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This is the first survey of the general
position of Music in Ireland which
has been attempted. It consists
of a series of forty articles by
eminent Irish musicians and by
other authorities, It includes,
moreover, lists giving details of
the chief institutions, professional
bodies, choirs, orchestras, music
festivals, music clubs and societies,
as well as a register of Music
Teachers and of Cathedral
Organists.

Sir Arnold Bax, the Master of the
King’s Music, recalls, in the
Foreword, his experiences during
his many visits to Ireland. The
Editor, Professor Aloys Fleisch-
mann, in a preliminary survey,
sketches in the historical back-
ground.

The book is divided into three
sections: Music in the Institu-
tions ; the Profession of Music,
and Music and the Public.

To the music lover, as well as to
members of the musical profession
and of the trade, this book should
prove invaluable,
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Note on the Digital Edition of 2013

Aloys Fleischmann Music in Irelandwas published by Cork University Press
in 1952; it has been out of print for decades. Fleschmann family discovered
by chance that in 2003 the text had been scanreg@laned on the internet in the
USA. Had our permission been sought, we would hastleomed the electronic
publication of the book, though we would have rexte@ that the scan be proof-
read beforehand.

The pages of the book were not reproduced as imdmy#sscanned using
optical character recognition software. This ensithe use of search tools within
the new text, but its recognition ability is faomn perfect and proof-reading
would have been essential to eliminate the numezowss.

For this edition we have proof-read and re-fornthttee American scan,
endeavouring to restore the format of the 1952 Qdmkversity Press edition as
far as possible. The original page layout has etained to facilitate quotation.
However, it did not quite work out. the last liné most pages is not full; the
sentence appears to break off in the middle; itinaas on the next page. For this
blemish we apologise.

Professor Harry White of University College Dublihas described
Fleischmann’sMusic in Ireland as constituting the beginning of professional
musicology in Ireland. It provides unique and coef@nsive insight into the
condition of classical music in the country thistgars after independence. The
thorough analyses compiled by 40 experts show wtwgress had been achieved
since the founding of the state, but also the insaezffort needed in all fields if
music were to be brought into the life of the natitVe believe the book could
therefore be of interest to researchers df @ntury Irish cultural history.

The publication of this electronic edition in Unisgy College Cork’s Corpus
of Electronic Texts and on the Fleischmann websitgted by Cork City Libraries
marks the twenty-first anniversary of Fleischmardgath.

Ruth Fleischmann, Herford / Germany, 21 July 2013



Editor's Note

This book owes its inception to a suggestion mada @ouncil meeting of the
Music Teachers' Association in Cork, and to thergst and willingness of Dr.
Alfred O'Rabhilly, President of University Collegéprk, and Director of the Cork
University Press, to sponsor its publication. Afitee book had been accepted by
the Cork University Press, it was discovered thatWbx Hinrichsen, the London
music publisher and proprietor of Peters Editioad halready announced his
intention of publishing a book with the same titl®ss a companion to his
publicationsA History of Music in Scotlandnd Music in WalesMr. Hinrichsen
kindly agreed to waive his original plan and to lmtbjointly with the C.U.P., but
several obstacles intervened, and it was found mpiaeticable for the book to be
issued solely as a C.U.P. publication.

The purpose of the book is to provide a documenaagount of present-day
conditions in regard to music in Ireland. Materitds historical studies dealing
with music here are scanty, and the task of pimyotgy the present seemed more
useful than any incursion into the past. Each aspemusical activity has been
dealt with by a contributor intimately connectedhwthe subject, so that the actual
level of conditions stands more clearly revealeahtiif the one writer were to
attempt to cover the entire field. Information ardingly provided on the one
hand for those whose duty or interest it is toedige standard of music here, and
on the other hand for the historian of the fut®eme of the articles overlap to a
certain extent, but as the book will scarcely lsras a whole it seemed desirable
that each article should cover all that pertaireed. tArt knows no boundaries, and
Northern Ireland has been included in the survesoirfiar as it has been possible
to secure the necessary data.

By the provision of lists it is hoped to make ttaok useful to members of the
profession as well as to the trade. Some lacurmagever, have proved inevitable,
due to the natural aversion of busy people to réplietters or to press appeals.
Particulars have been brought up to date to Jud&l,lthough it has not been
feasible to ensure final verification in the cadealb the lists. Information as to
omissions or inaccuracies will be gratefully reeei\by the Editor.

The contributors, through whose labours this voluras been produced, must
be especially thanked for their admirable patieircéhe face of unavoidable
delays in printing. Acknowledgements are also duét. Max Hinrichsen for
valuable advice in the



planning of the book, and to Dr. Kathleen O'FlajeAssistant Editor of the
C.U.P., for her unfailing courtesy and helpfulnesshepherding the MS through
the press. Among those who cooperated unselfighlyarious ways may be
mentioned Mr. Donal O'Sullivan, Mrs. John J. Horghhss Ursula Murphy of
the Department of Education, Mr. A. C. Williams aMhjor Turner of the
Ministry of Education, Belfast, Mr. E. Godfrey Brovand Prof. Ivor Keys, who
generously supplied data concerning the organizatb music in Northern
Ireland, Dr. Havelock Nelson, Mr. Newport B. Whif&,. Liam Gogan, and Miss
Eithne O'Sullivan and Miss Annette Rohu, who predathe Register of Music
Teachers. Thanks are due to Mr. Wheeler B. Preatah the Editors of the
Encyclopedia Americantor their kind permission to reprint the openingpter,
"Historical Survey," originally published as anied onMusic in Irelandin the
Encyclopedia Americana

As regards the illustrations, we are indebted &oBhoadcasting authorities for
providing a photo of the Radio Eireann Symphonyh@stra, to Sir A. D. F.
Gascoigne of Lotherton Hall, Aberford, Yorkshirey fpermission to reproduce
the head of Lord Mornington as a detail from Whead painting of the lIrish
House of Commons, to Captain John Leslie for pesimisto reproduce the
painting "The Bucks," to Prof. and Mrs. J. F. Latlior providing photos of
Commendatore Esposito and of the R.[.LA.M. OrchastrE899, to the Very Rev.
Dean Wyse Jackson for providing a reproduction gfage from a MS in the
Cashel Library, to Mr. Joseph Hanna, Assistantdrilan of T.C.D., for providing
a reproduction of a page from the Antiphonary omaAgh, and to Miss Hilda
Verlin for providing a photo of John Field's tomb.

Finally, our sincere thanks are due to the SenfatkeoNational University of
Ireland for a grant-in-aid towards the cost of jcdtion.



Foreword
By
SIR ARNOLD BAX
Master of the King's Music

| like to dally with the fancy that the creativendiin mountainous and hilly
countries tends to express itself almost exclugivbrough the medium of
literature, leaving the arts of music and paintimghe plains. Certainly during the
last hundred years or more there has been a cessgld phenomenal outpouring
of books of all kinds in Ireland and Norway, bothtikem small and hilly lands.
The casual stroller in Dublin or Oslo, in Cork or Bergen, might reasonably
expect to collide with a poet or dramatist roundrg\street corner, whilst hitherto
neither country has — with a few notable excepti@ng. Jack Yeats — achieved
very much of outstanding merit in the other arterwhy, of course, is rightly
proud of hempetit maitreEdvard Grieg, incidentally one of the most trustional
composers who was ever born (though whether ndigsoman art is a desirability
can be a matter for non-stop debate). But Griegnissolated figure. The Irish for
their part can point to C. V. Stanford, Charles \Woand Hamilton Harty.
Unhappily, these three undoubtedly proficient masis were assiduous and
dutiful disciples of the nineteenth century Gerntiadition, even whilst clothing
their native melodies in all too conventional dre$bey never penetrated to
within a thousand miles of the Hidden Ireland.

This lack of individuality is the more curious sinof all countries in the world
Ireland possesses the most varied and beautiflnfuisic, though even now it
cannot be fully appreciated in its strange andtlstgrrichness until the great
collection of gramophone records enshrined in theary of the Irish Folklore
Commission is made accessible to the general publkee is folk music in
splendid barbaric nudity (much of it coming fromr@emara) and despite more
decent "arrangements” by Stanford, Harty, Hughes| athers "there's more
enterprise in walking naked." This music derivegnirthe heart and core of
Ireland.

| have known Ireland intimately for forty-five yeaand love her better than
any land "beneath the visiting moon." Indeed sitiee National University was
generous enough to confer an honorary degree ugoin 1047 | feel delightedly
that | have become a naturalized Gael! This isi@afit reason that the desire for
the country's musical awakening lies very near egrt



In my early Dublin days | moved in an almost whditgrary circle. There was
no talk of music whatever; indeed A.E. never tioédelating in after time how |
had lived in the city for two or three winters befdhe discovered that | was a
musician at all. Both A.E. and W. B. Yeats wereetaieaf, though on one rare
occasion the former expressed admirationTiostan and Isoldgof all things!).
Other than this the only comment upon music | hé&ameh him was at an evening
gathering in Rathgar Avenue when apropos of notiingarticular he suddenly
remarked, "There is a composer named Brahms. He ainntense profundity,
but all he achieves is an impenetrable fog!" | camecall anything of musical
activity in Dublin at that time except a recital Bprtot, a week of Pavlova at the
Gaiety (as regards music this was negligible, her great dancer's taste was very
indifferent) and the visit in 1912 of Thomas Qum$aoperatic company giving
for the first time in DublinTristanandDie Walkire It seemed strange indeed that
a capital city had never before heard these wahdelus and almost hoary
masterpieces.

Perhaps the best regular institution at that pemas the tiny chamber
orchestra performing in the intervals of the Abkghays. Directed by J. F.
Larchet, the music was always of a high standad carefully prepared by its
gifted conductor. That was very long ago, but Indo think there was much more
liveliness in the musical life of Ireland until ¢geirecently — indeed, until the
foundation of the Radio Eireann Orchestra. | baithis book will indicate that a
change for the better is already in being. Apantrfithe increasing excellence of
the above-mentioned orchestra, which greatly ingg@sme upon several
occasions recently, there is a group of young camgoof enterprising creative
gift, whilst in Charles Lynch Ireland possesses ohéhe finest contemporary
pianists, by virtue of both technique and imagiorati

Belfast, of course, has possessed a PhilharmormiceSira since the seventies,
and in the past few years music-making in that tig been greatly on the
increase. Turning to Cork, | remember being astmddeyond words many years
ago when | first heard the beautiful singing of @&tholic Cathedral Choir there,
directed by Aloys G. Fleischmann, and the rendsrigsixteenth century church
music in which this choir specializes. Cork, toasta symphony orchestra, and
the project of building a new School of Music andeav Broadcasting Studio is
already under way.

These are the seeds that with careful tending neagxipected to yield a rich
harvest. God's blessing upon Ireland, and may sheblesh a musical culture
worthy of her wonderful folk heritage.
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Historical Survey
By
THE EDITOR

Earliest Referenced=rom references in early medieval MSS it is cléeat
music played an important role in the life of theci@nt Irish. Music-making is
mentioned in connection with banquets and cerenusnaxcasions, warfare, the
casting of spells; and harpers figure in many efldgends. The chief instruments
in use in the earliest period were the five- orgnged quadrangular harp as
represented on the stone cross at CastledermoKidare, the Timpan and the
Fidil (stringed instruments played with a bow), ahd Piopai or bagpipe, which
was the instrument of the humble folk. Military insnents were the Corn (horn),
Stoc and Sturgan (two types of trumpet). The tudag harp, of which
representations are found from the eleventh century seems to have been
introduced into Ireland by the Norse invaders.ténliish form it was strung, not
with hide or horsehair, but with metal — iron, sihor bronze and it ranged in size
from the smallOcht-tedach or eight-stringed instrument used to accompany
singing and hung from the girdle, to the larger amate resonantlairseach of
which the earliest example extant is the so-caledn Boru harp, having thirty
strings and dating from about the fifteenth centwigich is now in the library of
Trinity College, Dublin.

Church Music.Some evidence exists to show that ecclesiasticahtctvas
brought to Ireland in the fifth century by St. Ratrhimself; but, contrary to the
general belief, the chant sung in Ireland was nom& but Gallican — as
practised in Gaul up to the eighth century. Romlaant does not seem to have
been introduced into Ireland until the period oé tNorman invasion, with the
advent of English and continental orders. Thougbagrschools of learning
flourished in Ireland from the sixth to the tentbntury and Irish monks were
active missionaries all over western Europe, tieldtle evidence to support the
assertions made by Grattan Flood and others congetimeir contributions to the
development of western church music, and the ténish‘Anglo-Saxon’ neume-
type, coined by no less an authority than Peter Wags fanciful as far as the
Irish element in this neume-type is concerned. &hdiest known instance of
music notation in an Irish MS occurs in the elehecéntury Drummond Missal,
in which the chant of parts of the mass is indiddty means of neumes —
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characters of a notation which is the progenitoroof present-day system of
music notation. But the Drummond Missal is a Romassal adapted to local
uses, and none of the chants mentioned so frequenthedieval Irish literature

have so far come to light.

Whereas on the Continent polyphonic music gradwealbived during the early
medieval period in the monasteries and churchdseliand the Norman conquest,
the clash between the native traditions and théseeanvaders, and above all the
wars, plantations and persecutions of the succgem#nturies combined to deny
to church music a normal course of development. sthreiving musico-liturgical
MSS embody a tradition derived from the EnglishglrNorman or continental
houses which became established in Ireland frontvibEth century on.

Harp Music Throughout the medieval period, however, theveatiadition of
music, especially of harp-playing, continued taufish. Writers such as Giraldus
Cambrensis in the twelfth, Dante in the thirteeatid Galileo in the sixteenth
century pay tribute to the excellence of Irish Rplgying, and numerous masters
of the instrument are mentioned in the annals.h&t ¢ourts of the princes and
chieftains, poems composed by thge or Bard were recited or chanted by a
Reacaire to the accompaniment of @irfeadachor harper. The professional
harper ranked according to the Brehon Laws lagé-aire or non-noble rent-paying
freeman with property, and was the only musiciatitled to ‘honour price’ or
additional fine payable by reason of his rank i évent of injury.

Unfortunately we have little information as to thature of the music played
by the harpers. The long panegyrical poems re@tedung in the halls of the
nobility were so complex in metre that they coul have lent themselves to a
musical setting in our sense of the word. It issilds that the main part of the
verse was chanted in a monotone, punctuated witbntel melodic inflections in
the manner of psalmody, and supported by chordh@marp. Such a method of
performance is described as surviving in Mayo &s & the eighteenth century.
As regards the harp music itself, a seventeenttugeiVelsh MS in the British
Museum (Add. MS 14905) transcribed from an ear® and purporting to
contain early medieval Welsh harp music may give@esankling as to its style,
since the Welsh and Irish traditions of harp-plgywere closely related. Arnold
Dolmetsch has deciphered the tablature in whichMBeis written and parts of
the transcription have been performed and recome@aling a style quite unlike
that of any music hitherto known, primarily harmomn its texture, embracing
curious chord-formations, and conveying a remotieereworldly atmosphere by
means of methods which seem decidedly impressionist



HISTORICAL SURVEY

However, many aspects of this MS are still problgcah and our factual
knowledge of Irish harp-playing is limited to sortezhnical points. The wires,
plucked by the harper's long, crooked nails, predua sweet and tinkling tone
very different from the more robust tone producgdght strings. Owing to the
excessive vibration, each string had to be damgdrd the next was plucked,
involving a technique so exacting in the case ef-faoving passages that unless
the player started at an early age there was htifge of his becoming proficient.
Chords were played downwards, not upwards as toalay there seems to have
been much doubling of the melodic line in octavegyeneral the style of playing
was fluent, delicate and highly-ornamented.

Decline of the Harp Throughout the wars of the fourteenth and fiftaen
centuries and the plantations of the sixteenthucgnthe harpers continued to
practise their art, and though penal enactmentmsigarpers and rhymers were
made intermittently for over three centuries, frtime passing of the Statute of
Kilkenny in 1367 to the reign of William of Orangand savagely carried out,
such measures were primarily directed againstttiolisg entertainers, who were
often politically active, and not against the hasppatronised by the nobility.
After the battle of Kinsale (1601), however, withetfinal passing of the old
Gaelic order, harp-playing began to decline. Thuilfas which had patronised
the harpers were for the most part outlawed and #states confiscated, the
planters who immediately succeeded them were npostgys of native art, and
harp-playing, from being a privileged calling, fédl being a humble one. In the
hey-day of medieval minstrelsy, poet, singer orlaleter and harper were three
specialists who combined in the performance of iyodiut now these offices
were merged in the one individual. At the same tilheeesoteric bardic poetry and
harp music, unintelligible to the nouveau richdaghe simpler folk to whom the
harpers had now to turn for support, gave way foufer verse and tuneful music
in the folk style. Such music had, of course, cstexl with the earlier bardic art,
but from now on it was to become the main vehiélexpression.

Carolan With the comparative tranquillity which followeadter the Treaty of
Limerick (1691) conditions became more favourabletiie pursuit of music, and
the rural gentry, including the few native famili@io had not been dispossessed,
began to cultivate European as well as native miuicing this period lived the
last and greatest of the poet harpers, Turloughol@ar(1670-1738), who
composed many hundreds of songs, chiefly in howduris patrons, both Irish
and Anglo Irish, whose houses he visited in thers®wf his travels. The songs,
named after the patrons to whom
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they were addressed, were sung by the poet comfmaaraccompaniment on his
harp. Gay, humorous or elegiac, they show greatatity, some being in the
traditional style and based on gapped scale footigrs clearly revealing the
influence of contemporary lItalian music such asoGer would have heard in his
patrons' drawing rooms.

An edition of some of Carolan's songs was publisheBublin, by John and
William Neale about 1720 — the earliest survivingumaple of music printing in
Ireland?

The harpers who succeeded Carolan were executalytstioey continued to
dwindle in numbers, and were mostly in straiteneédumstances. If changed
social conditions were responsible for the fatehaf harpers, the decline of the
harp itself, which had been so popular an instrurf@mamateur music making in
the previous century, is explained by the diffigutf its technique as compared
with that of keyboard instruments, and by the f#uat, being a diatonic
instrument, it could not cope with the ever-widenmange of modulation and of
chromaticism during this period, such as was rgaihilable on the harpsichord,
the violin and — when it appeared towards the faiset of the eighteenth century
— the piano.

The Belfast Harp FestivaBefore the last vestiges of the harp tradition had
died away, an attempt was made to preserve themhéyrganisation of Harp
Festivals at Granard from 1781-1785 and at Belfad792. At the latter festival
Edward Bunting, a Belfast organist, noted downttivees played by the harpers,
and these notes were later drawn on for his thodemes ofAncient Music of
Ireland, the first important collection of traditional mas Unfortunately
Bunting's method of notation was a primitive orethe case of songs, since he
knew no Irish, the words were not noted with theetun the case of harpers' airs,
no distinction was drawn between what was sungveimat was played, and the
reproductions of traditional harp music in his 18#0ume consist almost entirely
of elaborate piano arrangements constructed optiagly melodic jottings made
many years earlier. Despite its shortcomings, h@neBunting's collection was a
notable work for its time and has remained the fck®urce of what little
information we possess with regard to harp-playmngeland.

The Folk Song TraditiomAt the end of the eighteenth century the traditddn
folk song was still fully alive throughout the cdon Countless airs were in
circulation and new poems continually written féwetmore well-known airs.
While Irish remained the

1 A monumental work on Carolan by Mr. Donal O'Sulliv@ayolan, his Life and Time#ncluding an edition of some 200 of his songs, still remaimmublished for lack of

funds.
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language of the vast majority of the people thaslitton was able to hold its own,
even against the rise of the English ballad — fgoypar English songs such as
those of Dibdin began to have a vogue in Irelanthatturn of the century. But

with the suppression of the Irish language in tlbosls and its gradual

abandonment as the vernacular in the second hdHleohineteenth century, the
tradition of folk song commenced to suffer the fatdéch had already befallen the
harp music.

Moore's MelodiesFrom 1808 to 1834 thkish Melodiesof Thomas Moore
appeared serially in ten volumes — melodies from Bunting and Holden
collections to which the poet wedded his admirdyries. TheMelodiesachieved
an immense popularity, and were instrumental iningakish songs known to the
townsfolk, to whom traditional singing was a clogexbk, and known in England
and abroad. Were it not for Moord/klodies on the general abandonment of the
Irish language the majority of the people wouldén&st all touch with their own
music. But theMelodies elegant, nostalgic and sentimental, were far k@do
from the elemental beauty of traditional singing lirsh, which continued to
decline in all but the remoter districts.

The Folk Song Collectiong-ortunately a number of collectors throughout the
nineteenth century worked to place on record whatained of this rich store of
song, chief among them William Forde and John EdwPagot (whose collections
have remained for the most part in MS), Georgei€atrd Patrick Weston Joyce.
The transcription of folk song, however, particlyfaof that free, unmeasured
style so usual with Irish traditional singers, @arty be partially successful, since
such limited methods of notation as the rank amel &f collectors use are
inadequate to reproduce the irregular metre, tiesuhythmic nuances, and the
peculiarities of intonation due to the survivalather scale-forms, which are so
essential a part of the tradition. The early cadlecwere too often ignorant of the
mode-systems underlying the airs, so that foreigyrdignatures and accidentals,
and even changes adopted to make the airs ‘conbbtent@the Laws of Harmony’
have to a certain extent become incorporated irtoingus of traditional music as
taken down in the collections. Careful and schglarlethods such as those
adopted by Martin Freeman in his Ballyvourney Gdllen Journal of the Irish
Folk Song SocietyVol. VI,) were rarely in evidence. The ideal madhof
preserving folk song is, of course, by means obmdiag plus transcription, and
this method has now been adopted by the Irish &@klCommission, which
houses among its collection of some 3,000 folk santprge number of ediphone
recordings.
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Taken all in all, the preserved corpus of Iristkfolusic is generally believed to
be the finest and most varied produced by any naSong airs, plaintive, lilting,
rugged or wild and sweeping, shapely narrative, agbgious songs, lullabies,
occupation songs, drinking and martial songs are¢oabe found, showing the
widest range of tonality and the simplest, symroatrstructures as well as chain-
structures of the most intricate kind. Incredibdatanay seem, there is no specific
reference to dancing in early Irish literature, ahd dance music — reels, jigs,
hornpipes and ‘set’ dances — is of relatively mad®igin.

