
of his strokis fulle” Troilus and Creseida - OED

"We would rather see two or three pretty girls and a glee-beam...than the whole of
them”. O.W.Norton Army Letters 1903 - OED

Annfield Plain Gleemen (Durham), Prudhoe Gleemen (Northumberland). The
term was also taken up in America to describe male voice choirs.

From the Norman word "jongleur”.

Details of this decree are quoted in Chappell W. Popul:
Times (1859) - reprinted (1965) Vol. 1 p.30.

Gatens W. Yictorian Cathedral Music (1986) p.94
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