Clash of Traditions — Anglo-Irish Musitrish folk music, unlike that of nations
whose music followed a normal course of developmieas never been properly
assimilated into a broader tradition of art musiae to the chasm — political,
social and religious — which existed for centubeswveen the spontaneous song in
the vernacular which was the natural expressiagheftrish people, and the purely
English tradition of music-making in the towns.

Ever since the Norman invasion a musical culturé b@gun to develop in the
Pale (the English settlement around Dublin) andeottentres of English or
Anglo-Norman influence, which had few points of tamt with the music of the
native Irish. Most of the records are ecclesiaktarad MSS such as the fourteenth
century psalter of Christ Church show the Angloi#dan tradition of Christ
Church and St. Patrick's Cathedrals in Dublin. €h®eems to have been little
creative activity, however, and certainly no coupéet to the school of polyphony
which flourished in England from the fifteenth teetseventeenth centuries.

Secular music in the towns also seems to havewelioan English pattern. It is
significant that six of th&€antilenaefor festivals and other occasions written in
the fourteenth century by Richard Ledrede, Bishbssory, for the use of the
Vicars Choral of Kilkenny Cathedral were directedbe sung to English tunes,
and two to French tunes. In Kilkenny, as elsewherejnances were issued
forbidding Englishmen to speak Irish, and the masiavell as the language of the
‘wilde Irishrie’ would have fallen equally underettiban.

The vicissitudes of Anglo-Irish church music mayurelerstood, in face of the
wars of the fourteenth century, the lax and cordugtate of religious organisation
in the fifteenth and the wholesale confiscationnudnasteries in the sixteenth.
Superimposed on the old conflict between native doteign religious
establishments was now the new conflict which anvgh the Reformation or
Anglican Schism. After the Reformation English arigés and vicars choral were
frequently imported, and two noted madrigal writefshe
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English school were appointed organists at Chrisur€h Cathedral, Dublin,
namely John Farmer, who held this post from 1596599 and Thomas Bateson
who held it from 1608 to his death in 1630. Duritigg Cromwellian period
church music was suppressed, organs removed aogedtand in some of the
cathedrals the services reduced to those of a pagigh church.

Music in Dublin Towards the end of the seventeenth century, #feeturmoll
of the Jacobite wars had subsided, conditions becaiore stable, and Anglo-
Irish music entered on a period of prosperity whighs to lead to Dublin
becoming one of the most musically active centmeBurope. A large number of
musical societies came into being, among them tiberdian Catch Club (the
oldest body of its kind still in existence), whitencerts for charitable purposes,
‘benefit’ concerts and performances of ballad opeeaame the vogue. Crow
Street Music Hall was built by the Dublin AcademfyMusic in 1730 ‘for the
practice of Italian musick’, and the ‘New Musick IHan Fishamble Street was
opened in October, 1741. Here Handel gave the difshis series of Dublin
concerts on December 23rd of the same year, apoh8th, 1742, he gave the
first public performances of théMessiah amid unprecedented scenes of
enthusiasm. Handel's visit was followed by thafTbbmas Arne, who between
1742 and 1744 produced his mas@iemus his operaRosamundand gave the
first performances of his oratorithe Death of Abednd his serenatalfred at the
Theatre Royal in Smock Alley.

The eminent violinist Geminiani had been teachingDublin and giving
concerts there from 1733 to 1740. His pupil MattHeubourg led the Viceroy's
Band from 1728 to 1765, and had the privilege o$istisig at the first
performance of thiMessiahand at Handel's other Dublin performances. In 1764
Garrett Colley Wesley, first Earl of Mornington fifi@r of the Duke of
Wellington), a composer of church music and of gle@as appointed to the
newly-created chair of music in Dublin University.

In the latter part of the eighteenth century Dulgould boast ten music shops,
some of them firms of music publishers, eight hahpgd and piano
manufacturers, three firms of instrument makers tardfirms of organ builders.
Members of the Anglo-Irish aristocracy formed ostihe@s and cultivated chamber
music, and the patronage of music as a social ag at its zenith. Creative
activity was not lacking, the chief composers bellmgd Mornington and Dr.
Philip Cogan.

The Nineteenth CenturyVith the passing of the Act of Union in 1800 ahéd
abolition of the Irish Parliament Dublin lost muoh its significance as a focal
centre of political and social life, and the
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patronage of music by the nobility began to wamethHe eighteenth century
Dublin had not only been a hub of musical actiityt had attracted eminent
musicians from England and the Continent. In threet@enth, the chief names to
be recorded are those of Irishmen who lived andkewrabroad, such as John
Field (1782-1837), the Dublin-born pianist and casgr of the nocturnes and
piano concertos, who was the first Irishman to gainnternational reputation as a
composer; Michael Balfe (1808-1870), also born iablh, composer ofThe
Bohemian Gir] Vincent Wallace (1812-1865), born in Waterforaéymposer of
Maritana and Lurline; and a number of minor figures such as Tom Cooke,
William Rooke and George Osborne.

At the same time a new consolidation of music inblbdu sets in with the
founding of a series of societies devoted to thgules performance of the
orchestral and choral repertory. The earliest es¢hwas The Sons of Handel,
founded by Francis Robinson in 1810. This was Wadd by the Antient Concerts
Society, founded by Joseph Robinson, son of Framdigch lasted from 1834 to
1863. At the International Exhibition of 1853 Josdpobinson assembled a choir
and orchestra of no less than a thousand performérde in 1856 another
Society, the Philharmonic, gave the first perforoeaim Ireland of Beethoven's
Choral Symphony. Later Joseph Robinson foundediligin Musical Society,
which from 1876 to 1902 gave regular performancil & chorus and orchestra
of about 350. Towards the end of the century thefdlgures in the musical life
of Dublin were Sir Robert Prescott Stewart (18294)3 organist at St. Patrick's
Cathedral and for a time at Christ Church, and ¢asgr of Music at Dublin
University, who was a prolific composer of orgam amurch music; and Michele
Esposito (1855-1929), an lItalian who was appoirRedfessor of Piano at the
Royal Irish Academy of Music in 1882. Esposito fdad the Dublin Orchestral
Society, conducting its concerts from 1899 to 1% as conductor, composer,
pianist and teacher he dominated music in Dublmniarly half a century. In
Belfast the Philharmonic Society, founded in 18W&s the main source of
concert activity. This Society has survived with anbroken tradition of
subscription concerts from 1874 to the present day.

Stanford, Harty, MoeranSir Robert Stewart's pupil Charles Villiers Standf (b.
Dublin 1852, d. London 1924) and Esposito's pupdntiton Harty (b. Co.
Antrim 1879, d. London 1941) proved to be the nasinent Irish musicians of
their time, though both, like most of their fellam@mposers in the nineteenth
century, left Ireland at an early age and took egidence in England. Both were
knighted for their services to music. Stanfordfgéaoutput
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and his work as teacher of a whole generation gfi§imcomposers belong to the
achievements of the English school, but in hisiedét of Moore'drish Melodies
and of thePetrie Collection of Irish Musjcand in such works as theish
Symphonyand the five Irish Rhapsodies he paid tribute ® filk song of his
native country. Harty was one of the greatest cotats of his age. As a
composer his work is distinguished more for itshestral virtuosity than for its
intrinsic worth, but his tone-poeWith the Wild Geesand thelrish Symphony
still survive in the repertoire. The tradition afaSford and Harty has to a certain
extent been carried on in the work of E. J. MogfE#804-1950), a composer of
Irish extraction, whose chief works, tf8&/mphony in G minoand theViolin
Concertoowe much to the inspiration of Irish folk song avfdhe landscape and
sea-coast of Co. Kerry, where both works were Ier most part conceived and
written.

The Present DayDue chiefly to the country's chequered histohg general
organisation of music in Ireland is much behind tfaother countries. Since the
first world war the main advances have been duetht® development of
broadcasting and more recently to the increasediitapce attached to music as a
school subject by the Department of Education, anthe Ministry of Education
in Northern Ireland. In the pages which follow amalysis of each aspect of
present-day musical activity in Ireland will be gihvunder a separate heading, by
a writer intimately connected with the subject.
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Music in the Universities
By
JOHN F. LARCHET, D.Mus., F.R.I.LA.M.

Professor of Music, University College, Dublin; &&n
Professor of Harmony and Composition, Royal Irisiademy of Music

Opportunities for the cultivation of music in amshr University began with the
foundation by Queen Elizabeth of England, in 1581the University of Dublin,
and with it the "College of the Holy and Undivid&dinity near Dublin", now
known as Trinity College. The College alone wasiporated by Charter, and its
governing Body or Board was entrusted with the rgangent of the University.
Owing to a mistaken interpretation of the origirddarter an erroneous idea
obtained currency that the University did not aogun independent existence,
and that Trinity was a College endowed with the @@aof a university. The fact
is that the University and the College were foundethe same time, but as the
former possessed no distinct property, and hachacesn directing the education
of the students, its sole function consisted in feemg degrees. (All
misunderstanding was removed by a revision of tharter in 1857, which
formally incorporated the Senate of the Univer}ity. the seventeenth century
two or three minor colleges were founded but withswccess, and Trinity still
remains the single College in the University of Dab

The first musical graduate was probably Thomas dtatethe famous madrigal
composer and contributor to tAeiumphs of OrianaHe was born in England in
1575 and became organist of Chester Cathedral98.15 1608-9 he appears as
"Vicar Choral and Organist in Christ Church CatldmDublin”. It seems
probable that, taking advantage of his residencBuhlin, he proceeded to the
degree of Bachelor of Music in 1612, writing anhamh in seven parts, ‘Holy
Lord God Almighty', as his exercise for the degree.

The Professorship of Music was not founded unté4, Avhen Garrett Colley
Wellesley (Wesley), Earl of Mornington, was appeththe first professor. Born
in Dangan Castle, County Meath, Ireland, in 1735 was a remarkable child
musician, playing the violin, harpsichord and organd endowed with unusual
gifts of extemporisation. He grew into a man of gae musical learning, and at
the age of twenty-nine obtained the degree of Daufto

13
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Music and became Professor of Music at Trinity €gdl, Dublin. He was father
of the Duke of Wellington and was closely relatedthe great English Wesley
family of musicians. On his retirement in 1774 tBkair remained vacant until
1845, when it was filled by Dr. John Smith. Dr. 8mivas a Vicar-Choral at St.
Patrick's Cathedral and Master of the King's BanBublin Castle. He was born
in Cambridge in 1797 and died in Dublin in 1861.1B68 it was decreed by the
Board that the Professor of Music should receifigedd annual income instead of
merely receiving the Degree fees. On the deathnoith Dr. (afterwards Sir
Robert) Stewart was appointed to the office, whieHfilled with distinction until
his death in 1894, when he was succeeded by Dmezee Prout. During his
lifetime Prout enjoyed renown throughout the Bhtlsles as a theorist. Prout was
followed in 1910 by Dr. Percy C. Buck, a culturedgliish musician, composer
and teacher. On his resignation in 1920 he wasesded by Dr. Charles Herbert
Kitson, a distinguished graduate in music of Oxfadiversity and a M.A. of
Cambridge. Born in England, Dr. Kitson came to Dl 1913 as Organist and
Choirmaster of Christ Church Cathedral, was appdinBenior Professor of
Harmony and Composition at the Royal Irish Academfy Music, and
subsequently Professor of Music at University GmleDublin. His appointment
to the Chair of Music at Trinity College followedoon his resignation from
University College, Dublin, when he left Irelandteke up residence in London.
Due to his eminence as an authority on the tectenafumusical composition, Dr.
Kitson brought great distinction to the Chair. Hssigned in 1935 owing to ill
health, and died in London in 1945. The presenupant of the Chair is Dr.
George H. P. Hewson, M.A., who is also a Vicar @h@nd Organist of St.
Patrick's Cathedral, Dublin. Dr. Hewson was a pwpilSir Robert Stewart and
later of Dr. Kitson.

During the three hundred and thirty odd years site@uspicious beginning,
when it conferred its first musical degree on ThenBateson, and on to the
present day, Dublin University has confined itgelfthe conferring of musical
degrees rather than the actual teaching of musidn® the tenure of office of the
present Professor, however, music has been addedwagect to the Bachelor of
Arts course, and lectures are given to meet thexgginements.

Very few degrees seem to have been conferred isahenteenth century, but
in the latter part of the eighteenth century, @mdughout the nineteenth century,
numerous interesting names appear in the Regiagured names in the history
of music in Ireland. To mention but a few of thegshoutstanding, the Doctor of
Music degree was awarded in 1764 to the Earl ofriihgiton;
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MicHeELE Esposito
Pianist, composer, conductor, giving a class at the Royal Irish Academy of Music, 1920.
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in 1771 to Richard Woodward (Organist of Christ @tuCathedral, 1765-1777);
in 1791 (per diploma) to Sir John Stevenson, whoterthe first pianoforte
accompaniments to thieish Melodiesof Thomas Moore ; and in 1851 to Sir
Robert Stewart (Organist at Christ Church in 1& St. Patrick's, 1852-1861).

Amongst the recipients of the D.MuBonoris causavas Francis Robinson
(1852), founder of the "Sons of Handel", probalilg tearliest choral body in
Ireland for the practice of oratorio (as distinarh glees, catches, and the like,
which were served by the Hibernian Catch Club dmel Academy of Music,
founded in 1680 and 1757 respectively). Robinsdalg sons, particularly
Joseph, and his wife, held leading positions innthusical life of Dublin; Sir F. A.
Gore Ouseley was similarly honoured in 1887; Sibétti Parry in 1892; J. C.
Culwick in 1893 (father of the late Florence Culkviend founder of a fine choir
which survives to-day); Ebenezer Prout in 1895;dErigk Niecks in 1898. In
1905 the name of Michele Esposito appears. Comnered®lichele Esposito, a
Neapolitan, born in 1855, settled in Dublin in 1&8® during his fifty odd years'
residence was the very hub of musical life in thgt, and in Ireland. He founded
a first-rate school of pianoforte playing in they@blrish Academy of Music, of
which institution he was virtually the director. Asiano virtuoso, teacher,
composer and conductor he did an immeasurable anobugood service to the
cause of music in Ireland. His most famous pupil,H&amilton Harty, the Irish
composer, and conductor of the Hallé Orchestra, asarded the honorary
doctorate in 1925; Sir Walford Davies in 1930; Ralaughan Williams, O.M.,
in 1939; and William Walton in 1948. Amongst thagko, in recent years, have
obtained the D.Mus. degree by examination are JAmdrews, Organist New
College, Oxford; M. O. Peasgood, Sub-Organist Westter Abbey; Thorton
Lofthouse; Percy Young; Desmond McMahon and Ericitsn(Edinburgh) —
names of growing importance in British music.

When Handel came to Dublin in 1741, the high mugsieputation of this city
was well known to him. For the building of that uégtion, credit must go to the
combined influence of Dublin University and the ggmtions of organists and
choristers of St. Patrick's and Christ Church Gadthls. Through the centuries
until the present time, the organist and membershefchoir of St. Patrick's
Cathedral have also provided the music for divieevise in Trinity College
Chapel. It is quite evident that Dublin during teeghteenth and nineteenth
centuries must have possessed very fine musiciads teachers, when one
considers that such composers as the Earl of Mgitoin John Field, Michael
Balfe
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and Vincent Wallace received in Dublin instructiartheir art sufficient to launch
them on their respective careers.

From a day in 1694, when, on the centenary of genimg of Trinity College,
a solemn commemoration was held within the Collegevhich an Ode, ‘Great
Parent, haill" was written by Tate, a graduatehef €College and the then poet
laureate, and set to music by Henry Purcell, goadiahas been venerated within
its walls. In 1837 the University Choral SocietysMaunded and since then has
continued to foster the knowledge of good music @exklop a taste for it among
past and present members of the University. JoRatiinson held the office of
conductor from the foundation of the Society uda847, when he resigned and
was succeeded by Sir Robert Stewart, to be follomeB®r. C. Marchant and Dr.
G. H. P. Hewson. The present conductor is Joseploddck, B.Mus. During its
long career most of the great choral works of Baklandel, Beethoven,
Mendelssohn, as well as modern works have beeudedlin its programmes. For
many years old-fashioned regulations compelledSbeiety to employ only the
Choristers of the Cathedrals for the treble partthe chorus, and, on occasions
when boys were inadequate, to give the concertsidmitthe College walls.
However, in 1870 permission was granted to adndiekas associates, and since
that time they have taken part in the concertfi@f3ociety.

As long as the Chair and School of Music remaiatgsresent constituted, that
Is, as an examining body, they will serve the usefurpose of providing an
opportunity for teachers of music to obtain a maisaegree without having to
follow the ordinary University course of regulatem students.

The founding of the National University was theamumhe of an agitation on the
part of the vast majority of the Irish people. T@Gatholic population laboured
under a just grievance, inasmuch as the only wayattdining to a higher
education was by entering a Protestant Univerbit§845, Sir Robert Peel, Prime
Minister of England, secured the passage of a tavthie erection and endowment
from public funds of the Queen's Colleges of Bélf&ork and Galway, which
were in 1849 constituted the Queen's Universitiretand. (Evidently the British
Government considered Dublin was satisfactorily vited for by Trinity
College.) Its central offices as well as its coratmn meeting place were at
Dublin Castle. Furthermore, the nomination of h#é# administrative and teaching
staffs was vested in the Executive Administration Dublin, which was
responsible to the legislature at Westminster. @heslleges were accordingly
independent of the aid of representative locakgranal bodies.
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It was quite natural that the basic principles el measure for Higher
Education were strongly and generally opposed fiteenbeginning, especially by
such national figures as Daniel O'Connell and Aisinipp MacHale; and the next
few years saw the foundation of the Catholic Ursitgrof Ireland. Erected in the
years 1851-1854 as a result of the initiative opd®ius IX, with its teaching
centres at St. Stephen's Green (Arts and Scienmed) at Caecilia Street
(Medicine) in the city of Dublin, the Catholic Umksity was under the
directorship of John Henry Newman from 1851 to 18B8 no time did its
examinations and certificates have sanction froenGivil Law, and its financial
support was derived exclusively from voluntary eotions made in Irish dioceses
and parishes, with the initial assistance afforded lesser measure by
contributions from the United States, Great Britaand other lands with
considerable Irish elements in their population.

This unsatisfactory state of affairs continued lud®80, when, with the
founding of the Royal University of Ireland in Dull the position, if not much
improved, was at least modified. (The Collegestathiby Cardinal Newman
actually carried on amid several administrativengfes until 1891.) It was not
until the foundation of the National University éland, however, in 1908 that
the Catholic majority of the Irish people, thanksthe indefatigable efforts of
their trusted leaders and advisers, could feeloredtdy satisfied that higher
education was controlled by an institution comgatiwith their aspirations and
traditions.

Music first appears in the curriculum of the Royiversity of Ireland in
1882, but as the functions of this University warerely to act in an examining
capacity, no instruction in music, or any otherjeat) was given. However, since
the foundation of the National University, with iisree constituent Colleges in
Dublin, Cork and Galway, music has been accordgld@e in the Arts Faculty in
Dublin and in Cork. As yet there is no chair of meus Galway. A professorship
and lectureships in music exist in Queen's Coll8gdfast, which since 1908 has
been an independent University. A lectureship insicialso exists in Magee
University College, Londonderry, a college whicls lsanominal connection with
Trinity College, Dublin.

The first occupant of the Chair of Music at UniverCollege, Dublin, was
Rev. W. H. Bewerunge (1914-1916), a German priedtaamusician of scholarly
attainments, who carried through the preliminary rkwowith Teutonic
thoroughness and set a high standard for the staidda also held the position of
Professor of Music at the National Ecclesiasticalllége of St. Patrick,
Maynooth, where he was responsible for the
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training of the priest-scholastics in the chant sacred liturgy.

The first Professor of Irish Music was Robert O'[2wy(1914-1939), who
devoted his life to forwarding the cause of Irisbhgiec. His most important work
is Eithne an Irish opera in three acts, performed in Dulsli©910.

Father Bewerunge was succeeded in 1916 by Dr. ®itsbn, already referred
to in connection with his later tenure of the ChafirMusic at Trinity College.
During his short residence in Dublin, a matter mfhe years (for on resigning
from U.C.D. in 1920 Dr. Kitson merely came to Dubbnce or twice each year
for the T.C.D. examinations), he revolutionised stedy of the theory of music,
and raised the standard of teaching from the pedgrdove in which he found it,
by his eminently practical approach to the studythe writing of music. His
influence continues to-day in this country throdgh many past pupils and his
excellent books.

Dr. Kitson was succeeded in 1921 by John F. Laydfistpupil, the writer of
this article, who was fortunate in proceeding ® dlccupation of a chair for which
the foundations had been so well laid. It has bHesrprivilege to have been able
to develop and enlarge its scope and influence. dilmlehas been to encourage
students to adapt the native musical idiom to modiermonic development and
thus to create a school of composers which woultrdg evocative of the Irish
spirit. Already some success in this direction lbesn achieved.

At the outset the number of students entering thesien classes with
satisfactory preliminary training was too small omusical country like Ireland;
a fact which displayed a weakness in the teachinfpeo theory of music in the
secondary schools. A new and comprehensive progeawsns introduced into the
secondary-schools and extern classes were instiintéhe College to produce
teachers to deal with it. For attendance at théasses Matriculation is not
required, and the Certificate Courses, of whichrdhere two, Junior and Senior,
usually occupy three years. They provide in theweseh special qualification in
ear-training and the elements of music for secondahool teachers. When first
instituted in 1923, this programme contained muwt tvas new to the schools,
such as ear-training, the elements of counterpon#lodic construction and
musical history. Hitherto, harmony was studied tigto figured-bass only, but
under the new system the "aural" approach is eagear, not only in the teaching
of harmony, but in every branch so far as possiblese labours have already
borne excellent fruit. Thanks to the graduates ihgldachelor of Music degrees,

and a large number of well-qualified music teachers working in the schools,
the students entering



MUSIC IN THE UNIVERSITIES 19

the degree classes in the College to-day are mattkriprepared in the ground
work.

In addition to these teachers' courses, theredsuase for the Certificate in
Organ Music. The object of this course is to previdhining in plainchant and
sacred music. It is assumed that those enteringhfercourse already possess a
certain degree of musical culture, can show a redsle standard of proficiency
as organists, and have some knowledge of the clamta good theoretical
knowledge. The course is of two years' duration @uedcertificate is obtainable
by examination after a satisfactory attendancehatléctures. Lessons in organ
playing and organ practice are both available fiedents in the College.

The courses for the Degree of Bachelor of Musicgctvlis constituted within
the framework of the Arts Faculty, extend over teeterms, or four academic
years after Matriculation. There are two Univer@iaminations, namely, a First
University Examination, generally taken at the efidhe second year, and the
Degree Examination, taken at the end of the foyetlr. The courses are devoted
to professional studies: Theory, History and Contpos while the study of Irish
Music forms a special course. The Degree of Doofdvusic is obtainable by
Bachelors of Music of five years standing, eithgrelxamination or on published
work.

The four years' course for the Degree of Bacheldviwsic provides students
with many opportunities of broadening their gen&radwledge. For instance, for
those desirous of combining a B.A. with a B.Musgi®, Music can be taken as
a subject, for Matriculation; for First Arts (inrdt year); for a Pass B.A. (in
second year); for an Honours B.A. with Italian oech or German in third year;
and B.Mus. itself in the fourth year. In additiatdents are encouraged to attend
the Teachers' and Organists' courses. There isaal®oy active and enthusiastic
College Musical Society which gives public performoes in the Aula Maxima at
the end of the Michaelmas and Hilary Terms.

During the last fifteen years several promising iciagas have graduated from
the College and taken up positions of importancehe musical life of this
country. At present the degree classes contain sxoeptionally good material.
For the session 1947-48, thirty-three students wearehe College rolls for the
degree classes, and sixty for all other classes. Hitofessor of Music has the
following assistants: Rita Broderick, B.Mus.; M&Ni Phiogdid, B.A., B.Mus.
(Irish Music); Hubert Rooney (Plain-chant); Johm#@ay (Organ). In 1951 the
post of Director of Irish Folk Music was created fhe establishment of an
archive of Irish traditional music, and to provideilities for research in this
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important subject Mr. Donal O'Sullivan, M.A., M.RAl, was appointed to the
post.

Several Doctorates of Music were conferred by tldeRoyal University, but
Dr. Thomas R. Mayne holds the unique distinctiob@hg the first music student
of University College, Dublin, to obtain the BaateDegree, in 1909, and also
the Doctor of Music Degree, in 1912. So far the tDoof Music Degreehonoris
causa has been conferred on the late John Count McQikn(iE027); the late
Vincent O'Brien (1932); and on Sir Arnold Bax (1947

No provision was made for the study of music in ue College, Cork, until
1906 when a Lectureship in Music was created aeddfick St. John Lacy was
appointed. In 1908, with the passing of the Iriginvdrsities Act, the lectureship
in music was converted into a professorship. $tnlacy was succeeded in 1934
by Aloys Fleischmann, M.A., B.Mus., the presentugant of the chair. In 1922 a
Professorship of Irish Music was founded by the kCGorporation, and Carl
Hardebeck was appointed. On the resignation of ¢taeck the professorship was
converted into a lecture ship and Dr. Annie Pabiersas appointed to the post in
1924, a position she held with distinction untilr ltkeath in 1934. The present
Corporation Lecturer in Irish Music is Sean Needd,.

The Cork College displayed very little activity ilme development of its music
school in the formative years, but since the appwemt of Professor Aloys
Fleischmann definite progress has been made. Thesedor the Degree of
Bachelor of Music in Cork, which differs in certarespects from that of the
Dublin College, covers three academic years, andxamination is held at the
end of the first, second and third years. So faiDigloma courses have been
instituted. Apart from the chamber music recitaigamised in the College by the
Art Society, large-scale choral and orchestral edsc are given under the
auspices of the College Choral Society, in conjonctvith the University and
Aeolian choirs and the Cork Symphony Orchestra.

With music as a growing force in two out of theediColleges of the National
University of Ireland, it only remains for a leadship or chair to be founded in
University College, Galway, to spread the work bé tUniversity for music
uniformly over the country. With the long and digfiished record of Dublin
University on the one hand, and the more recenteiogp of the National
University on the other, one may hope for the bogdup of a virile tradition of
musicianship in Ireland, not alone affecting thecteng of music in the
academies and schools, but contributing to thetigeeaoutput, and to the
upholding of sound standards in musical criticisrd acholarship generally.



Music in Queen's University, Belfast

By
IVOR KEYS, MA., D.Mus., F.R.C.O.

Hamilton Harty Professor of Music

FROM 1902 to 1947 the only musical post at Quesa's a part-time lectureship,
and the only available course in music was a or-geurse for the pass degree
of B.A. With a course so restricted in scope, musiold at most be a subsidiary
study, and students requiring professional qualifo;ns were forced to turn
elsewhere. The lack of full-time direction and m@sgbility also caused musical
activities in the University at large to have astoe fitful existence.

In 1947 the first full-time Lecturer in Music wap@ointed and in 1949 a
second Lectureship in Music was created. In 1981HBAmilton Harty Chair of
Music was established in lieu of one of the lecdbnes. The responsibilities of the
music staff are two-fold: firstly, the work of tdang and examining connected
with courses leading to a degree, and secondlygdeeral stimulation and
organisation of musical activities in the Univeysit

In the academic field substantial developments haken place, or are in
prospect. Since October, 1947, a second courseusicrhas been added, making
it possible for the student to cover a larger mdrthe B.A. courses by taking
music in two consecutive years. The standard reduit the end of the second
year, though not so advanced as that normally redquior the First B.Mus.
Examination, is nevertheless a better qualification an elementary school
teacher than has hitherto been available. At theegame it has been realised that
the University, to give the maximum help to the Vdsbe professional, and
incidentally to stop the drain of good musiciangnirthe country and thus to
enrich its musical life, must offer tuition and djtieations comparable with those
obtainable elsewhere. To this end, the Degree ofh&ar of Music was
established in the Faculty of Arts in October, 19%8e course is open to internal
students only, and is of four years' duration. Texaminations are prescribed, the
first B.Mus. Examination, normally taken at the esfcthe second year, and the
Final Examination, normally taken at the end offthath year. Prior to sitting for
the final examination, the candidate must havestadi the examiners in respect
of an original composition. As subsidiary studigsee of the subjects from the
curriculum for the Pass B.A.
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must be taken, one of them a language other thgtisBn Candidates who are
already graduates may be exempted from one or afdhe subsidiary courses.

The musical activities of the University at largee arganised through the
University Music Society. The University Choir gsza concert in December and
another in March (a major work with orchestra), agltearses weekly during term
time. There is also a weekly orchestral rehearshile weekly meetings of the
Music Society are devoted to lectures, recitals@ramber music.

As regards the future, there is every reason togtgnistic. By the time this
article appears in print, the Sir William Whitla lHa superbly appointed building
accommodating an audience of 1,500, will have bsgened, and the Mitchell
organ built into the hall, with a new action anchsole by Messrs. John Compton.
The library has been greatly enhanced by the §ifh® late Sir Hamilton Harty's
collection of music, and the building up of a sabbsial record library has also
helped to equip the Department of Music in the @ity for the tasks which
await it.



The Music Departments of the Universities
University of Dublin
Trinity College, Dublin
Founded 1591. Chair of Music established 1764

No chair of music existed in the early years of Umiversity, nor are any
recipients of a degree in music in the course efgbventeenth century listed in
the official records. The early records of the Umsity, however, are not
complete (see J. W. Stublbéistory of the University of Dubliril889, pp.16, 17),
and degrees in Music were occasionally conferrdtbnias Bateson, who was
appointed Organist of Christ Church Cathedral, Dybh 1608, is described as
"Bacheller of Musick" on the title page of his sedcset of Madrigals, published
in 1618, and Dr. Fellowes states that he took #wek of B.Mus. in 1615, and is
believed to have been the first musical graduatériwiity College, Dublin The
English Madrigal Composer£nd Edition, London, 1948, p.262). If the lather
the case, however, he must have taken his degre@l, for a MS in the British
Museum containing materials collected by WillianrrRar for his chronicles of
Ireland (Harl. 3544) contains a reference to gréshid'‘commenced in ye
universitie at Dublin" in October, 1612, among whics mentioned "one
Bacheller of Musicke.” (In an account of the Comuemnents of 1614 in the
same MS there is a list of the degrees conferredesthe foundation of the
University. According to Lodges' transcription dfig account inDesiderata
Curiosa HibernicaVol. 1, Dublin, 1772, pp.317-321, two Bachelofdvusic are
recorded, but a comparison with the original arftbosources shows clearly that
this is a mistake.)

Professors of Music:
The Rt. Hon. Garrett Wesley, Earl of Mornington AV).D.Mus. 1764-1774

Chair Vacant 1774-1845
John Smith, D.Mus. 1845
Robert Prescott Stewart, D.Mus. 1862
(Knighted 1872)
Ebenezer Prout, B.A., D.Mus. 1894
Percy Carter Buck, M.A., D.Mus. 1910
Charles Herbert Kitson, M.A., D.Mus. 1920
George Henry Phillips Hewson, M. A., D.Mus. 1935

Honorary Doctors of Music:
Sir John Stevenson* (1791); John Clarke* (1795hn)J&pray (1821); John Smith
(1827); Chevalier S. Netkrom* (1852); Francis Rebm (1852); Sir Herbert Oakeley
(1887); Rev. Sir Frederick Arthur Gore Ouseley @88Sir George Alexander
Macfarren* (1887); Rev. John Pentland Mahaffy (1891

23
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Sir Charles Hubert Hastings Parry (1892); Jamesk&mo Culwick (1893); Ebenezer
Prout (1895); Frederick Niecks (1898); William HaymCummings (1900); Michele
Esposito (1905); Charles George Marchant (1911)y. Feimund Horace Fellowes
(1917); Sir Herbert Hamilton Harty (1925); Sir HerWalford Davies (1930); Ralph
Vaughan Williams, O.M. (1939); Sir William Turneraifon (1948).

* Honorary Degrees for which the "Grace of the Huwas passed, but which were not conferred in the

usual manner, i.e., Degrees conferred "per Diploma"

Official Doctors of Music:

1764 Rt. Hon. Charles Gardiner
Rt. Hon. Garrett Wesley, Earl
of Mornington
1768 Samuel Murphy
1771 Richard Woodward
1851 Robert Prescott Stewart
1855 Henry Spencer Harrison
1860 John William Rogers
1861 William Spark
1869 Leo Kerbusch
Edward Synge
1870 George William Rohner
1872 Henry Dawson Stanistreet
1873 Duncan Thackeray
1874 John William Hinton
Thomas Osborne Marks
1875 Albert Frederick Otto Hart-
mann
1877 Horton Claridge Allison
Thomas Richard Gonsalvez
José
1879 George William Torrance
1881 Joseph Smith
1882 Thomas Gick
1884 Francis Bates
Benjamin Hobson Carroll
1885 Robert Malone
1886 William Henry Gater
John Edward Green
1887 Charles Edward Allum
Edward Cooney
Henry George Bonavia Hunt
1888 George Bell
1890 William Alexander Houston
Collinson
Samuel McBurney
Frank Merrick
Samuel James Rowton
1891 William Henry Barrow
Frederick William Haydock
John William Jackson
1892 John Warriner
1893 Robert Henry Earnshaw
Albert Ham
1894 Arthur Thomas Froggatt
1895 William Henry Hannaford
1896 Samuel Weekes
1897 Edward Emanuel Harper
1901 Henry Crane Perrin
1904 Albert Henry Edwards

1905 Herbert William McClelland
Henry Heber Livingstone Mid-
dleton
1907 Samuel Bath
Emilie Bessie Guard
1909 Walter Herbert Hickox
1912 David Christmas Williams
1914 Marmaduke Percy Conway
George Henry Phillips Hewson
Benjamin Lofthouse
Robert Walker Robson
1915 David John de Lloyd
John Malcolm McMurtrie
1916 Henry Bromley Derry
Herbert Sydney Scott
1917 John Francis Larchet
1919 George Harold FitzSimons
1921 Alfred Alexander Mackintosh
Leslie Henry Brett Reed
Harold Carbenter Lumb Stocks
1922 Edmund Osmund Daughtry
1924 Richard Henry Pinwill Cole-
man
1925 Charles Henry Fitzgerald
O'Brien
Thomas George O'Feely
Rev. Thomas Harry Ross
1928 Julius Adolphus Shaw
1929 Francis Llewellyn Harrison
John Lloyd
1933 Francis Eric Dawes
Desmond McMahon
1934 Annie Osborne Warburton
1935 Herbert Kennedy Andrews
Charles Thornton Lofthouse
1936 Eric Arthur McLellan
Osborne Harold Peasgood
Newell Eddius Wallbank
1937 Percy Marshall Young
1939 Oliver Henry Edwards
Arthur Derek Moore Morgan
1942 Arthur Knox Duff
William Reginald Pasfield
1945 Cyril John Tucker Fogwell
Eric Arthur Smith
1947 Walter Keohler Beckett
1949 Noel John Bennie Nickson
1950 Heinz Arnold
John Havelock Nelson
1951 James J. O'Reilly
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Candidates for Degrees in Music may sit for the ngrations without
attending a course of lectures in the College. ureston the History of Music are,
however, given to Junior and Senior Sophistersris,AMusic being a subject for
the B.A. Degree.

The Examination for the Degree of Bachelor in Musim three parts:

(1) Preliminary Examination, including Harmony a@idunterpoint up to
four parts, Prescribed Texts, and History of Musje to Bach and
Handel;

(2) An Exercise, or a Practical Test, in which tendidate must be
successful prior to sitting for the Final Examioati

(3) Final Examination, including Harmony and Couptent up to five

parts, Double Counterpoint, Canon in two parts wath added part,
Fugue up to four parts, Prescribed Texts, and Histd Music from

C.P.E. Bach to the present time.

The Examination for the Degree of Doctor in Musimsists of an Exercise (a
choral work or a symphony) and a Written Examinaticluding Harmony and
Counterpoint up to eight parts, Double and Tripai@terpoint, Canon up to four
parts, Composition, Orchestration, History of Muaine Musical Criticism.

Hoods : B.Mus. Degree pale blue lined with white f
D.Mus. Degree white flowered silk lined with rosis.

Queen's University in Ireland

Queen's College, Belfast; Queen's College, Cork;
Queen’'s College, Galway
Founded 1849. Succeeded by the Royal Universitsetdnd.

No Chair of Music or provision for Degrees in Music

Royal University of Ireland

An Examining Institution, consisting of a Dublin i@e2, and the three
Colleges formerly constituting the Queen's Uniugrsi

Founded 1880. Succeeded by the National Univeosilgeland.

No Chair of Music. Degrees of B.Mus. and D.Mus. aible by extern
students, and Extern Examiners appointed for exatiimin Music.
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Honorary Doctors of Music:
H.R.H. Princess (later Queen) Alexandra (1885)
H.R.H. The Duchess of Connaught (1903)
William H. Grattan Flood (1907)

Official Doctor of Music:
Annie W. Patterson (1889) (The first woman DoctbMaisic)

The National University of Ireland
Founded 1908

UNIVERSITY COLLEGE, DUBLIN ; UNIVERSITY -COLLEGE, CORK;
UNIVERSITY COLLEGE, GALWAY ; ST. PATRICK'S COLLEGE, MAYNOOTH

University College, Dublin
Founded 1909. Chair of Music (Part-time) establish@13.
Dublin Corporation Professorship of Irish Music ({R@me) established 1913.

(Dublin Corporation grant discontinued 1926. Caldtyofessorship of Irish Music
established 1928.)

Full-time Chair of Music established 1944.

Professors of Music:

Rev. H. Bewerunge 1914
Charles Herbert Kitson, M.A., D.Mus. 1916
John Francis Larchet, D.Mus. F.R.I A.M. 1921

Professor of Irish Music:
Robert O'Dwyer 1914-1939
Chair vacant since 1939

Department of Irish Folk Music
Director of Studies

Donal O'Sullivan, M.A., M.R.I.A. 1951—-
Honorary Doctors of Music:

Count John McCormack 1927

Vincent T. J. O'Brien 1932

Sir Arnold Bax 1947

Official Doctor of Music:
Thomas R. Mayne 1912
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Candidates for the B.Mus. Degree must pursue aseamfrstudy in the College
for at least twelve terms. The Examinations corist

(1) A First University Examination in Music, includy Harmony and
Counterpoint up to four parts, Critical Analysis Bfescribed Texts,
History of Music up to Bach and Handel, Irish Mysamd a Practical
Examination.

(2) A Final Examination, including Harmony and Ceempoint up to five

parts, Double Counterpoint, Canon in two parts withadded free part,
Fugue up to four parts, Form, Analysis of Presctibexts, History of

Music, Irish Music and a Practical Examination.

A Prize of£20 is available on the results of each of the almxaminations.

In 1951 the Senate of the University added Musi¢h list of subjects in
which Travelling Studentships may be awarded, avdlliag Studentship in
Music (Value £300 per annum, tenable for two years) to be fifééred for
competition in 1952.

The Examination for the Degree of Doctor of Musinisists of:
(1) An Exercise (either a Symphony or a Choral W.ork

(2) An Examination including Harmony and Counterpoip to eight
parts, Double, Triple and Quadruple Counter poanon up to four
parts, Composition and Orchestration, History of sMuy Musical
Criticism, and a Viva Voce Examination.

Music may be taken as a subject for the B.A. Dedtez course for First Arts
corresponding to the First Year Music course, thage and examination for Pass
B.A. corresponding to the Second Year Music cowsé the First University
Examination in Music, and that for Honours B.A.responding to the Third Year
Music Course.

Certificates in Music are also granted by the QuleCandidates may obtain
the School Music Teachers' Junior Certificate atehd of a two years' course in
Ear-Training, Staff Sight-Singing, Rudiments of Musand Melodic Form.
Candidates who have obtained the Junior Certifigcsg obtain the School Music
Teachers' Senior Certificate at the end of a furlear's course in Elementary
Harmony and Counterpoint, Melodic Form and Histoirjusic.

The Certificate in Organ Music is obtainable bydidates who have attended
a two years' course in (1) Harmony, Counterpoimstdty of Music and Form (2)
Plainchant and Liturgy (3) Organ-Playing.
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University College, Cork

Founded 1849. Part-time Lectureship in Music esthbt 1906.

Part-time Chair of Music established 1909. FullginChair of Music
established 1948.

Cork Corporation Professorship of Irish Music (Rarte) established 1922.
Professorship of Irish Music converted into Lecsinip 1924.

Lecturer in Music :

Frederick St. John Lacy 1906
Professors of Music :

Frederick St. John Lacy, F.R.AM 1909

Aloys Fleischmann, M.A., B.Mus. 1934—
Cork Corporation Professor of Irish Music:

Carl Gilbert Hardebeck 1922-1923
Cork Corporation Lecturers in Irish Music:

Annie W. Patterson, B.A., D.Mus. 1924

Sean Neeson, B.A. 1933-

Candidates for the B.Mus. Degree must pursue asseafrstudy in the College
for at least nine terms. The Examinations congist o

(1) A First University Examination in Music, includy four-part
Harmony and three-part Counterpoint, Scoring foin§s, Form, History
of Music up to 1700, Irish Music, a Modern Languaged a Practical
Examination.

(2) A Second University Examination in Music, inding four-part
Harmony and Counterpoint, Scoring for Strings andodivind, Form,
History of Music from 1700 to 1850, Prescribed Bexkcoustics, Irish
Music and a Practical Examination.

(3) A Final Examination, including five-part Harmpand Counterpoint,
Invertible Counterpoint, Canon and Fugue up to foarts, Scoring for
full orchestra, Form, History of Music from 1700 wp the present,
Prescribed Texts, Aesthetics of Music and Musia@icsm, Irish Music
and a Practical Examination.

In the Final Examination candidates must: (1) digph high degree of
proficiency in the practical part of the examinatiomr (2) satisfy the
examiners in respect of an original compositioraressay embodying
historical research; or (3) pass a paper and dipahtest in methods of
teaching.
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A College Scholarship, valugl0 and tenable for two years, is awarded on the
results of the First University Examination in Masi(For the Travelling
Studentship in Music, see University College, Dabli

Music may be taken as a subject for the B.A. Degaed a three years' Music
Course is provided for Arts students.

University College, Galway
Founded 1849. No Chair of Music, and no provisimnDegrees in Music.

St. Patrick's College, Maynooth
(A Recognised College of the National Universityirefand)

Founded 1795. Professorship of Sacred Music estedali 1888, primarily for
the instruction of the students in Gregorian Claartt in Church Music.

No provision for Degrees in Music, but Music may ta&en as a subject in

Arts.
Professors of Sacred Music :
Rev. Heinrich Bewerunge 1888-1923
Vacant 1923-1927
Rev. Michael Tracy, B.A., L.Mus. (Rome) 1927
Rev. Charles H. O'Callaghan 1951

Hoods of the National University of Ireland
B.Mus. Degree — Dark green Irish poplin, lined wetiral pink

D.Mus. Degree — Do. (with gown of scarlet clotls, steeves, facings and
cuffs matching coral pink of hood)

The Queen's University of Belfast
Founded as Queen's College, Belfast 1849. Uniye@itairter granted 1908.

Part-time Lectureship in Music established 1902.
Full-time Lectureship in Music established 1947.
B.Mus. Degree created 1949.

Additional full-time Lectureship in Music establesth 1949.
Hamilton Harty Chair of Music established 1951.
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Professor of Music :
Ivor Christopher Banfield Keys, M.A., D.Mus., F.RQ@

Lecturers in Music :

Lawrence Walker, B.A., D.Mus. 1902
C. J. Brennan, B. Mus, F.R.C.O 1928
Edward Norman Hay, D.Mus., F.R.C.O. 1941
C. J. Brennan, B.Mus., F.R.C.O 1943
Ivor Christopher Banfield Keys, M.A., D.Mus., F.RQ@ 1947-1951
Evan Bevan John, B.A., M.Mus., L.R.A.M., A.R.C.NM.R.C.0 1949

Candidates for the Degree of B.Mus., which rankaraslonours Degree, must
attend all lectures as full-time intern studentse hormal length of the course is
four years.

The requirements are as follows:

(1) First B.Mus. Examination, including Harmony a@dunter point in
not more than four parts, Form, Outlines of thetdfis of Music, and a
Practical Examination.

(2) Submission of a Composition (to be approvesteethe candidate is
permitted to sit for the Final Examination) conisigtof:

(a) a work of at least fifteen minutes durationdoe or more solo
voices, chorus and either string orchestra or sanehiestra; or

(b) a complete chamber music work for at leastethimstruments;
or

(c) any other extended form of composition appravedhe Head
of the Department,

(3) Final B.Mus. Examination, including Harmony a@dunterpoint in

not more than five parts, Fugue in not more tham fmarts, Scoring for
full orchestra, History of Music (with detailed kntedge of a prescribed
period or periods), Prescribed Texts, and a Padigamination.

A two-year course is held in Music as a subjectherPass Degree of B.A.

Hood for the B.Mus. Degree:
Blue silk lined with white, with binding of blue wered silk.
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Magee University College
Londonderry

(In Connection with the University of Dublin)
Founded 1865. Tutorship in Music established 1886.

Tutorship converted into Lectureship 1906.

Lecturers in Music:

Rev. W. J. Young, B.A. 1891
J. T. Frankland, A.R.C.O. 1915
James Moore, A.R.C.O., F.T.C.L. 1947

The Music Lectures, which are at present given amnection with the
Theological Department only, are based on the reménts of students entering
the Ministry of the Presbyterian Church, and arenigaconcerned with Sacred
Music. A Certificate in Music is granted.



Music in the Secondary Schools

By
JOHN F. LARCHET, D.Mus., F.R.[.LA.M.

The study of music in the secondary schools wast figiven official
encouragement in 1879, when music was placed aniengubjects in the then
existing Preparatory, Junior, Middle and Senior d8gm The examinations,
however, consisted merely of papers on the thedrynaosic. In 1904 the
conducting of all examinations in music was handedr to the Incorporated
Society of Musicians, London, when a practical eixeation was added to the
programme, but with scant attention to aural trajnand the foundations of
general knowledge. In the same year examinations sthool choirs and
orchestras were introduced, together with specalpetitions held usually in the
Antient Concert Rooms, Dublin. These special coitipes were held in public,
and were followed with the greatest enthusiasnfaeh such a pitch of rivalry was
eventually reached that it was considered advisdble the sake of friendly
relations between the schools concerned, to abthissischeme in 1911. From the
"Rising” in 1916 the I.S.M. examiners from Englacahtinued their work here
under ever-increasing difficulties, and with thetbyaak of our Civil War all
activity ceased.

With the attainment of our political freedom in 192and the placing of
education in our own hands, the Board of Educgbi@pared an ambitious music
programme for the secondary schools. While theyexggted the cultural value
of the programme, however, the authorities realisedifficulty. A new type of
teacher had to be found to deal with its demamdbped with a modern outlook
and instructed in modern methods of teaching mugics new body of teachers
was gradually created, and, though still compaeatigmall, is growing steadily,
and with it the number of well-trained studentsw\after some twenty odd years
of earnest effort and much spade work, the fruithe new system are beginning
to be seen.

The music programme for secondary schools conseistsvo distinct parts,
namely, the examinations for choirs and orchestaasl the examinations for
individual candidates who take music as a subjectthe Intermediate and
Leaving Certificates. As regards the former, chairgwo, three or four parts
(S.A., S.S.A, S.S.AA) are eligible for entrypsie in three or four parts being
unaccompanied, and there is also a division faretipart choirs for male
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voices (S.A.B. or S.T.B.) with songs specially ahie for boys’ schools. Each
choir must undergo an unaccompanied sight-tess imany parts as make up the
choir's constitution, and its members must alsqiepared to answer suitably
graded questions on the rudiments of music.

In the instrumental section of the programme theme three divisions, for
senior, intermediate and junior orchestras. Ahedase of the choirs, in addition
to the pieces set by the Department there is a&épié own choice”, which must
be of a standard in keeping with the set pieces. dfuite usual for some of our
senior orchestras to present a movement of a mancerto as the "piece of own
choice"; this gives a chance to a promising exetutand at the same time
provides a good item for the annual school concert.

The music selected by the Department for all tipgegrammes is chosen with
the object of developing the best possible tastbenschools. Irish music and the
names of Irish composers are much in evidence,hwkias it should be. Through
the medium of our school programmes many new ggttof Irish songs have
been published and introduced to the public, anthim way a definite impetus
has already been given to the knowledge and agi@tiof our native music and
musicians. Among the Irish composers whose namee lappeared on the
programmes are Stanford, Charles Wood, Vincent ie€BrCarl Hardebeck,
Eamonn O Gallchobhair, Michael Bowles, Molyneux rial, Harold White,
Liam de Noraidh, Mairéad Ni Phiogéid, Hubert Rogniegbert O'Dwyer, Ernest
de Regge, George P. Hewson, Daniel McNulty, théewof this article and some
others.

Throughout the examinations for choir and orchessight-reading is not
merely an important part of the examination bgiree qua nonin order to pass
the examination, 70 per cent, has to be obtaingdersight-reading test. The fact
that so few choirs have failed to reach this perg during the last few years is
an indication of the progress which has been made.

We now come to the programme for the individualdidate, that is, the boy or
girl who takes music as a subject for the Interratedor Leaving Certificate. This
course is intended for students who have a spéal@ht for music, and who
intend to pursue the subject seriously, and evégtta obtain a Diploma or
University Degree, perhaps with a view to makingsiauheir profession. (These
students must not be confused with the immense auoftchildren with ordinary
talent who are studying music in school, and whesent themselves before the
various examining bodies for a local centre exationa Over 10,000 were
examined in 1949 by the Royal Irish Academy of Musione.) The programme
for
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individual candidates in music is as exacting s1atvn sphere as that for any
other school subject, such as Irish or mathemalibg. examination is divided
into three parts: practical, oral and written. fnactical examination consists of a
performance on an instrument, namely Piano, Orgatin, Viola, Cello or Harp.
In the oral examination there is a reasonably diffi series of ear-tests, and in
addition a memory-test. For the latter the candidads to write down from
memory one of a number of Irish airs previously sdvo for special study. The
written examination includes questions on the rwita of music, melodic form,
the elements of counterpoint and harmony, and acgbed course of musical
history. A candidate who fulfils the requirements tbhe Leaving Certificate
already possesses the foundational knowledge ochwehimusical career may be
built.

Here are some figures which will give an idea @& gnogress which has been
made in the secondary schools’ departmental exaiomnsa In 1925 there were 73
choirs, 25 orchestras and 31 individual candid&aegxamination; in 1949 there
were 133 choirs, 45 orchestras and 167 individaaldates. The Department
now awards bonuses on the results of the examimgafar choirs and orchestras,
an inducement which has helped considerably inngaighe number of choirs and
orchestras presented throughout the country. Bsttite cultivation of the ear, so
stressed all through the schools' curriculum, winas played the chief part in the
raising of the standard of instrumental and vocafgrmances and of musical
appreciation generally.

At present it is obvious that a marked awakeningntérest in good music,
national as well as international, is taking plagpart from the main contributory
causes, such as broadcasting and the gramophamewakening may be traced
at least in part to the improved teaching in owoseary schools. Yet while real
progress can here be reported, far too large a eumabe without music
instruction of any kind.

One of the chief difficulties all along has beea thsufficiency of adequately-
trained teachers to meet the growing demand. Tcengakd the lack of teachers
holding a university degree in music, courses ofemx lectures have been
available at University College, Dublin, for thespawenty years, for the training
and production of teachers specially equipped & déh the requirements of the
programme for individual candidates taking music assubject for the
Intermediate and Leaving Certificates, and alsdMatriculation. The full course
takes from two to three years, and comprises twgsidns, Junior and Senior,
with an examination at the end of each. The coisrset considered to have been
completed until
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both the Junior and Senior qualifications have hs#ained.

As a result of these courses, many leading schiaoBublin and elsewhere
have been supplied with well-equipped teacherstoipe present they have been
engaged by the school authorities, independenttheDepartment of Education,
and salaries are apt to vary in consequence, tbffeeed being in some cases
entirely inadequate. However, the Department isroes of having recognised
music teachers in its schools, and at present hdsriconsideration a scheme to
deal with the question. At present the qualificasiodemanded consist of a
University Degree in Music, and in addition a Higleploma in Education. One
must hope that the Higher Diploma in Education rhaywaived as an essential
qualification, and that the B.Mus. Degree will beeepted as sufficient in itself.
Furthermore, a reputable Music Teaching Diplomaukhdbe considered an
adequate qualification, but with a differentiationscale of salary or bonus for
holders of such diplomas, as against holders oBthMas. Degree.

The Department has just appointed, for the firsetian Inspector of Music for
the secondary schools, and in doing so has madg difficulties that lay in the
path of musical progress easier of solution. Amotigsse may be mentioned the
question of the official recognition, status and/mpant of music teachers, the
giving to music a place of prominence in the regalariculum, and the making
of class sight-singing obligatory.

There is yet another problem which must be deal sooner or later, and that
is the maintenance of a uniform standard for th@wua local centre examinations
in practical subjects through out the schools. fanEe, Germany and Italy the
teaching of music is directed from the ConservatorHowever, much could be
learned nearer home from the study of the systeopénation in Wales, where the
training and inspection of music in the schools eataés from and is controlled by
the Chair of Music in the University.

To conclude, a great deal has yet to be done béfeen be claimed that we
are a nation possessing a musical culture whietide and general. The schools
will have to concentrate on producing a race ofliiglent listeners, rather than a
race of mediocre performers. For the attainmenttlo§ end, two of the
suggestions already made above are essential, yadnatlmusic be given a far
higher place on the curriculum, and that the siggilass be made compulsory, as
it is in primary schools, and graded like any otbelbject. In this class should be
taught the foundations of everything in music, taming (a systematic
development of the pitch sense and rhythmic serssght-singing, theory and
musical appreciation.
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The student who has a special taste for playingnammument should be given
every encouragement to develop that taste, bstevén more vital that the entire
school attend the sight-singing class. The impaganof sight-singing cannot be
too strongly stressed. It forms the basis of alsital culture and is essential to
further progress; through it alone can the persoohgiture choirs, instrumental
ensembles and orchestras be assured. Again,yittleeld'appreciation” lesson that
the future music-supporting public will be creat€@he hour's lecture a week to
the whole school will do more to create a real lovenusic in our children than
any other form of study. In the hands of a tacguilde, with the aid of a piano, a
wireless set or a gramophone, they can be taughtetid scope of the art and the
full amount of pleasure to be extracted from ittHis way music becomes a living
language. There are a few notable examples of &hdwere efforts are being
made to develop the art in this way.

Many will protest against what they conceive toab&aste of time in trying to
make musicians of all, or some even against thilir But that objection applies
equally to every subject which is not frankly @éhian, and if there is any value in
a classical or literary education then music isaial importance with every other
factor, and is entitled to its place on the programAs for the child "that hath no
music in himself", such a child does not exist. 8ategree of aesthetic sense is
born in all, and only awaits cultivation. The mwimstinct is all but universal.

The children of Ireland are sensitive to the appéajood music and they are
proving that the spirit of the old bards still Issén them. When every child on
leaving school will have an understanding of mwsid a knowledge of how to
listen to it intelligently, then the future of legid as a musical nation will be
secure.



Music in the Primary Schools
By
DONNCHADH UA BRAOIN
Late Organising Inspector of Music Department oti&ation

Vocal Music has been a compulsory subject in Isshools only since 1900,
From 1916 to 1922 progress was almost at a stédrasta result of the political

confusion. From 1922 on, the concentration on lgskated further dislocation,
and music almost disappeared from the curriculuim practice, at least. When |
became Organising Inspector of Music in 1932 thsitmm could scarcely have
been worse. It was quite common to find in mostth@ schools in country

districts from 20 per cent, up to 90 per cent, teg thildren classed as "non-
singers". Even in cities like Dublin or Cork sigieiading was unknown, and part-
singing hardly existed. Practically no arrangemertkish songs were available.
Between 1900 and 1916 there had not been time tablesh a solid routine

method of teaching such as had existed for othgests for nearly a century, and
from 1916 to 1932 music simply deteriorated.

In Eire there are 5,400 primary schools, with sds08,000 names on their
rolls. The great majority of these children willvee receive any music-instruction
after leaving school. What they do receive shouldnt be as efficient, as
thorough, and as practical as possible. Over 7Cceet, of the 5,400 schools —
perhaps 4,000 — are one-teacher or two-teacheplschithat one fact emphasises
the absolute necessity of securing that all primteachers should be capable of
teaching music efficiently. | cannot remember arysiace 1932 in which the
proportion of teachers leaving the training colkegecapable of teaching music
was less than 25 per cent. In 1947 it was 26 pet. déhe students enter the
colleges without the necessary musical foundatma, consequently leave them
unable to teach music effectively, thus perpetgatime very conditions which
denied to themselves a proper foundation. Sinced,188wever, a surprising
change has taken place in the schools, and mayxpected to effect to a
constantly increasing degree the training collegekwThe frightening proportion
of "non-singers" has practically vanished, and d¢hee few parts of the country
now in which one cannot get fairly good (often veggod) sight-reading. The
boys' preparatory colleges have made consider ablances in the past six or
seven years, and the frigid indifference
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with which most teachers regarded the subject leEn lthanged into a most
gratifying enthusiasm.

This astonishing change has been achieved by: (Btianal and detailed
programme; (2) stimulating and highly effective huets of teaching; (3) annual
Music Courses which have been attended since 1938ér 4,000 teachers —
about one-third of the whole body of primary teasheThese courses are
surprisingly effective, but are restricted, in teeme way as the work in the
schools is restricted, by the inadequate staff lalvi@. At present this staff
consists of an Organising Inspector of Music andcedhassistants. If more
organisers were available, more intensive work a¢obé carried out in the
schools, more numerous courses could be held &tettchers, and the progress
would be many times as great. In Edinburgh alorferbethe war there was a
Director of Music with twelve assistants, and ira§jow thirty-seven organisers,
apart altogether from the allocation of one organts each county. Here 1,670
schools are allocated to one organiser, and ahb00Xkchools each to two others,
a fact which in itself shows up the absurdity of thhole scheme. The wonder is
that so much has been achieved.

Primary teachers spend three or four years in papatory college doing the
secondary school curriculum, and two years in mitrg college. A fluctuating
percentage enter the training colleges without ipgsgirough the preparatory
colleges. Up to a few years ago the two boys’ papay colleges offered
practically no musical training. Now they both ha@npetent teachers of vocal
music, who are themselves ex-primary teachers aflidaaguainted with practical
school work. Music training in the girls' prepargt@olleges was also of a very
elementary nature up to recent years, but grearowement has now been
effected in all the colleges, and especially in thwys' colleges, when one
compares present-day conditions with the chaadti@son of the earlier years. In
the girls' training colleges a fairly large numliséudy the piano, violin or organ,
while those with no previous instrumental expereestudy the harmonium. In
many cases a very high standard of technical extwedl is reached. A good deal
of the potential value of this training, however subsequently lost for want of an
opportunity to use it in schools without pianosfarlack of an organ to practise
on, and also because of the impracticability ofingyv all-round musical
knowledge (as distinct from mere piano-playing,.)etevhen so many other
subjects imperatively demand time. And, of couksey little can be done with
mere beginners even if they have done a certairuataf preliminary work in
the preparatory colleges, as they now can. Hith&tw of the men students
bothered
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about instrumental music, owing to the sub-conscioish complex that music is
a frivolous occupation fit only for girls. Recentligjowever, about thirty of them
asked for piano instruction in one of the collegesa very remarkable and
gratifying development, which one hopes may indicgite a new outlook. The
programme in both the preparatory colleges anditrgicolleges is now devised
so as to link up with that of the primary schodscordingly, there is a graded
and unbroken scheme of music-training from the tteyinfant child enters the
school until the finished teacher leaves the tragjrtollege.

Should music be taught in our schools and if sowhat extent? These are
questions not yet completely settled. In fact pubfpinion in Eire is so freezingly
indifferent to education and all that it impliestione is not surprised to find that
in fifteen of the twenty-six counties no music asight in any vocational school,
that some 200 only of the students out of the 6@0More in Dublin vocational
schools get even a very elementary choral trainthgt there are still many
secondary schools without music of any kind, eMasscsinging, and (to proceed
to ultimate results) that we have not sufficientenal in the country to establish
a national symphony orchestra.

Vocal music should be taught and practised in egehplastic institution, and
not in primary schools alone:

(1) For the students' own sake.

No one can watch a choir successfully singing éheral music without seeing
that no other activity, social or artistic, creaties same intense feeling of delight,
physical, mental, spiritual and moral, evokes saicdomplete manifestation of the
whole personality, generates such vivid enthusiasmd ambitious striving,
affords such opportunity for spontaneous yet haimen communal effort, or
results in such complete self-expression.

(2) For the creation of self-discipline and organisgsnmunity spirit.

The only other school-subject requiring common réffs physical .training,
where the mental effort becomes quite automatid,vamere the final result (even
in the Sokol system), comparatively small as iinisrtistic value, is also quite
imperceptible to the participants themselves; winlehoral music no spectators
or audience are necessary for the complete raalisaf the music's ultimate
value. And this, in fact s is what makes choral imtise only reallydemocratic
art — with a minimum of technique which every chilgh acquire with ease in a
primary school, the whole community can partakéhavery highest kind of art. |
have heard the chorales in thlatthew Passiorsung in parts by practically the
whole audience at a Welsh Eisteddfod.
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(3) For the evocation, not by learned lectures or etdtmns but by actual
participation in creative work, of that undefinedutbvery real "music
appreciation" which is not only an indispensablarfdation for a national school
of composition, but an equally necessary elemeanypftruly civilised life.

Dr. Joyce shrewdly notices how an old Irish MS déss Adam and Eve, after
their fall, as "without food, clothing, shelterrdj light or music”, thus including
music among the necessities of life. A high offida whom | spoke of the
parlous condition of music in Dublin Vocational $ofs, commented "What a
barbarous state of affairs!" but such an opinioaligoo infrequently expressed.
We must remember that music is, in countries liady] Germany, Russia and
England, all of which have produced composers @infgistature, a popular
passion, and an element of social life in a senge gnknown among us. Russian
novels abound in references to army choirs, Cossaol's, gypsy singers; in
many German towns of a size less than Cork, thems before the war a
municipal orchestra and concert hall; England isdygsombed with brass bands,
workers' choirs, music festivals, and amateur atrhs; in Italy there used to be
over fifty opera companies; in Scotland | have tegighteen choirs from towns
of a population under 2,000 singing in a mannerctvhnone but the most
outstanding choirs here in Ireland could approaaig we all know (and if
anything over-estimate) the fame of Welsh choinsHelsinki (before 1939) a
triennial music festival brought 30,000 school dreh from all over the country.
Pilgrims to Lourdes have told me of the shame angnilation which
overwhelmed them when they compared the miserablensg of Irish bodies
with the glorious singing of choirs from Europeautries.

(4) For the revival of a spontaneous, expressive lif@agst the rural community

— such as Joyce so feelingly describes in a ndtsteersion oAn Clar Bog Déil
The hopeless social conditions in our countrysigesecond in importance only
to the economic stagnancy which goads our courdgople into headlong flight,
in a flood of depopulation that threatens to layst®acompletely our already
desert countryside. It may be doubted whether dheb, colourless, devitalised
death-in-life is not even more disastrous thandgb@enomic failure. Our Finance
Minister stated recently that this living flow s$titontinues, even though the
emigrants know well that they will be no better bifancially in England. 1 still
remember the instinctive feeling of dismay with afhi have watched in Galway
the over-crowded buses from a radius of thirty miggound night after night
discharge their tumbling excited freights on to &fquare, there to spend three
or four hours in whatever crude and emasculateayergnt
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offered, and thence to return to their lonely, gated homes — with what feelings
of partly fulfilled craving and what lust for furth excitement and indulgence they
themselves could only dimly comprehend.

(5) To ensure that the music for our Church servicggersormed with the dignity
and reverence which it demands.

Fine church music is readily available, in the shag plainchant or, for
instance, of Palestrina's music, which togethanftire most perfect consecration
of art to community devotion ever achieved. One Mdhink that Palestrina’s
music, which must be sung unaccompanied, and whrgsents few or no
technical difficulties, had been specially evolvied countries like ours, where
organs are rare and generally inferior, and whemhrical ability is still
undeveloped — apart altogether from the unassailabperiority of pure vocal
music to any other. Yet the very name of Palesisrzarely known and his music
almost unheard. Our primary schools could and shaultime supply parish
choirs all over the country. And they could, andwld have immense effect by
sending to the seminaries and thence to Maynoathg/onen to whom music no
longer seems a contemptible dissipation fit only fovolous girls, but an
impassioned expression of the deepest and mosiynoffeelings of human life,
and of true religious feeling. Then it would be wspible that we should hear
again, as at the Eucharistic Congress of 1932sdleeharine glucosity of César
Franck'sPanis Angelicaviolently and barbarously intruded into the sergtay
of a Palestrina Mass; and it would be not only fiss but certain, that the
beautiful singing of theMissa de Angelidy the children of Dublin primary
schools at this Congress would be parallelled a&brothe country. With so
inspiring an achievement of organisation and enm#sus before us as the
Eucharistic Congress, the fact that nothing mors ateempted, even on the most
modest scale, is a sad commentary on our despedifierence to community
action both inside and outside the church. Andsitime for us now to look
forward to the complete disappearance of that diwéaiiooling which, surely a
legacy of the Penal days and the Famine, passestgregational singing, but in
reality is merely a legacy and a symptom of theeg¢hcenturies of national
disintegration through which we have passed si6€81

These are great and inspiring aims, and we camsbtstire of accomplishing
them even after intense and sustained effort. Tyviave years of concentrated
instruction in the Irish language does not seemhdwe produced any effect
outside the schools; if this be so, it would bedhar expect immediate results in
the case of music, on behalf of which the effod haen so immeasurably less. To
take
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an instance, despite the widespread enthusiasmdsic in Wales and Scotland,
and the sound musical organisation in both cowinerecent years, neither has
yet produced original music, even choral musicany value, and this may be
regarded as one of the significant tests. But we ltardly fail to attain our
primary object of giving a new lease of life to nauis the schools. This has been
achieved to a considerable extent in the unbouedéausiasm with which many
teachers and children alike now approach what tsdae the dullest and most
boring subject of a dull and boring school curnical And that in itself is a
worth-while work.

The question has lately been asked why school-msistuld be "whittled
down" to choral singing, and why, at least, viatiasses could not be formed in
the larger schools. Choral singing is the obvious imevitable subject in primary
schools, since it does not demand specialist teadrea long and arduous period
of training, as instrumental music does. To expldhe possibilities of
instrumental music in the schools, an attempt waslanto organise harmonica
bands, and pipe bands, but with little result. Miatlasses might be created in
large schools if competent teachers were availdhle,at present they are not.
When our present deplorably mediocre standards baee replaced by others
more nearly approximating to the normal Europeawelle many further
developments, now impracticable, can be initiatae;h as the general use of
percussion bands and of eurythmics. Pianos, whipheaent are found in perhaps
five per cent, of our schools, mostly in a conditiof decrepitude, will perhaps
then be much more numerous, and radio and the giaone common, if not
universal. But piano, radio, and gramophone contbizwe valueless unless the
teacher knows how to use them skilfully and withagmation. How many
teachers do, even in our secondary schools? Teraimgd observer at the Annual
Summer School of Music in Dublin the answer is otdyg painfully obvious. |
agree with Tolstoy so far as music is concernettimmking that art which is only
for a select upper crust of the body politic isseomaly — that everybody should
be trained to feel and appreciate its beauty. Amatad music is the gate to that
knowledge. The principles which govern its makingd aperformance are
precisely the same as those of every other kindha$ic, and no one, unless
fundamentally unmusical, can practise choral sigpguthout being educated into
a potential appreciation of concerto or symphorhere€ is therefore no "whittling
down" — but there may be a great dissipation ofggnand loss of concentration if
we attempt too much. A far surer, solider, and wifteindation must be laid
before we embark on too ambitious developmentsttismreason also | objert
tototo any
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attempt to introduce staff notation, until solfanwdas reached a much more
advanced stage than it has. When sufficient pregnas been made, the present
programme provides for all the training in staftaton that can be needed in a
primary school. Forty-five years of close obsematof primary-school work has
given me a strong mistrust of any premature attemfgach staff notation. In fact
it is advocated only by those who are without dcfuactical experience of
primary schools.

The vocational schools are intimately bound to phignary schools, since
practically 100 per cent, of their students conmnfthem. If music is not taught
effectively in vocational schools, much of the painhy school work is
automatically rendered waste. As | have alreadd, saififteen of the twenty-six
counties no music is taught in any vocational sthoae of the chief difficulties
is the scarcity of competent teachers. Anotherlprolarises from the fact that the
period of the "break” in boys’ voices normally caohes with the period during
which they attend a vocational school. Without ahli¢ music of a very special
nature, and unusually capable teachers, more haam good might result from
their participation in choral singing. However, about forty schools out of one
hundred and eighty, girls' choirs of varying degreé merit exist. Material is
there in plenty, but much of it remains uncultichteecause teachers of an older
generation and tradition, themselves incapableeafning anything, stubbornly
persist in a hopeless attempt to achieve resultaubypf-date methods.

With suitable organisation and trained teacherseatgdeal could be effected.
The necessary music has already, in some small bemn provided, and much
more can easily be arranged. In Dublin the Vocatli@ommittee has established
three adult industrial choirs, and there is (or m@se industrial choir in Cork. If
music held the place it should in the plain manisdnve ought to have not three
or four, but twenty or thirty such choirs. Also, weght to have Army choirs,
Garda choirs, Industrial Corps choirs — in fact teoic in every Government
institution embracing twenty or more students. Uthiis is done, primary school
music is nothing more than a temporary recreatiomfroutine boredom, when it
should be a permanent foundation for post-schéml énd a preparation for self-
education in the real sense of the word.

Much progress has undoubtedly been achieved divecedw programme was
issued in 1939. A great deal more needs to be gudred, but a beginning has
been made. The primary schools are now playingptré which they ought to
play in laying a foundation for that community cuwk which has been lacking for
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three hundred years. Music is becoming for ourdeclit the source of pleasure
and delight, of real education, and of self-exgomsshich it should be in a
civilised community.

But the whole issue does not rest with the scholmis1926 a prominent
musician said : "The cause of the low state of nalsiulture has now been run to
earth in the primary schools." In fact the contrasythe case. The chaotic
conditions in the primary schools at that time weagised by the still obvious
indifference of the public to education, not al@seregards music, but every other
subject too. In England and continental countriesrhusical impulse came from
outside, not inside the schools ; and the work m@wng done in our primary
schools will be in vain if the general public odtsidoes not nourish it to full
fructification.



Music in the Vocational Schools
By
BERNARD B. CURTIS, L.R.A.M.
Director, Cork Municipal School of Music

The Vocational Act of 1930 (the successor to varidechnical Instruction Acts
from 1889 onwards) empowered every Vocational EtomcaCommittee to
establish and maintain technical education anditatde system of continuation
education in its area. "Continuation Education"tfo purposes of the Act means
"education to continue and supplement educationviged in elementary
schools". When the teaching of singing was madeptidsory in the primary
schools (in 1931) it ranked as a continuation stitgad as such was added to the
curriculum of vocational schools day-classes. Bus/ey of music in vocational
schools is thus confined to choral singing.

In order to train teachers for the work, the Deparit of Education organised
Summer Courses in 1932 and 1933. Though many cemipétachers and
conductors emerged as a result, the scheme of Ickioging was not adopted
throughout the country as a whole except for soimghe larger centres such as
Dublin City, Dublin County, Cork City, Cork Coun(the latter is the first to have
a whole-time teacher of Choral Singing in its ar&dgxford, Roscommon, Sligo.
Later Limerick City, Limerick County, Tipperary, Waford, and recently Kerry
have included the subject in the curriculum.

Evening choral classes for adults (S.S.A and SB\)Twere later introduced,
notably in Limerick, Sligo, Cork, Dublin and Dungan (Co. Waterford).
Another innovation was the establishment of comméahoirs, in Dublin at first,
and later in Cork. Under this part of the schenmg, firm willing to organise a
choral society among its employees need only pe@doom for rehearsal. On
application to the Vocational Education Committeeoanpetent conductor and
trainer is provided and remunerated on. a part-bams. In particular cases even
the music is supplied. Official attendance regssteiust be kept. Many firms in
Dublin availed of this opportunity, and some of tteirs formed have become
well known to the public through radio and congeetformances, though not all
of them have survived. The more important of thefsairs are, or were : Jacob's
Choral Union; Variants Choral Society; The New drel Assurance Co. Chair;
Brown Thomas' Choir;
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Independent Newspapers Male Voice Choir. Subselyuhre Sunbeam Wolsey
Choir was established in Cork. Further stimulushis direction was given when
the Feis Ceoil established a special competitionrfdustrial choirs some years
ago.

The programme of musical instruction carried outthe day classes varies
according to the average standard of the entrantbet schools but is as far as
possible based on that of the primary schools. irukides voice-training, ear-
training, notation (solfa and staff) sight-readingison and part-songs. In the
night classes and with industrial choirs more aiob# work is possible, leading,
in the larger centres, to performances with orchest

Incidentally, all this has led to considerable \atti with regard to the
arrangement of two-, three- and four-part songaekas an amount of original
compositions. Native composers have been stimutatattrease their output and
have had opportunities of hearing their works penfed by the various choirs on
the radio and deiseanna

The policy of the Department of Education is theawne of linking the music
in the primary schools to that of the vocationahails and these latter to the
commercial and industrial choirs. The opportuniaes there for the country as a
whole, and only await adoption by every vocatioedlcation committee and
every firm. Where the scheme has been in operatioa, progress in the
comparatively short time is gratifying. It takedamg time to establish a sound
choral tradition, and it speaks well for the entasis1 of those in charge that such
good results have been obtained by junior choich & those of Parnell Square
Technical School, Marino Technical School, Rathmifiechnical School, Cork
School of Commerce, Limerick Technical School, aghathers, as well as the
industrial and commercial choirs mentioned abovdaclwhave become well
known to Radio Eireann listeners. Eventually ewssyational school could have
its choirs in the day classes as well as nightselssand every sizable firm could
sponsor its own choral society, not only for itgiabvalue but for its undoubted
publicity value. Indeed there is no reason whyvitlial trades choirs should not
exist — a Carpenters' choir, a Bakers' choir, advg'schoir, choirs formed from
any group of allied trades that foregather in @abn headquarters. It is not too
fantastic to visualise a Lawyers' choir, or a Degtohoir.

As stated in the first paragraph, this article deaith .choral singing only,
since until recently there was no provision for teaching of instrumental music
in vocational schools under the 1930 Act. By anddrdiated March 19th, 1949,
however, the Minister has now so extended the tesfrthe Act as to include
instrumental
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music, the formation and training of choirs andhestras, theory and appreciation
of music. This Order opens up new possibilitiedlefelopment and expansion.
For instance, Limerick has been agitating for stime for a Municipal School of
Music, but has hitherto been prevented from fougdine under the terms of the
Act. Now that the Act has been amended, it is tchbped that Limerick will
persevere, and will succeed in establishing a Sabfddusic such as a city of its
size deserves. A considerable contribution to tagon's music-making would
result if the new facilities were availed of gerlgraand if every town and village
within easy access of a vocational school were ¢aebt by a scheme of
organised tuition. In England valuable work is ddmeRural Music Schools; a
similar scheme, with the emphasis on stringed unsénts, is surely possible, and
as urgent here. The cities have not necessarilgreopoly of talent.



Schools Music in Northern Ireland

AT THE time of writing, the Northern Ireland Eduimat Act, 1947, has by no
means been implemented, and for the purposes sfditticle, the schools of
Northern Ireland may be divided into four types:

(1) The Boarding Schools consisting of boardersdmdpupils.

(2) The day Secondary Schools.

(3) The large Primary Schools.

(4) The small rural Primary Schools, staffed by,dn® or three teachers.

In each of these types music forms part of theiaulm and is making its
contribution to the cultural life of the pupils, @ntribution which varies
according to local conditions and to the facilitwsich exist. This is natural. It is
self-evident that a school which possesses an atleqund well-qualified staff,
equipped with the most modern teaching aids, caterbprovide a good, sound
musical education and inculcate a more discrinmgataste than can a school
staffed by one or two teachers who have no speaisic qualifications and no
equipment to assist them save the possession ofmarhvoice. It must be said,
however, that many rural schools are producing amazsults in song singing
and it is to the credit of the authorities thatalhaspects of their work, the rural
schools have been made the subject of constargtigagon and consideration, so
that they now occupy a unique place in the educatisystem.

1. THE BOARDING SCHOOLS

In the Boarding Schools, music, which for many geaceived only meagre
attention, is now regarded as an important sulgethie curriculum and takes its
place among other subjects which hitherto crowtiedt

Class singing, notation and aural training are tatg all the preparatory forms
and to the lower forms of the senior school, whitsbughout the school facilities
exist for the learning of piano playing. The sclsoare, for the most part,
equipped with an adequate number of practice-piandsthe instruction is along
sound modern lines. String playing is also taught the more proficient players
are shown how to apply their technique to somehef ggroblems of ensemble
playing by inclusion in the school orchestra. I)mgoschools a competent staff
gives instruction in the playing of wood-wind an@$s instruments.
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At a recent concert in one of our boarding schtwshigh light of the evening
was a performance of the Beethoven Piano Concest@3Nnh G Minor, whilst in
another the school brass band gave a competenhgeaidSchubert's Unfinished
Symphony. In the larger schools, the co-ordinatbthe various activities of the
music department is under the control of the Mudiector who, besides his
work in conducting the school choir and orchestsa, the person mainly
responsible for the musical appreciation of theosthi.e., training the pupils in
the art of listening. He is assisted by a stafftedchers, each of whom is a
specialist in his or her own department.

Those pupils who show special aptitude for the wamdx encouraged to take
music as one of the subjects in the Public Exanunsgt in which case they are
grouped together for instruction in the rudimentsmusic, elementary harmony
and counterpoint, musical history and form, therebynpleting the basis of a
sound musical education. It is regrettable that ynaihthese promising young
musicians are lost to the profession through a lafckeady facilities to pursue
their studies further. It is hoped that the essdinlient of a Music Faculty in the
Queen's University of Belfast will help to maintahme interest of some in their
post-school life, but it is only a partial solution

2. THE DAY SECONDARY SCHOOLS

The main deficiency of and objection to the systd@meaching music in the
boarding schools is that its sphere of influenaeiatively small, that it musically
educates a chosen minority whilst it allows mangilsuto pass through their later
school careers without any opportunities for explpthe vast treasure house of
musical experience, pupils to whom the names ohBawd Handel, Beethoven
and Brahms are but names conveying nothing. Inrdgpect the day secondary
schools (and especially the girls' secondary sa)ostore over the boarding
schools with a scheme which is along more generas| covering a wide range
of work which is available to all the pupils thrdwit the school, so that many
are able to listen to a work intelligently, to pait in its historical context and to
discuss it, in some cases, with a remarkable alifacility. The school course
consists of class singing, aural training, etc.d amusical appreciation taught
through the medium of song, piano and gramophaonéhd boys' schools where
the problem of the changing voice is more acute,dlass singing is generally
allowed to drop out at adolescence and the entisianperiod is devoted to
training in the art of listening, to talks on mudibistory, composers, their
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Facilities exist in all secondary schools for tearhing of piano playing under
a system which is by no means prevalent in othds [md the United Kingdom —
that of allowing the pupils to take a piano lesdanng normal school hours. This
is generally achieved by the simple expedient afgering the piano lessons
weekly so that the pupil does not miss part ofstume class lesson each week by
being taken away for piano instruction. The systesrks admirably and one does
not hear too many complaints from other teachers f@ke half an hour of the
pupil's time, possibly only once in ten weeks. iitg schools as many as four
piano teachers are required to cope with the depvalmidh is ever increasing.

3. THE LARGE PRIMARY SCHOOLS

Here, musical activity is almost entirely confinedclass singing. In the infants
and junior departments, as in the kindergarten rdeygmt of some secondary
schools, music is taught through its rhythmic rattian its melodic appeal and
pleasing results are being achieved through rhythmevement, singing games
and the percussion band, although the last namedtisised as universally as
might be expected. At this stage of the child'sefigyment emphasis is laid upon
spontaneous enjoyment, upon the building up of aem@nt vocabulary which
the child can instinctively use in response to aagirhythmic stimuli, and upon
informal singing of very simple nursery rhymes awhgs. Generally speaking,
no formal work is attempted — although certain sth@re being encouraged to
experiment with some modern methods of introdutivegscale and note values at
such an early age.

At the age of seven, when the normal child enteéasdard | of the primary
school, the more intellectual aspects of classisinge.g., sight singing, notation,
etc.) are introduced. The Programme of Instructieraid down by the Ministry
of Education sets out briefly the course to beofgld in each standard, and is
designed to give pupils a ready facility in sighading from staff notation and a
good knowledge of time and key signatures, in oti@ids, enough equipment to
enable the pupil to take part in choral singingfier-school life. In some primary
schools this programme is fully implemented, inesth largely owing to the
inaptitude of individual teachers, the goal is abained.

The Ministry of Education has recently made prapnsior the appointment of
specialist music teachers in large primary schooks) will be responsible for the
instruction throughout the school to
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which they are appointed. This will eliminate thdsachers who have no aptitude
for the teaching of music and will ensure unifoymdf method under a well-

planned scheme administered by an enthusiast. Ahdtbe enthusiast can be
successful. This policy is in anticipation of thewnintermediate schools which
will be built under the new Act, in which specitdisand semi-specialists will

make up the teaching staff.

4. THE RURAL PRIMARY SCHOOLS

The one-, two-, or three-teacher country schoanisnstitution worthy of the
utmost thought and consideration. Its system afttiedy is one peculiar to itself, a
system which has far more to commend it than st fireets the eye.

The teacher is normally in charge of three or fstandards and the method
adopted is to teach one subject to one standartstwthe other standards are
occupied by work in other subjects, working alofbe standard which has just
been taught is then set to work and the teachestak another for instruction.
The great advantages of this method are thathéptpils can never suffer from
being over-taught; (b) it develops in the pupil#-sgliance and a capacity for
working on their own initiative.

Now, unfortunately, this particular method is inbggble to music which is
essentially a communal art, an art in which pleasaocreases when shared with
others and one which makes great appeal to the spamh Thus the teacher is
faced with the problem of teaching music to a chatsch consists of widely
differing ages at widely differing stages of mentlvelopment and it is the
author's opinion that not nearly enough thought basn given by music
educationalists to this complex problem.

How much of the more intellectual work in music cam expect the teacher to
achieve — and by what method. Ought the teachewsrioentrate more on teaching
the children to enjoy making music in song, to fedlat they sing and to sing
what they feel? These and other problems are regeasgood deal of thought in
Northern Ireland by educationalists who are alivéhe valuable work this type of
school performs and are aware of its attendantdea#ages.

At the moment, teachers in these schools are wgnkmy much on their own
and the author is delighted to record that theeenaginy who are producing really
beautiful singing of folk songs, difficult classicand even modern songs. He
remembers with pleasure a very remote country dchbere he was treated to a
first-rate performance of "My Heart ever Faithful."



52

MUSIC IN IRELAND

THE GRAMMAR SCHOOLS CERTIFICATE EXAMINATIONS

The Ministry of Education conducts two public exaations annually — the
Junior and Senior Certificate Examinations, of whrausic is an examination
subject. Both consist of a written paper and atpralcexamination.

In the Junior Certificate Examination, which is maidly taken at the end of the
third year of the secondary school course, canelidatre required to have a
thorough knowledge of musical rudiments and a gdnerowledge of musical
history from the year 1500-1700. In addition, tmeyst pass the practical test on
either a keyboard or a stringed instrument, in Whiey are required to play two
set pieces, scales and arpeggios, to undergotastalat the piano, to read at sight
and to answer questions arising out of the pieces.

In the Senior Certificate Examination, which isdakat the end of the fifth
year of the secondary school course, candidateseguired to have a knowledge
of elementary harmony and counterpoint, to identigll-known quotations, to
answer questions on the instruments of the orcnestrd to have a more detailed
knowledge of musical history from 1700-1850. In firactical examination they
are required to play a classical composition oirtben choice, to read at sight, to
write from dictation a short melodic phrase playedthe piano and to recognise
common chords and their inversions, cadences anglesimodulations in four
parts.

OTHER ACTIVITIES

Of later development in Northern Ireland is theatien of concerts for school
children by eminent artists and orchestras intredualong the lines of the now
famous Robert Mayer concerts in Westminister. lis ttonnection C.E.M.A.
(which prefers to retain its original title) hasngoexcellent work, not only in
bringing first-rate concerts to the capital cityt butaking music to children in the
country towns. Through these concerts children Haen able to hear the work
of conductors of the eminence of Sir Malcolm SatgBarbirolli, Fistoulari, and
in the case of Sir Malcolm to hear his delightfuihformal talks before each
piece.

The City of Belfast Education Committee has esshield a large lending
library of gramophone records which may be freayéwed for school use. The
Competitive Musical Festival movement is very sgrand does good work in
promoting interest through its various classesé@ool children.
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These are all playing their part in the musicalaadion of Northern Ireland,
and there are signs of great keenness among matignseof young children. Let
us be determined that they shall not be denied cdrance of furthering the
enjoyment of their musical inheritance.

Since the writing of this article some of the newelmediate Schools have
been established. Experiments in class teachingirimigs and piano have been
tried with success; music occupies its rightfulcgldere, and it is felt that in this
type of school the subject has a future of greammse and an ever-widening
scope.
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The Place of Irish Music in Education
By
SEAN NEESON, B.A.

Cork Corporation Lecturer in Irish Music, UnivergiCollege, Cork;
Examiner in Music for the Department of Educati8econdary Branch

THE VALUE of Folk Music in an educational systemaisll summed up in the
report onRecent Developments in School Mysiis Majesty's Stationery Office,
London 1933):

The whole history of Musical England from 1850 onavés one of emergence
from darkness to light, and undoubtedly the treatnoé Music in the schools
has played a great part in the gradual transfoomati has created an audience
for serious music; it has given the executant geemsight ; it has broadened
the outlook of the composer. It has helped to ewdwnative art; teachers were
amongst the first to realise the great ness oflGdwrp's work, and the schools
were not slow to profit by it. The advent of Fol&rfg) transformed the whole of
the literature of school songs, and gave the te#aaheompletely different

conception of what a school song ought to be.

If we examine the position of folk music in all bces of our own educational
system we find that in our primary schools (thapkscipally to the late Senior
Organiser of Music, Donnchadh O Braoin, himself enthusiast for our
traditional music) the syllabus makes reasonalgeigpion for Gaelic Song, In the
official Notes for Teacherand in theProgramme for Schookhe emphasis is all
the time on our Gaelic songs, but the solfeggigoast given are without exception
the old-fashioned type, based on tonic, dominamt sub-dominant chords. It
would be an improvement to include some solfeggedaon the modes ; they
would, besides being a valuable preparation forahsdngs, prove an excellent
training in sight-reading.

Organisers in Music — four for the whole countripave been appointed, each
with a sound, practical knowledge of Gaelic musand their influence is
becoming more and more apparent, though their céspeareas are so wide that
it would apparently take each several years ta &g ry school in his area.

One of these organisers of music recently clained our syllabus of music
for primary schools is the best in Europe. Be #sait may, no one will claim that
the teaching of music in these schools is
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satisfactory. Choral music is compulsory in allnpary schools, and there is
evidence of quite a lot of good work, dependentcairse on the calibre of the
teacher — who, being a G.P., cannot (save as aptac) be expected to have the
specialist's equipment. Qualified teachers areoseltb be found, and enthusiasm
alone is not a sufficient equipment for any teachetralone a teacher of music.
And not all teachers have even that enthusiasm.

In the training colleges the provision for musicmeens lament ably
inadequate. ThReport of the Department of Educati(®43/44) has no more to
say of music in the primary school than that (hslate from Gaelic): "there is an
improvement in the teaching of music on accounthef beneficial instruction
given at Summer Courses in recent years."

In the secondary schools it is comparatively eassater for choirs as there is a
stock of Gaelic part-songs to choose from, thougfhing like the desirable range
or variety ; but there is a great dearth of sudadtrangements for solo and
concerted instruments, and little original workcEaecondary school choir has to
perform two songs chosen from the list prescribveith a third song of its own
choice. The prescribed list offers one or two songk Gaelic, and two or three
with English words from which to choose, but thesr@o compulsion (not even in
the case of the hundred Class A schools in whithhal work has to be done
through the medium of Irish) to choose a song Wielic words.

Neither does the programme for individual candislate’eho must show
proficiency on an instrument, make Gaelic music polsory. Hamilton Harty,
Eamonn O Gallchobhair and J. F. Larchet figurehim 1947 lists for Violin; and
Hamilton Harty, Herbert Hughes, and Bish Lullaby by Arnold Trowell in the
Violoncello list; but for the other instrumentsaRo, Organ and Harp, the best we
can do is a FieldNocturnefor pianoforte, and a StanfoRlostludefor Organ, In
the 1944 list the only Irish pieces set for OrchestereTwo Traditional Irish
Airs by J. F. Larchet.

This lack of Gaelic music in the lists is by no mealue to apathy, or to
deliberate neglect. The paucity of published maternakes it next to impossible
to put and keep Gaelic music on the programmeoEbschools alone we need a
constant stream of arrangements. In choral musiesattempt has been made to
meet the demand, but even there very much moreadad, while the dearth of
instrumental works is a crippling obstacle. GoveeninPublications, and other
publishers, are providing us with arrangements aél@ tunes, and an occasional
original work, but too few, and too slowly. The soks are crying out for more
Gaelic music, and it would be a stimulus to our ngucomposers if the
Department of Education
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would commission, or even, sponsor a competitiorsfitable works ; and, above
all, speed up the rate of publication. The appoamninof an Organiser in Music for
the secondary schools — one for the whole countsya-step in the right direction,
if a feeble one. His task is almost Sisyphean, @l preparation of even a
preliminary report has taken nearly two years.

In the technical and vocational schools the pasitias up to the present been
unclear, for music has been a recognised subjdygtiorthe cities of Cork and
Dublin. The Reportmerely tells us that in vocational schools (1943M)Cork
"voluntary classes in Physical Training, Claiscéddand Irish figure dancing
were again well supported and good progress wasrded, Concerts, hiking
parties and picnics were held".

(The attitude of the Department would seem to lfleated by that of a well-
known Master of Trinity, Cambridge, who, when tdd¢ a graduate that he
proposed to read Music, blandly enquired: "And Dag®e" The mid-Victorian
attitude that music is no more than a pleasantraptishment for a young lady's
idle hours dies hard !)

The Reportgoes on to say : "In Dublin, 547 males and 534 ferstudents
attend classes in Music." This is obviously a refiee to the Dublin Municipal
School of Music. No reference is to be found towlek which is being done by
the Cork Municipal School of Music. The syllabug fwth schools requires the
performance of a piece of Irish music in every gratiough there does not seem
to be — as there was thirty years ago in Cork u@@er Hardebeck and Micheal O
Gradaigh — any systematic study of Gaelic MusicCtnik there is a special class
for Gaelic choral singing, but every choral classhe school should have Gaelic
songs in its repertory.

"In all (Continuation) schools,” says tlReport "debates, concerts and plays
were held throughout the Session. In more than cemdre broadcasts of the
School Choir were given."

Under the headings: "Technical Schools", "Juvenileaining”, and
"Reformatory and Industrial Schools" there is nlemence to music. Since March
1949, however, both instrumental and vocal musgbbeen included by order of
the Minister as a subject for instruction in allcational schools and once this
extension is availed of there should be a condideracrease of musical activity
in small-town and rural areas throughout the cagunivith a corresponding
awakening of interest in Irish music.

2 Community Singing
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In the Universities, with their more complex prabke the lack of published
material is a serious handicap. It is next to inggae to avoid year after year in
the practical examinations tiresome repetitionhaf same group of pieces. Most
University students who take a degree in music beltome teachers; some few
may have a flair for composition. As teachers omposers they should be
steeped in our Gaelic traditional music, so thadbatomes "second nature" to
them. On these students chiefly depends the fudavelopment of Irish music.
That development must follow the natural order\adletion ; it must be rooted in
native sources. Yet it is possible for a studerntke a first-class honours degree
in music at either of our Universities without tkBghtest acquaintance with
Gaelic music. | hasten to add that the danger mur@ly potential one — our
students do get a reasonably good knowledge d&f tnigsic — but such knowledge
should be made compulsory.

Another field of work for the University student iesearch. A great deal of
research remains to be done on Gaelic music. Anitigé edition of Gaelic
melodies, on the lines of Bela Bartok's collectodrHungarian folk songs, would
be a boon; none of the existing collections is rehtisatisfactory. Manuscript
collections — Forde's collection in the Royal Iri8bademy, and others — still
await an editor, but | am afraid we are far frone tthay when we shall see
musicological research subsidised. For example,DMiJ. O'Sullivan's scholarly
edition of Bunting's Collection of Irish airs fohd Irish Folk Song Society
remains unfinished, for lack of funds.

Research is post-graduate work, and there is litlecement for a student to
devote himself to research in music. True, the obpublishing a recent paper on
the Irish Scale has been defrayed by a grant flerHiggins Fund of the Royal
Irish Academy, but this is an isolated exampletese as to be noteworthy. Up to
recently there was no University studentship in iugor are there any post-
graduate scholarships. The Professorship of Iriglsiéat University College,
Dublin, has been vacant since 1939. The Cork Catmor Lectureship in Irish
Music at University College, Cork, is but a par post, with correspondingly
low salary.

Research, under such conditions, has been at dsitarReviewing the whole
position, however, we find it anything but hopeleSertain progress has been
made. The Senate of the National University of ainedl has established a
Travelling Studentship in Music, to be first offdréor competition in 1952. The
post of Director of Irish Folk Song Studies hasrbersated in University College,
Dublin. The Department of Education’'s Summer Caunsdlusic continue, while
an additional course in Cork for the training oford conductors has been
promoted by the Supervisor
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of Music under the County Cork Vocational Committ€be success of the latter
is shown by the fact that as a direct result s@amnichoral centres have been
established in County Cork. Another developmentorational schools outside

the Gaeltacht area has been the organisatidrenbchtain nine centres, and the

introduction of a new feature — tkleche Ghaelach

As regards composition, we have a group of youngpasers who naturally
accept their Gaelic birthright, and their numbegiewing. How different from
fifty years ago, when Carl Hardebeck, that daustlp®oneer, began his lone
struggle in the cause of Irish Music. Then, no m@iidr would look at a volume of
Irish songs; there was no market for them. Thea,ltish speaker knew nothing
of music, and the musician was ignorant of all gsirirish. In the schools, an
exceptional zealot might teach as a Gaelic songp sudastard form as Dr.
McHale's translation ofhe Last Rose of Summer

The present advance is due almost entirely to oa@, nbattling against
overwhelming odds : Hardebeck. He showed us thd todravel, he blew the
dust off our Gaelic songs, and fetched them ouhftbe shelves of the library to
live once again in school and concert-hall, at hame in church.

It is in the primary and secondary school years titia foundation is laid, that
the young boy or girl gets accustomed to the samfndusic. Even in the nursery
we should have our own lullabies and nursery rhyriiés must familiarise our
students with Gaelic music, beginning in the kigdeten, through the primary,
secondary, technical and vocational schools antthenuniversities. For this we
need a multiplicity of arrangements, vocal andrumsental, solo and concerted ;
arrangements for school and home for church anatriefor concert platform
and for community singing.

The place of Irish music in our educational systgitinen, in the schools, in all
our schools ; its function, to work as a leavenjtalising influence. A study of
our folk song should be an essential part of ourcation in all its branches and at
all stages. Folk song has vitalised the music @rgweountry which, during the
past century, turned to this native wealth. If we ® have any significant music,
it will spring only from these native roots.



The Organization of Music in the Schools

Department of Education
SECONDARY SCHOOLS

Music is an optional subject in the Intermediated abeaving Certificate
Examinations.

The Intermediate Certificate Examination in Musionsists of an oral
examination, a written examination including eletaeyy harmony and
counterpoint and a general knowledge of a prestrils of composers, and a
practical examination in Piano, Organ, Violin, \Gatello or Harp.

The Leaving Certificate Examination in Music cotsigf an oral examination,
a written examination including harmony (dominargventh, suspensions,
modulation) two-part counterpoint and general malskistory, and a practical
examination in the instruments listed above.

The oral and practical examinations are conducted Ipanel of examiners
under the supervision (since 1924) of Dr. J. F.chat, Professor of Music,
University College, Dublin, There is no permaneming of examiners, the
appointments being made from year to year.

Inspector of Music, Secondary Education Branch:
Peadar O Cillin, B.Mus. (Post created in 1948)

PRIMARY SCHOOLS

Singing is an obligatory subject in the Primary &ubk. Extract from
programme :

"From the beginning the teacher should keep in niedfinal end, i.e.,
that the pupils should leave school having:

(1) Memorised accurately as many songs as pos@ildels and
music);

(2) Cultivated the habit of listening carefully amdelligently to
music;

(3) Acquired the power and more especially therddsi take part
in choral singing. This implies a satisfactory knedge of sight
reading, and should include practice in the writiofy music
notation."
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Tonic Solfa notation alone is taught in Standards IV. Staff notation is
introduced gradually from Standard V on.

Publications :

Revised Programme of Instruction in Music for Nagib Schools(The
Stationery Office, 3-4 College St., Dublin)

Notes for Teachers Mus{&he Stationery Office)

Inspector of Musical Instruction :

Peter Goodman 1900-1909 (Examiner in Music to Board of
National Education since 1892)

Head Organising Inspectors of Musical Instruction :

Thomas F. Marchant 1909-1926
Donnchadh Ua Braoin 1931-1947
Tomas O Caoindealbhain 1951

Organising Inspectors :

Miss Elizabeth Gorman 1909-1940

Sean S. O Casaide, M.A.  1937-1941

Pilib O Laoghaire 1937-1942

Tomas O Caoindealbhain ~ 1937-1951 (Dublin area)

Proinnsias S. O Stilleabhain 1943 — (Sligo Area)

Proinnsias O Ceallaigh, B.Mus., L.R.A.M., A.R..LAM
1943 — (Cork area)

Teachers of Music in the Training Colleges for RaignTeachers :

ST. PATRICK'S TRAINING COLLEGE
Drumcondra, Dublin

(Training College for Catholic men students)
Founded 1883

Class Music: Instrumental Music:
Peter Goodman 1883 Theodore Logier Jemm
Joseph Seymour, B.Mus. 1893 Patrick W. Murphj . 1946-1949
Samuel Myerscough, B.Mus. 1911 Finn O'LoughiirA., B.Mus.,

H.Dip. in Ed. 1948-

Louis O'Brien 1912
James McKenna, M.A. 1916
John J, Redmond 1918

Sean Hayes, B.Mus.,
H.Dip. in Ed. 1949
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De La Salle Training College
Waterford

(Training College for Catholic men students)
Founded 1891

_ McVicars 1891
_ Comerford 1892
Percy Rogers 1895
W. H. Murray 1901
Michael Bowman, M.A.,

B.Mus., H. Dip. in Ed. 1935
Brother Arnold 1939 -
Brother Damian 1939 -

Our Lady of Mercy Training College
Carysfort Park, Blackrock, Co. Dublin

(Training College for Catholic women students)
Founded 1883

Members of the Order of Mercy 1883-
Vincent O'Brien, D.Mus. 1906
Oliver O'Brien, B.Mus. 1948-

Mary Immaculate Training College
Limerick

(Training College for Catholic women students)
Founded 1901

Singing and Theory: Choral Singing:
Sr. M. Veronica 1901 Charles Kendall-Irwin 019
Sr. M. Colette 1911- John Fallen 1929
Assist.: Charles King-Griffin 1930
Sr. M. Celestine 1931 - Sr. M. Colette 1933-

Instrumental Music:

Organ Piano and Harmonium Violin
Sr. M. Colette Sr. M. Josephine 1901 Sr. Mulirs 1926
1901 -
Sr. M. Colette 1901 -
Sr. M. Benignus 1922 -
Sr. M. Celestine 1931 -

Sr. M. Columcille,
B.Mus. 1950 -
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Church of Ireland Training College
Kildare Place, Dublin

(Training College for men and women students ofrChwof Ireland
and other Protestant faiths)
Founded 1884

Instrumental Music: Vocal Music:

C. Grandison 1884 Miss M. J. Smith 1884
Miss J. Beattie 1914

G. Harrison 1911- Miss J. Lowry 1933
Lewis B. Cooley 1944
Mrs. Whitten 1945 -

MINSTRY OF EDUCATION, NORTHERN IRELAND

Inspectors of Music :

Captain T. O. Corrin, B.Mus., A.R.C.0 1925-1939
(Killed on active service, 1940)
Major T. S. Turner, B.Mus., F.R.C.0 1947

The Ministry's Inspector of Music superintends rousoth in the Secondary
Schools and the Public Elementary Schools.

SECONDARY SCHOOLS

Music is an optional subject in the Junior and Sertsrammar School
Certificate Examinations conducted by the MinisifyEducation.

The Junior Certificate Examination in Music, openlyoto candidates in
Pianoforte or String playing, consists of a pradtiexamination in Pianoforte,
Violin, Viola or Violoncello, with aural tests, ana written examination in the
history of music (Haydn and Mozart) and musicabtige

The Senior Certificate Examination in Music corsist a written examination
which includes melodic construction, two-part caupbint and outlines of the
history of music, and a practical examination inidép Pianoforte, Violin,
Violoncello or other orchestral instrument, togetiweh various aural tests.

Extern examiners are appointed annually by the $tinito set written papers
in consultation with the Inspector of Music, whandacts the practical part of the
examination.

Extern Examiners:
Captain C. J. Brennan, B.Mus., F.R.C.O., L.R.A.M.
E. M. Chaundy, M.A., D.Mus.
Ivor Keys, M.A., D.Mus., F.R.C.O.
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PRIMARY SCHOOLS

Singing is an obligatory subject in the Primary &uibk. The programme
consists of Song-Singing, Ear- and Eye-Trainingr&ots from programme:

"Throughout the entire course, the cultivation tfcdmination in taste should
receive as much consideration as the developmettafismanship; this can only
be achieved by careful selection of the best tyanusic, both for song singing
and for hearing.

The child mind must be stored with as great a tarad fine tunes as is
possible, and the first aim of the singing lessdoutd be, not elaborate
performance, but the steady advance of musicalureylttogether with the
perfecting of sight-reading, ear-training, and fuoif vocal production.”

"Eye-training may be carried out from the very iestl stages in Staff notation
solely, correlated with Rhythm (Time) names andfé&@litch-names. The Solfa
time-notation need not be introduced at all, betrehis no objection to its being
used as an alternative notation wherever so spddifithe programme.”

Standards V, VI and VII: "The use of Solfa pitchares may be gradually
discontinued, some monosyllable being substituted.”

Publications:

Suggestions for the Teaching of Singing in Publéntentary Schools
(H.M. Stationery Office, 80, Chichester St., Beffas

The Music Staffs of the Training Colleges

St. Mary's Training College
Broadway, Falls Rd., Belfast

(Training College for Catholic women students.
Since 1945 men students have also been admitted)
Founded 1900

Lecturers in Music : Assistants :
Miss Miley 1900 Miss Gilmore 1900
Miss Harmon 1901 Sr. M. Francesca 1945
Mother M. R. O'Brien 1920 Miss Millar 1946-
Miss McGrane 1929-

(Women students)
Rev. P. O'Kelly 1945 -

(Men students)
Rev. E. McEnaney 1945 -

(Plainsong for men students)
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Stranmillis Training College
Stranmillis Rd., Belfast

Founded 1922

Lecturers in Music:
W. G. Davidson, L.T.S.G.
E. Wilson, B.Mus.
Percy Young, D.Mus.
Lister Wood, A.R.C.M.
Robert Simpson, A.R.C.O., L.G.S.M.
E. J. I. Williams, B.A., B.Mus.

1922
1933
1934
1938 -
1947-
1951-
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Music in the Army

By
LIEUT. COLONEL JAMES M. DOYLE, B.Mus.
Director, Army School of Music

WHEN THE modern Irish Army was in process of orgaition, the first official
recognition which the Irish Free State ProvisioBalvernment gave to the art of
music was to sanction the formation of an Irish &thof Military Music. The
important part that good military bands had playedenhancing the musical
education and upholding the prestige, culture attbnal pride of other countries
was fully realised by the Army authorities in thewn State. Since at this time
wireless broadcasting, electrical recording andndofiims were still unknown,
the people of Ireland rarely had the opportunityhefaring first-class military
music. No tradition existed here on which to basgai efforts to form our own
bands and to ensure that they would be capablesiddbriming in an inspiring
manner music of Irish and cultural interest ananaking an appeal to the nation
at large at this important juncture in. the histofyur country.

It was determined from the outset that the orgaioisaof our Army Bands
should conform to the most exacting musical andtaml requirements. To this
end it was decided to seek advice and to take aalgarof the most experienced
and reputable military music schools abroad. Theaities first approached the
French Government with a view to engaging a conmpdd&ector and Instructor
from the Garde Républicaine, then acknowledged @ssgssing the leading
combination of wind instrumentalists in Europe. THrench authorities were not
in a position to accede to the proposals made. Jdamander-in-Chief of the
Irish Army then turned to Germany, where conditiomsre such as seemed to
offer an opportunity of getting one or two highlkileed and experienced men
from among the large number of displaced musicianpost-war Germany to
whom an opening such as this in Ireland would,asvielt, be a highly attractive
proposition.

Professor Grawert, Director of the Royal SchooMilitary Music in Berlin,
was consulted. He recommended Fritz Brase who hadiqusly held the
appointment of Bandmaster of the 1st Grenadier @&uar Berlin from 1911 to
their dissolution in 1918. He was a distinguisheddgate of the Leipzig
Conservatoire and the Royal
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Academy of Music in Berlin. Brase was offered, atdepted in February, 1923,
the Directorship of the proposed Irish Army SchoblMusic, with the rank of

Colonel. Frederick Christian Sauerzweig, late Baaster of the 2nd Foot
Artillery in Greifswald, was also engaged and inrbha 1923, became the first
instructional officer for military music in the & Army, with the rank of Captain.

After a few months spent at the Curragh Trainingn@athe new School
transferred its Headquarters to Beggars Bush Besrdaublin, in January, 1924.
An innovation, so far as wind bands in these islanére concerned, was the
introduction of instruments tuned to New Philharmcopitch. Prior to the
formation of the Irish Army School of Music all M#ry and Police Bands used
instruments of English high pitch or concert pitchwo complete sets of
instruments and accessories sufficient to equipral lof forty-two players, and a
second band of thirty-six, were ordered from GenmanMarch, 1923. All Units
of the new Free State Army were invited to send Exsyrumentalists serving
within their ranks to the Headquarters of the Sthmoa musical test and transfer
to the proposed No. 1 Band or No. 2 Band if founitable. As details of the new
School of Music scheme became generally known abeunof experienced
players of wind instruments from civilian bands/i®obands and from recently
disbanded Irish Regiments of the British Army preéed themselves for
enlistment as bands men, and soon sufficient daitakn were found to form No.
1 Band and the nucleus of a second band. In thentineg Lieutenant Arthur
Duff had joined the School and became the firsshirBandmaster holding
commissioned rank in the Defence Forces (he retird®32 and joined the staff
of the Irish Broad casting Service, later taking ttegree of D.Mus. in Dublin
University).

In the year 1924 it was decided to advertise foumber of boys to be trained
as replacements. The response proved so satigfaittar in a short time all
vacancies in Nos. 1 and 2 Bands were filled armbdame necessary to purchase
two further sets of instruments. Thus a third amarth Band were equipped and
were soon ready for duty.

No. 1 Band had given its first public recital intQger, 1923, and had followed
this by a number of very successful provincial soults headquarters were
subsequently transferred to Portobello Barracksblibu serving General
Headquarters and the Eastern Command. No. 2 Basditached for duty to the
Southern Command in 1926, where it has since redawith its headquarters at
Collins Barracks, Cork. No. 3 Band was attachetth¢oCurragh
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Training Camp in 1926, and No. 4 Band was atta¢tbélde Western Command in
1936, with its headquarters at Custume BarrackspAe.

The Establishments strength of the No. 1 Bandriyfilmur Other Ranks, apart
from the Conductor. Nos. 2, 3 and 4 Bands consitidy-three instrumentalists
each. The Army School of Music also trains a nundfePipers, Drummers and
Buglers for service with Infantry Battalions andhet formations throughout the
Defence Forces, the minimum strength of a Pipe Bamidg thirteen. Pipers,
Drummers and Buglers are not classed as Technieiadsdo not receive any
additional pay for Band Work. They are requireditoordinary regimental duties
in addition to music, and are free to transfeh Reserve after three years' Army
Service. Hence there are a large number of vacanmei&nit Bands to be filled
annually. In addition, provision is made at the &dhHeadquarters for the
training of thirty-five replacements for all fourrivy Bands. These are normally
recruits who are enlisted in order to have reseawdable to fill instrumentalist
vacancies as they occur. They are trained and gpostBands as the older men
leave the service on termination of their engagdémdReplacements must not be
more than sixteen years of age on attestationaemdequired to be in possession
of the Primary Schools' Certificate or to haveiatd a standard of education not
lower than a Sixth Standard Pass. They are notiresjio have any previous
know ledge of an instrument. Candidates are givemedical examination and a
simple educational and general knowledge test,thegevith a test to ascertain
the extent of their musical hearing — if any. Ssstal candidates are enlisted for
a probationary period of not more than two yeatsdliring that period, they
prove likely to become efficient bandsmen, theiviee is extended to twelve
years and may be extended to twenty-one years. ateprovided with separate
accommodation, and are placed under the chargepediadly selected non-
commissioned officers. In addition to their musidahining they receive
instruction in military training (including Foot Dif Physical Training, Map
Reading, Duties of Stretcher Bearers, First Aidgidge and Sanitation) and
general education (including Irish, English, Matlaics, History, Geography,
Civics and Religious Instruction).

The Establishment of the School of Music also ptesifor the training of
Cadets to become Officer Bandmasters. Cadets aeptacl between the ages of
18 and 24 years and must have Matriculation, Lep@artificate or an equivalent
standard of education. Candidates for Cadetshgseguired to be proficient
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pianists and must qualify in sight reading, aueats and general musical aptitude.
They must also qualify in an Irish language

examination and are required to pass a medicalThstcourse of training after
acceptance may extend from three to four yearsex@mination is held at the end
of each year. The syllabus includes Military trami Irish language. Pianoforte,
Aural training, Reading at sight, Technique and <armtion of all wind
instruments, Harmony and Counterpoint, Form and @usiion, Scoring for
orchestra and military band, History and generavidedge of music, Conducting
and Reading from full score. Cadets are affordedodpnities of study for a
University Degree in Music.

On completion of the final Army School of Music Ewmation, a Senior
Bandsman Cadet becomes eligible for appointmertotamissioned rank. All
other rank instrumentalists are examined and tesigigidually at intervals for
the purpose of grading and advancement in accoedastth approved Standard
Tests arranged to cover progressive stages of@@weint and proficiency.

The general administration of the School and Bawnith regard to the
direction of movements of personnel, transfers,tipgs, promotions, musical
training and instruction, provision and maintenanoténstruments, music library
and accessories, public performances and ceremparakdes of bands and all
cognate technical matters is the responsibilitytleé Director. The School
Headquarters Staff consists of the Director, theigiant Director, the Conductor
of No. 1 Army Band and an Administrative Officero(rtechnical) who is
responsible for Clothing, Pay, Rations, AccommamgtDiscipline, etc.

Col. Brase, the first Director, died in 1940, analsveucceeded by the Assistant
Director, Commandant Sauerzweig who was promotegoMa 1943 and
Colonel in 1945. Col. Sauerzweig retired in 194fe Ppresent Director is Lieut. -
Colonel J. M. Doyle, who joined the School in BeggBush Barracks in 1924 as
a Cadet. He is an Honours Graduate in Music ofNHd.l, and a Vandeleur
Academy Gold Medallist of the R.[.LA.M., and is tst Irish national to hold the
position of Director. The Assistant Director is @&p John P. Brennock. The
present Conductor of No. 1 Army Band is Captain eé&ar®. Doherty, and the
Conductor of No. 2 Band is Captain R. B. Kealy. @ays Brennock, Doherty and
Kealy entered the School together as Cadets in.1936

Establishments also provide for Officer Conductims Nos. 3 and 4 Bands.
The School, however, became sorely under-stafféll tive retirement of Captain
Bowles in 1942, of Captain O'Hara in 1944, and ofo@el Sauerzweig in 1947.
No Commissioned
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Officers were available during this period for therragh and Western Command
Bands, due to the marked scarcity of youths witk thecessary musical
qualifications, talent and stamina to stay the sewf intensive study involved in
becoming a Conductor.

In order to remedy this position it was decidedppoint three further Cadets
to undergo training as potential bandmasters. Dé&isMellerick, James R.
McGee and Frederick O'Callaghan were selected lgrview Board and
commenced the Cadets' Course in November, 194Thié were commissioned
as 2nd Lieutenants in April, 1951, and were posteBlands on completion of the
B.Mus. Course at University College, Dublin. Lieu@ts McGee and
O'Callaghan both enlisted as Band Boys at the &34,acand have risen from the
rank of Private (Bandsman) to Commissioned Rank.

Because of the nature of their duties, Army SchafoMusic personnel are
more frequently in the public eye than are the quamsl of any other branch of the
Forces. They are the only troops to possess aapeall Dress Ceremonial
Uniform for wear on the occasion of public paradBse primary function of a
military band is to provide musical accompanimennt tfoops on parade, and in
this respect it can be claimed that a considerabieunt of the credit earned by
Irish troops for their good marching capacity i®da the help given them by the
bands, whose stirring and vivifying music helpsdel off many a weary mile.

Ireland is rich in the number of fine traditionairsahanded down from
generation to generation, many of which make adrst@ramarching tunes.
Unfortunately, little of this abundant store of Koinusic is available for our
military bands. An important function, thereford,tbe Directorate of the Army
School of Music is the scoring, arranging and preg@n in manuscript of what
is best in our heritage of martial airs and folkes.

The Army School of Music has exercised a consideratfluence on music
generally in Ireland, not only by the bands' fregugppearances on military and
ceremonial state occasions, Tattoos, Horse Showstivals and Pageants,
Receptions to Foreign Representatives, Recitalseatside resorts and public
parks, etc., but also in the large number of itgilsuvho, after completing their
term of service, now occupy remunerative positiomsRadio Eireann and in
theatres and similar institutions, and are maiimtginn civilian life the high
standards of proficiency achieved in the Army Sd¢luddlusic,
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The Army School of Music

Portobello Barracks, Dublin
Founded 1923

Directors:
Col. Fritz Brase 1923
Comdt. (later Col.) F. C. Sauerzweig 1941
Lieut. Col. J. M. Doyle, B.Mus. 1947
Assistant Directors:
Comdt. F. C. Sauerzweig 1923
Comdt. J. M. Doyle, B.Mus. 1941
Capt. J. P. Brennock, B.Mus. 1947

Instructional Officer:
Lt. F. O'Callaghan, B.Mus. 1951

Former Officer Bandmasters:
Lieut. A. Duff, B.Mus. (retired 1931)
Lieut. J. M. Doyle, B.Mus. (present Director)
Lieut. M. A. Bowles, B.Mus. (retired with rank ofa@tain, 1942)
Lieut. D. P. O'Hara (retired with rank of Captal944)

Bands:

No. 1 Band stationed at Portobello Barracks, Dublin

Conductor Capt. J. G. Doherty, B.Mus.

Complement

2 Flutes (doubling Piccolo,) 2 Oboes (doubling @aglais), 2 E flat Clarinets, 9
B flat Clarinets, 2 Bassoons, 1 Soprano Sax, 1 8H4®, 1 Tenor Sax, 1 Baritone
Sax, 2 Cornets, 3 Trumpets, 4 French Horns, 2 Téfawns, 1 Euphonium, 3
Trombones, 1 E flat Bass, 2 B flat Basses, 2 Psions
No. 2 Band, stationed at Collins Barracks, Cork.

Conductor Capt. R. B. Kealy, B.Mus.
No. 3 Band, stationed at the Curragh Training Camp.

Conductor Lt. D. G. Mellerick, B.Mus.
No. 4 Band stationed at Custume Barracks, Athlone.

Conductor Lt. J. R. McGee, B.Mus.

Complement of Bands Nos. 2, 3 and 4:

2 Flutes (doubling Piccolo), 1 Oboe, 1 E flat Giaeti 8 B flat Clarinets, 1
Bassoon, 1 Alto Sax, 1 Tenor Sax, 3 Cornets, 2 prisy 3 French Horns, 1
Tenor Horn, 1 Euphonium, 3 Trombones, 1 E flat Bas3B flat Basses, 2
Percussion.

Complement of Pipe Bands:
8 Irish War Pipes, 2 Side Drums, 2 Tenor DrumsagsBDrum.
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Garda Siochana Bands
Garda Siochana Depot, Phoenix Park, Dublin

Directors of Music:

Supt. D. J. Delaney 1922
Supt. G. O'Donnell Sweeney, B.Mus. 1941
Supt. Joachim Molony 1950

MILITARY BAND
Founded 1922

Complement:

2 Flutes, 2 Oboes, 2 E flat Clarinets, 9 B flatrDlets, Alto, Tenor and Baritone
Saxophone, 2 Bassoons, 6 Cornets, 3 Trumpets,i¢hri¢orns, 2 Euphoniums, 3
Trombones, 2 E flat Basses, 1 BB flat Bass, 1 §tfiouble Bass, 3 Percussion.

CEILIDHE BAND
Founded 1936

Complement:

5 First Violins, 2 Second Violins, 1 Violoncello,double Bass, 1 Flute (doubling
Piccolo), | Oboe, 2 Clarinets, 1 Horn, 1 Piano,riiBs.

Duties of the Military Band consist of routine paea, funeral and church
parades, and playing for the training of recruBeth Bands carry out public
engagements such as broadcasts, recitals, attendasports and race meetings,
shows and exhibitions, etc. Members of the Bansis pérform duties of a police
nature in addition to their Band duties.

MILITARY MUSICIN NORTHERNIRELAND

There is no Military School of Music in Northerreland, the training centre
for all military bands in the British Army being @hRoyal Military School of
Music, Knellar Hall, Twickenham, England.

Bands are attached to the three Irish Infantry Regis. These bands,
however, are only stationed in Northern Ireland nvtiee respective Battalions to
which they belong happen to be stationed therey @he as follows:

Band of the Royal Inniskilling Fusiliers
Bandmaster J. Hall, A.R.C.M.

Band of the Royal Ulster Rifles
Bandmaster R. W. Soars, M.B.E., A.R.C.M.

Band of the Royal Irish Fusiliers
Bandmaster F, J. Brooks, A.R.C.M.
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The composition of each Band, consisting of a Baaster and approximately
twenty-five bandsmen, adheres in the main to thahaised by the Royal
Military School of Music, namely:

Reed section: 1 Flute (doubling Piccolo), 1 E flat Clarinet,dboe, 6 B flat
Clarinets, 1 Alto Sax, 1 Tenor Sax, 1 Baritone 8aBassoon.

Brass section 3 Cornets, 2 Horns, 3 Trombones, 1 B flat Eujptnon 1 E flat
Bass, 1 B flat Bass. Drums and Percussion Sec?giayers of
Timpani, Side Drum, Bass Drum, Cymbals, Tubular I8el
Xylophone.

When required to play for marching purposes, njitaands are increased so
as to number from thirty up to as many as sixty fmmers, the mode of
distribution of the various instruments varying it the necessary balance of
playing power in the band.

The Band of the Royal Ulster Constabulary

Headquarters, Royal Ulster Constabulary, Waringe$tBelfast

Founded as the Royal Irish Constabulary (Belfasthdin 1905. Present title
adopted on the formation of the Royal Ulster Cdmsary in 1922.

Conductors:

District Inspector George Ferguson 1922 -1942
District Inspector Alexander Hollick, M.B.E., A.R.K2. 1946

Complement:

1 Flute (doubling Piccolo), 1 E flat Clarinet, 1 & 10 B flat Clarinets, 1 Alto
Saxophone, 1 Tenor Saxophone, 1 Bassoon, 4 FremechsH6 Cornets, 3
Trombones, 2 Euphoniums, 2 E flat Basses, 1 BBEBi#ases, 2 Percussion.

The Band plays at Constabulary functions, and whequired by the
Government of Northern Ireland. The Band also ascepitside engagements
approved by the Inspector General, the income fwdrith maintains the Band
Fund.



Band Music in Northern Ireland
North of Ireland Bands’ Association

Founded 1907
President Capt. E. J. L. Turner, M.C., J.P.
Secretary S. Warke, 61, Upper Church Lane, Belfast.

The Association consists of over 200 affiliated tena Bands. The object of the
Association is the advancement of the knowledgawudic among its members by
the holding of band contests and other functioosftime to time. Each of the
affiliated bands nominates three representatives @eneral Council, while the
business of the Association is in the hands of xecktive Committee consisting
of representatives of the various types of banifiaaéid, namely, Military, Brass,
Flute, Accordion and Pipe Bands.

The individual bands take part in parades, concepsn-air performances and
broadcasts. The Flute Bands consist of Piccolst, fsecond and third B flat Flute,
F Flute, E flat Bass and B flat Bass Flute, andnisuMost of the Pipe Bands
play the Scottish Pipes, while the Accordion Bands Italian instruments. The
pitch is varied, many bands using high concerthpitwhile a minority use
continental pitch. All the players are amateur@nid by military, professional or
semi-professional teachers.

Championship Contests are held annually by the @agon in the Ulster Hall,
Belfast. In 1946 a record was set up by the paditcn of 102 bands — a record,
so far as is known, for any Association of its kindsreat Britain.
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The Organization of the Profession
By
THE EDITOR

THE first attempt to form an organization of prafiemal musicians in Ireland

was made by the Incorporated Society of Musiciamns1893, when four

representatives of the Society (Dr. W. H. CumminBs,S. Riddell, Edward

Chadfield and Dr. W. H. Hunt) visited Dublin, Bedfaand Cork, and established
in each centre the Leinster, Ulster and Munsteti@ex respectively of the I.S.M.

The Society, at first called the Society of Proi@sal Musicians, had been
founded in England in 1882 for the purpose of pong an organization which

would be representative of the musical professamd would work for the

promotion of its interests and the raising of t@nslards. By 1894, in addition to
the three lIrish sections, there were two Welsh fand Scottish sections, so that
the Society was operative all over Great Britaid dreland. Apart from the

registration of members in each district and theédihg of local members'

meetings, conferences and concerts, the activifethe Society included the
holding of examinations and the granting of "Pup(lertificates” and of a

professional diploma (Prof. Dip. 1.S.M.) . A Bilbif the Registration of Teachers
of Music, sponsored by the Society, was introduoeitie House of Commons no
less than six times between 1900 and 1908; buh&iag a Government measure,
it never reached the Second Reading.

In Ireland the Society was at first well supporbgdthe profession in all three
sections, and in 1904 the Department of Educatndrusted the conduct of school
examinations in music to its care. In 1910, howewbe Munster section
collapsed for lack of members, and from about tinie a decline seems to have
set in. After 1912 no professional diplomas werafeoed by the Society in
Ireland, and the political unrest which led in 1982he establishment of the Irish
Free State and the subsequent civil war virtualiysed a cessation of the
Society's activities. In 1925 a new impetus wasegito music teaching in
Northern Ireland by the formation of the Society Rrofessional Musicians in
Ulster. This Society has since continued to fldurisnd has done valuable work
in raising the standard of the profession in thetiNdn 1928 the Leinster section
of the I.S.M,, up till then nominally in existenagme to an end, thus marking the
termination of thirty-five years of activity

77



78

MUSIC IN IRELAND

on the part of the I.S.M. in Ireland. The Ulstectgen has indeed managed to
survive in so far as a number of musicians in NemtHreland are still members of
the 1.S.M., but it does not operate as a Centre,do@s it arrange any local
functions.

After the cessation of the Leinster section ofltBeM. in 1928 no organization
of professional musicians existed in the Irish F&tate until in 1935 the Music
Teachers' Association was formed in Cork, withrigistration of music teachers
and protective legislation for the profession asitin aims. A professional body
operating from a provincial city was necessarityited both in its membership
and influence, but in 1939 the Musical Associat@nlreland was founded in
Dublin with similar aims to those of the Music Thats' Association, and with
this new Dublin body the Cork Association joinedrckes in 1940, while
continuing to function as before.

An opportunity of achieving concrete results présértself almost at once. In
1936 Mr. de Valera's Government had set up a Cosiomson Vocational
Organization to report on the practicability of dping functional or vocational
organization in this country. The Musical Assoaatiof Ireland asked to be
allowed to submit a report on behalf of the prof@s®f music, and this request
was granted and a report submitted in Septembe39 1See pp. 91ff.). The
Commission then invited representatives of the Aisgion to give oral evidence
in connection with its report.

Prof. J. F. Larchet, Prof. G. H. P. Hewson, Mr. 8/.Greig and the writer
attended a meeting of the Commission, and haviplieeto a number of queries,
were requested to provide further information wigigard to the organization of
music in other countries. A supplementary Memoramdwas prepared and
submitted to the Commission, giving particularghedf professional organizations,
the status and qualifications of the private mtsacher and the teaching of music
in the schools in a number of European countriesyell as in the U.S.A., Canada
and South Africa.

In 1943 the Commission issued its Report. In teatisn which dealt with the
professions, the Report declared that the Commmssias impressed by the
unanimous contention of professional bodies thatihe whole, it is better for
members, clients and the public that a profesdmmulsl be organized rather than
unorganized, that only qualified persons shouldalb@wved to practise, and that
the public should be safeguarded from the frauduaims of "quacks". It
emphasized the need of some method whereby profsssould obtain statutory
powers of registration without heavy expense anithaut the need of political
canvassing, pointing out that a Government will sppansor a registration Bill for
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a profession unless it is of urgent public necgsaitd that the smaller professions
find insuperable difficulties in attaining this eloj. Accordingly the Report
recommended that a Professional Commission be lisstadh for the purpose of
investigating schemes of registration and orgamratsubmitted by the
professions, and of drawing up and giving legal cian to approved
constitutions, such as would promote the welfarghef professions concerned,
while safeguarding the rights of the community. TPmfessional Commission
envisaged in the Report would enable the orgawzsatiof the "unregistered”
professions, namely those representing Architeetggineers, Accountants and
Auditors, Surveyors, Analytical Chemists, Musiciansbrarians, Insurance
Officials, and Journalists to secure statutory psveeg registration and an official
recognition, such as under existing conditions mattainable by the smaller
professions, and by the larger except after pradndelay and formidable
expense.

Amidst general disappointment, however, the Goveminpigeon-holed the
Report, merely accepting the recommendations of Megority Report on
Banking, and implementing none of the measures mewended by the
Commission to stimulate the organization of voagaiogroups, the very purpose
for which the Commission had been established. Atiogly the first opportunity
which had presented itself to the "unregisteredfgmsions, such as music, of
achieving a stable form of organization was losbuigh the Government's neglect
to follow up its original policy in this sphere.

After presenting its report to the Commission orcatmnal Organization, the
Musical Association of Ireland had decided to suaspactivities until the findings
of the Commission had been published, on the gretinak the chief aims it had
set itself were dependent on the recommendatiorieeofCommission, and that
there would be little purpose in pursuing minoriaties until it was clear
whether the major aims could be accomplished. I§ wat foreseen that the
Commission's Report would not be published for laaotour years, or that as the
delay increased the initial interest of the memiveosild continue to diminish.
Then in 1941, largely on the initiative of Mr. Se@jiFaolain, the Writers',
Actors’, Artists', and Musicians' Association (WAAY was formed in Dublin
with the object of uniting into a composite bodltabse who earn their living by
one or other of the arts, so that each group woelg the others to improve
working conditions and terms of remuneration. Ttwer fgroups formed separate
Guilds, each having its own Rules and remainingraahous except with regard
to matters involving general policy, negotiation
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and finance. Since the aims of the Musicians' GoildWAAMA were very
similar to those of the Musical Association of &edl, it was felt that the interests
of the profession would be best served if the tditaly, which was leading only a
nominal existence, gave its support to the newroegdion. At a General Meeting
of the Association held in December, 1941, it wasided that the Association be
dissolved, its funds handed over to the Musici&gsld of WAAMA, and its
members — unless they dissented — automaticahgfeered to membership of the
Guild.

In the meantime, the Music Teachers' Associatio@ark remained unaffected
by the dissolution of the Musical Association aflémd and continued to function
as before. In an attempt to arouse public intareshe recommendations of the
Commission on Vocational Organization, the Assammtsponsored an Inter-
Professional Conference in Cork on May 26th, 194Bich was attended by
representatives of ten of the "unregistered" psites, the purpose of the
conference being to press the Government to impiethe recommendations of
the Commission, by means of a joémarchepresented by the professional
bodies most concerned. The representatives whodaite however, were of the
opinion that the purpose of the conference coully be achieved if a further
conference were held in Dublin jointly sponsoredtiiy central authorities of the
professional bodies. A provisional date for suatoaference was duly fixed, and
invitations issued, but the expected co-operatiah ribt materialise, and the
project fell through.

In the meantime the Musicians' Guild of WAAMA hadnge success in
securing higher rates of remuneration for someasoperformer members, but the
Music Teachers' section of the Guild, in spite &brts to develop it into a
separate and active section, did not receive adecugport from the profession.
The performer members of the Guild also subsequéelll away, chiefly owing
to the emergence of another body, the Irish Feideraf Musicians, which was
registered as a Trade Union in 1944 and was irttar@osition to look after their
interests. In 1945 WAAMA itself was registered abrade Union, and since then,
though the Actors' Guild survived for a time, thessAciation has become
moribund. As a consequence the Irish FederatidMusficians, hitherto consisting
almost entirely of executants, i.e. of orchestralyers and members of dance
bands, now plans to develop a Music Teachers' @eactthich will in all
probability be autonomous, though affiliated witle imain organization.

As a successor to the Musical Association of Iréjaan new non-professional
body has emerged with an almost identical title,



THE ORGANIZATION OF THE PROFESSION 81

namely, the Music Association of Ireland, founded1©48 for the purpose of
stimulating interest in the art generally, and wtliering specific causes, such as
the erection of a national concert hall and theoaregement of young composers.
One of the first activities of the Association wdalse preparation of a
comprehensive Memorandum dealing with the majarassf musical policy in
Ireland. A large-scale Bach Bicentenary Festivalswarganized by the
Association in Dublin in the autumn of 1950, anstheme for the encouragement
of composition in Ireland was submitted to the Adviy Committee for Cultural
Relations (to be referred to later) and has sim@nlput into operation.

Such in brief is the history of what has been aptith in the way of organizing
the profession of music here. The results have besagre, and the failure of the
Musical Association of Ireland and of the Musicia@uild of WAAMA to
survive has created a pessimism which will make &nyher attempts at
professional organization still more difficult. Bny event it is unlikely that the
bulk of the music teachers would give genuine supjpoany professional body,
no matter how constituted, without being subjedtedonsiderable pressure. As
the Incorporated Society of Musicians pointed oubme of its early Reports, the
term "profession” implies a body, entrance into ekhcan only be obtained by
those possessing the requisite knowledge to digehtdre duties entrusted to it,
but the profession of music is a "no man's land'ictvhanyone can enter,
regardless of ability or qualifications. The Repsttbmitted by the Musical
Association of Ireland to the Commission on Voaadio Organization shows
clearly the low level of the profession here asleol, and nothing but apathy
may be expected on the part of its members towanysattempt to raise the
standard of qualifications and of teaching.

The calibre of the practising musician will of nssity be dependent on the
field of activity to which he has access. In Irelahis field of activity is sadly
restricted. Let us briefly review the conditionsggbning with music in the
schools. Although music has been a subject on thacalum of secondary
schools since 1879, it was only in 1949 that apéotor of Music was appointed,
to deal with approximately 416 schools. As a resilthis lack of supervision
over such a long period, the pursuit of music imynsecondary schools has been
negligible, and in quite a high percentage of b@gLondary schools the subject
has never entered into the curriculum in any formatgver. Such neglect, if it has
not directly caused, has at least been a contmpdéztor to the indifference of
the business and professional classes to musidatkeof music-making in their
homes, the dearth of string players, of
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chamber music groups, of amateur orchestras, dfschia the primary schools,
class singing has been a compulsory subject sif08, lbut the Department of
Education provides only four Organizing InspectofMusic for 5,400 schools.
Compare conditions in Scotland, where the DepartroérEducation employs
thirteen Supervisors of Music, who direct the atigg of 365 whole-time school
music teachers holding the Teacher's TechnicaifCate in Music — gained after
a four years' course. In Northern Ireland the pmsimay seem as unfortunate as
it is in the Republic, since there is but one Ispe of Music to cover both
secondary and public elementary schools. But inthidon Ireland the cultivation
of Music in the schools is not so dependent onsoesfrom the educational
authorities, for music has spontaneously becomartig the curriculum of the
majority of secondary schools (instrumental musi@ctually taught during the
normal school hours) and the interest in music degeloped to such an extent
that provision has now been made for the appointmiespecialist music teachers
to the staffs of the larger public elementary (pemary) schools. On this side of
the border a negligible number of professional wiass is employed to teach
even in the secondary schools, which are for thetmart conducted by religious
communities, with the music teaching — if any —mhaientrusted to unqualified
members of the Order. Only those music teachershenstaffs of secondary
schools who possess a University Degree in Mustt tae Higher Diploma in
Education are eligible for registration as secopdeachers, and only four music
teachers in the entire country at present fall ititis category. Negotiations,
however, are now in progress in regard to the nmeitiog of the diplomas of
certain Colleges of Music as qualifications forisggtion, and if such a step is
taken, and full-time music teachers on the stafisegondary schools are allowed
the status and privileges of the teachers of osdijects, this should be an
important step towards the integration of musio ioiir educational system.

The lack of openings hitherto as regards schoolievteaching has remained
one of the chief obstacles to the development oficnas a profession in the
Republic of Ireland. Practitioners are almost ehticonfined to private teaching,
and base their work on a system of local centranexaions organized by a
number of Irish and English examining bodies. Tle main disadvantages of
this system are firstly, that the examinations @re often made an end in
themselves so that music as a form of enjoymentionsay as an art, is lost sight
of in the process — and that this is so is evidiemh the fact that when the final
examination has been gained, the interest in nusially ceases too; secondly,
that the various



THE ORGANIZATION OF THE PROFESSION 83

examining bodies undercut each other, in so faa &ollege which raises its
standard of examination will automatically lose oih to another College with
lower standards. Both parents and principals ofbalsh(under pressure from
parents, and for reasons of prestige) are aptter ehildren for the examinations
of whichever institution will give highest marks carthe greatest number of
distinctions. Few of the examining Colleges arelimgl or can afford to lose
candidates for the sake of higher standards, anthescstandard of the grade
examination and of the professional diploma itsglin many cases deplorably
low.

Occasionally the private practitioner is at the satime the local church
organist. A reasonable standard of living does metessarily result, for the
salaries of church organists are as a rule quatdequate, being incompatible with
the discharge of their duties and their servicehéocommunity; it follows that
the standard of efficiency is too often on a pathvihe salary. In the Cathedral
towns and some of the larger country towns, howeer position is somewhat
better, since apart from private teaching the asjarsalary can be supplemented
by means of tuitions at the local seminary. But aralysis of the position
generally shows disquieting results. Out of twesdyen Catholic Cathedral
organists, eleven are non-lrish — mainly graduate®ntinental schools of church
music — four are clergymen, and of the remaindéy tmee are Irish laymen with
academic qualifications. Since the latter part lod tast century it has been
customary to send abroad (formerly to the Scho@uirch Music at Regensburg
or at Aachen, now chiefly to the Lemmens InstitatéMalines) for musicians to
fill vacant organistships in the Cathedral townsgd @&ven in smaller centres as
well. One may assume that from two to three dozmmidn musicians are
practising in Ireland, and hold the more lucratpasitions. Many of these have
had a valuable influence on church music and oniargenerally here, and their
appointment has resulted from a determination om plart of the church
authorities to secure a fully-qualified musiciarhem no local or native musician
with adequate qualifications was available.

But it is an anomalous and regrettable state d@irafthat no Irish institution
exists which offers full facilities for the trairgn of church organists and
choirmasters. Ample material would be forthcomifhghie proper facilities for
training were available and a sufficient numbeopénings presented themselves.
The appointment of qualified and talented younghlimusicians to organistships
around the country, according as vacancies arogeldwsoon have an effect not
only on the standard of church music but on theeg®nstandard of music-
making.
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As it is, the Irish country towns and villages atarved of music, and the
inhabitants of the vast majority of them have neseen an orchestra nor a
chamber music ensemble, nor have they experiemgetbem of music other than
charity concerts, or at the best musical comedy @ardomime. In some of the
cities the position is little better. It is now geally recognized that if orchestral
and chamber music of an adequate standard is ¥ovepa subsidy in some form
or other is essential, so that the citizens magyegpod music, in the same way as
they enjoy parks, picture galleries and museumshetmunicipality's expense.
Thus, the British Government gives an annual gtarthe Arts Council (in the
year 1948-49 the grant w&450,000); eighteen English cities subsidize orchest
of their own, and in fifty-eight other cities andwins there are municipally
promoted (or assisted) lunch-hour concerts, chammoisic recitals, organ recitals,
choir performances or musical festivals.

In Northern Ireland, CEMA (Council for the Encoueagent of Music and the
Arts an officially recognized body on the lines thie Arts Council of Great
Britain) co-operates with local committees or stiegin sending first-rate artists,
string orchestras and chamber music groups on tehish include the smaller
centres; it arranges concerts for factory workerd achoolchildren, and even
subsidizes visits by the foremost English symphorghestras, opera groups and
ballet companies. In 1948 the Northern Ireland Bty of Education gave a grant
of £9,100 to CEMA in aid of its work for music and ttets, while the
Corporation of Belfast co-operated with CEMA in yding concerts for
schoolchildren. The Belfast Corporation has nowedan annual grant @&2,000
for the furtherance of orchestral music in BelfaBizen a small town like
Coleraine has set the precedent of making a mualigiant towards the expenses
of a local orchestral concert, a lead which willaith probability be followed by
other towns.

In the Republic of Ireland no comparable developnmas taken place. Certain
advantages must indeed be taken into consideratgonely that Dublin possesses
two state-endowed and two private schools of mwside Belfast is without any,
that the Department of Posts and Telegraphs hagecre full-time permanent
symphony orchestra while the B.B.C., Belfast, guliof its pre-war symphony
orchestra, now has a light orchestra only, and nagiaat the Department of
Education has sponsored an annual Summer Schddlsit to which musicians
and teachers from all over the country are admifted of charge. But against
these undoubted advantages

% See "Municipal Music-Making" by Richard Austin kHinrichsen's Musical Year Bopk947-
48, p.413
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one must offset the almost complete apathy on éneqd our public bodies to art
generally, and to music in particular. No city sagp an orchestra or gives grants
for the provision of concerts, nor are there angosvments for scholarships other
than minor prizes awarded by the schools of musitas been left to an outside
body to show a practical interest in music-makiegeh and during the past few
years the Carnegie Trust has generously given gitard number of Irish music
societies. But such grants are of a transitory kiveing available for a three-year
period only. The sole government-sponsored org#oizdor the encouragement
of the arts is the Advisory Committee for CultuRalations appointed by the then
Minister for External Affairs, Mr. Sedn McBride, ih949 to advise him on
schemes for the promotion and development of alltuelations with other
countries. Significantly enough, no musician wasluded in its personnel of
sixteen members, and the work of the Committeetisreal rather than internal,
i.e. it will make available to other countries infation on our cultural life, such
as it is, and make provision for exchange. Butrtheeh more important task of
developing the arts internally for the benefit lné people still awaits official help.
It is true that so far as music is concerned R&ilieann relays a small number of
recitals each season organized by music clubs @etgss in provincial centres,
and so indirectly helps to subsidize such recital®e number of music clubs,
however, has steadily diminished since the ternanatf the war, during which a
temporary fillip was given to artistic and socialtiaity, and the few societies
which attempt to keep orchestral and choral mukie dave to contend against
heavy financial odds.

In broadest perspective, then, we have on the ane la lack of organized
musical activity, on the other a dearth of suitaibéyned professional musicians —
in other words music in Ireland is moving in a wvigs$ circle, for a supply of first-
rate musicians cannot be forthcoming unless tlgeseape for their activities, and
there can be no adequate amount of musical activitiy we have a sufficiency of
good musicians to stimulate and direct amateurrteficthe only way out of the
impasse is to tackle it simultaneously from botdsen

First of all, an impetus needs to be given to malsactivity in general. The
time is ripe for the creation of a body such as @EiM Northern Ireland and the
Arts Council in England, which will help drama, nwand the fine arts, and so
far as music is concerned will bring live musicairthe schools, factories and
small towns by organizing concert tours, and willhee same time give guarantees
against deficit to such organizations as are kepporth-while
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music alive® The cost would be paltry as compared with the sesace in Irish
provincial life which such a measure would bringath Its introduction would
indeed present no small difficulty, for the bulkaafr legislators are indifferent to,
or ignorant of the value of art to the communitydavould fail to see that unless
political and economic development is attended bgagallel development in
cultural fields, the progress of a nation will terged. No nation thrives in the
long run on rank materialism. Material and cultypabgress should go hand in
hand, or the lack of one will retard the other. Fstance, the tide of emigration
which is reducing the vitality of this country likee wasting disease is at least
partly due to the utter emptiness of life in Irelamutside two or three of the
cities. One of the few effective counter-measuresild seem to be a concerted
drive to rouse the people from their mental letlgaegvaken their interest in the
arts and crafts, and by developing their initiatimeregard to local activities
anchor them more securely to their homes. A bodyh sti8 CEMA could become
the focal centre of such a drive, and the encounage it could give should be the
means of bringing a network of dramatic and mussmaieties into life, which
would re-vitalize many parts of the country.

So far as music is concerned, however, such aeaserof activity would be
dependent on a supply of properly-trained musictansourish and to sustain it.
Here we are confronted with no less a problem tten organization of the
profession itself, for unless this is placed orr@ppr footing there can be no real
or lasting improvement in the quality of our muaits. The first and most
fundamental requirement is the setting up of areémiuthority representative of
the profession, with statutory powers to registad aontrol its members, on the
lines recommended in the Report of the CommissioNacational Organization.
Such a body would be in a position to secure tbatjaate training is undergone
by the novice before he is admitted to professigmacttice, as is required in the
case of the humblest trade; it could deal withahemalies and abuses connected
with local centre examinations, gradually raise dleound standard of teaching,
and as a result increase the ability and usefullésthe average practising
musician. No voluntary body can achieve these aforsthe rank and file of the
music teachers are apathetic to any effort to esthi of affairs of which they
themselves are the product, and could only be iedluo co-operate by a body
having official status and statutory powers of s&gition. But a professional
organization can only

* Since this article was written, an Arts Counci$ leen established by the Government.
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secure such powers by means of legislation, andiaw of the fact that the
important professions of engineering and architectobave been agitating for
protective legislation for nearly two generatioasd have not yet succeeded in
securing a first Reading for their Bill in the Dail seems unlikely that a small
profession such as that of music could succeed. ti@n other hand, the
Auctioneers' and Estate Agents' Association, dfterearlier attempts had failed,
prevailed upon the Government in 1947 to passlavhich gave the Association
statutory powers. Apparently where any considenatiof the safety of the public
purse arise, the obstacles to legislation are nstirmountable. The need to
improve the services rendered by the unregisterefégsions, and to protect the
public from the operations of quack practitionesdess easily appreciated. If a
Professional Commission had been appointed, asmmended by the
Commission on Vocational Organization, to deal witbfessional organization,
suitable machinery would have been available wherée unregistered
professions could have solved their most fundanhamnié pressing problems. It is
still possible that if these ten professions caudchbine on the lines of the attempt
already referred to, with their united resourcesytmight succeed in bringing a
Government-sponsored bill before the Dail. In tasecof music alone, precedents
for legislation are not lacking. In Italy, by a lasdating from 1926, no person is
entitled to teach any subject either privatelyroaipublic institution unless he has
taken out a recognized diploma in that subjectGémmany since 1925 the music
teacher of every category must secure State peamigs teach. Similarly, in
California and some other western states of theAJ.&8l private music teachers
are licensed by the State, while in the Canadiawipces of Saskatchewan and
Manitoba, "Registration of Music Teachers" Acts gjithe control of the
profession to the Music Teachers' Associations othbprovinces. With
precedents such as these it does not seem unvearamtcontinue to urge for
music, as well as for those professions which @ similarly disorganized state,
such legislative protection as is thought desirabl@any other parts of the world.

A further and perhaps more readily obtainable me&maising the standard of
music in Ireland would be the creation of a schimol the training of church
organists. Apart from its intrinsic importance frahe point of view of church
worship itself, the standard of a country's churdsic affects the entire
population, since to a large portion of the commhuitihe music they hear in
church is their sole point of contact with this tparar art. As has already been
suggested, a supply of fully-trained young organsbuld soon
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make their influence felt, not only on church mubiat on provincial music
generally, for the dearth of musical activity in sh@ountry towns is due to the
lack of a musician with the training and the pesdiby to set things in motion.
The main argument against the proposal is the olsvime that no young people
of talent will adopt a profession which at preseifffiers few prospects of a
reasonable standard of living. But good livingslddoe created in many centres
which do not now offer them if they were develogwdmen with the necessary
ability and energy, who had the backing of an tnsbn which would look after
their interests. Such pioneer work only awaits Hreval of fully-equipped
pioneers. It seems unlikely that the Hierarchy wlosthdow a school for church
organists, but if the courses for the CertificateQrgan Music at University
College, Dublin, were extended, and incorporateeth@ps, into a specialist
Degree, the resultant School of Church Music withm Music Department of the
College could fulfil the role of a Schola Cantoréon the country, at relatively
little cost.

More pressing, however, than any of the issueadjrelealt with is the need
for an appreciation of the value of music as adiagt education on the part of
those in charge of our secondary schools. The apprto education in Ireland is,
on the whole, thoroughly utilitarian and materitisand subjects which do not
lead to ready wage-earning scarcely enter intactimeculum. This outlook must
be one of the chief contributory causes to theistgless on the part of the
individual which is so evident in contemporary dmdl, the reluctance to
undertake anything for its own sake, but only famediate material gain. Music,
perhaps more than any other subject, leads thevidudil not alone to the
appreciation of beauty, but to the value of unskl&ffort, and this has long ago
been recognized in most other systems of educatiour. Department of
Education is now attempting to place music on g@rdasis in the primary
schools, but the secondary schools are to a cesxé@mt outside the Department's
control. In these the attitude to music is stiligkely that of the school system of
Victorian England when, in Sir Henry Hadow's wortle subject was "regarded
as alien and superfluous, and commonly treated waitlsort of disdainful
toleration". The tradition of the religious orders Ireland is such that their
members are almost entirely lacking in the apptecisof music and of the arts,
with the result that the majority of secondary sshstudents, boys especially,
leave school without having come into contact veitty form of art, and without
having the faintest notion as to its purpose ormrga Any change could be but
gradual, but if in the case of each community ane o
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two members were given an adequate training tetdine teaching of music and
of musical appreciation in its schools, the subgmild in time begin to play its
proper part in the secondary school curriculuntEmgland to-day a whole staff of
fully-qualified musicians is employed in a secornydachool of any size to deal
with the musical training of its students. This @m@aging state of affairs is not
solely due to the initiative of the school authiestbut arises at least partly in
response to a demand from the children themseheg$ram their parents, for the
schools reflect, as well as shape, the outlookaaiglities of their environment.

In Ireland the vicious circle has yet to be brok&rserious educational effort
with the spearhead of operations directed at outhyoould within a generation or
two produce a public which would generate a spauas interest in music, and
once interest is in the air, school curriculum, @& organization, standards of
music-making and professional competence would naatically reach out
towards higher levels. For the young, a real apatiec of music can only be
achieved by means of concerts, and a scheme florehis concerts could well be
considered by our Department of Education, spodsperhaps in association
with municipal or local bodies. For instance they@f Birmingham gives an
annual grant 0£10,000 for concerts for schoolchildren, about 260certs being
given in the schools themselves each season byomsecbf the City of
Birmingham Orchestra. Again, the Edmonton Educafiathority, in association
with the Ministry of Education's music advisersslaevised a scheme whereby
every child in the borough hears sixteen conceuttnd four consecutive school
years, the concerts being arranged systematicalty @rogressively. Similar
schemes are growing in number from year to yead, apart from officially-
sponsored schemes there are others sponsored hhitoeiggenerosity of private
citizens, as for example the concerts initiated Sy Robert Mayer, who has
enabled more than a million school-children to Heat-rate orchestral music. No
government department can be expected to beamtire brunt of extending the
field of musical activity, and in Ireland not ontlye municipal authorities but the
larger firms and wealthier citizens interestedha arts should play their part, as
they do so generously in other countries. Voluntaganizations are also needed
on the lines of thdeunesses Musicales de Franaeconcert organization which
began in Belgium and later spread to France (witer®@w has over 150,000
youthful members), as well as to other countries.

Only out of a welter of activity can a virile annerge — activity sufficient to
bring latent talent to the surface and to keeflaad The amount of undiscovered
talent which goes to waste in Ireland
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is probably as much as that which, utilized, ga@esiéke up the musical tradition
of many another country, but for lack of openingsl dacilities for training it
becomes deflected here to other pursuits. Whateee s sufficient organization
of various kinds to create the conditions in whttins talent can emerge and
thrive. To a volatile people it would seem preféeaio wait for such conditions to
be created by an act of Providence than to setta@mmuring them by the tedious
process of organization. Yet without a spate otlivorganization it seems
unlikely that Providence will act, or that musiclieland will be enabled to exert
to the full its civilizing influence on the commuwi



Memorandum from the Musical Association of Ireland

Submitted to the Commission on Vocational Orgaitnatl939)

(1) PRESENTPOSITION

THE MUSICAL Association of Ireland is the represante body of the musical
profession. It was founded for the purpose of rapiging the profession, and of
remedying the many abuses to which it is subjelsesé may be summarized as
follows:

(&) There is no means of restraining unqualified amcompetent persons
from practising as professional musicians, nortishligatory for the
musician to undergo any course of apprenticeshiptevier before he
commences to practise on the public, a state afraffvhich would not
be tolerated in any trade. As a result, over 80cpet, of those practising
in the profession are either entirely without dficditions, or else possess
gualifications which may be classified as worthless

(b) These worthless qualifications take the shapeiplomas issued by
proprietary colleges of music, i.e. colleges coneddor the personal
profit of their promoters, and do not guarantedgssional efficiency of
any kind. Over fourteen different species are aurrand instances are
known in which they have been conferred on childséfourteen years
of age (vide issue of The Irish Press, June 1ABY7)L In view of their
variety, it is impossible for the public to distingh between musical
diplomas which are reputable, and those which ate From 5,000 to
10,000 per annum is expended on these importedcalestaminations,
serving for the most part to give false credentialghe incompetent.

(c) According to the 1936 Census returns, there8ade music teachers in
Ireland, of whom 134 are male, and 677 are femabehers. The
predominance of the latter goes to show that mteaching is very
largely a part-time occupation. The unqualified tyimne teacher
undermines the practice of the qualified whole-ti@acher by lowering
fees to a minimum, while the general public is uagwof the injurious
effects of this widespread incompetent teaching,
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(d) The utter state of disorganization in which thasical profession has
hitherto found itself is responsible for the lovarstiard of music here,
since the general level of music must ultimatelpetel on the ability of
the music teachers, taken as a whole, and thig'mnhust depend on the
mode of training and the standard of qualificatialesnanded of them
before they commence to practise on the public.ilt officially
recognized representative body is given controlthaf entry into the
profession, and the regulation of all matters ne¢pto the profession, it
will be impossible for music to take its rightfulape as an educational
factor in the life of the community.

The first step to remedy the state of affairs oeti above was taken in
October, 1936, when the Music Teachers’ Associattas founded in Cork. The
Association invited all existing music teachershbi|come members, allowing
them until October 1st, 1937, to join. After thdtda date only those music
teachers were accepted as members who possesegdized qualifications. The
Association has since been engaged in furtherimgpaotecting the professional
interests of its members by educational activitigthin, and by propaganda for
the aims of the Association without. Membershiptla last Annual General
Meeting (on November 4th, 1939) comprised 102 migschers.

The Music Teachers' Association has, however, beeted in its activities by
the fact that it is practically confined to the #warn area. In order to establish a
national body, representative of the musical psesas a whole, the Musical
Association of Ireland was founded in Dublin in Jary 1939. Its aims are similar
to those of the Music Teachers' Association, buy dumlly qualified musicians
have been accepted as members since its inaugyratie Association at present
comprises sixty-five musicians, including all theadds of the profession in
Dublin. (N.B. Since over 80 per cent, of the totaimber of practitioners are
unqualified, and the Musical Association of Irelawaly accepts qualified
musicians, it follows that its membership can ocynprise a small proportion of
the total number of practitioners.)

In April 1939, the Councils of the Musical Assoaat of Ireland and of the
Music Teachers' Association decided that the inm@gon of the latter body in
the former would be in the best interests of thigesion. This decision has since
been ratified, it being understood that if the MasiAssociation of Ireland were
given
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official recognition, the Music Teachers' Assom@atwould be dissolved, and be
reorganized as a regional section of the natiosabaiation.

(2) PROPOSALS ANDSUGGESTIONS

The Council of the Musical Association of Irelandoposes that the
Association be recognized as the official represtéreé body of the musical
profession, and that it be authorized to exerois#rol over the profession similar
to that exercised by the Incorporated Law Socier dhe solicitors' profession.
For this purpose the following measures are sugdest

(a) that compulsory registration of music teachieesintroduced on the
analogy of the Dentistry Act of 1928, whereby tkent music teacher
will be defined, and all existing music teachersowdorrespond to the
definition, and who already have been in practareaf specified period,
will be eligible for registration;

(b) that a permanent Board of Control be appointed,decide the
qualifications which shall be deemed essential tfer registration of
future members of the profession, and to decidegeamsatelating to the
interests of the profession;

(c) that the Department of Education, and publidié® such as the Local
Appointments Commission, recognize as eligible fonusical
appointments under their control only those whoraggstered members
of the Musical Association of Ireland;

(d) that it be illegal for any person to adverttaenself as a music teacher
who is not a registered member of the Musical Asgimn of Ireland,;

(e) that a music teacher who is not a registerecthimee of the Musical
Association of Ireland have no right of redressmatters relating to his
profession, in the law courts of this country;

(f) that colleges of music whose diplomas are roepted by the Musical
Association of Ireland as a valid qualification forembership of the
Association be prohibited from conducting musicabamainations in
Ireland.
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(3) INTEGRATION IN A FUNCTIONAL COUNCIL

The Council of the Musical Association of Irelandggests that, while the
Association should remain internally autonomoubegiincluded as part of a wider
cultural organisation, such as a Council of Edaeatiin continental countries
music is regarded as a serious constituent of matieducation. Inclusion of
representatives of teachers of music in a CourfciEducation would help to
secure that this important branch of culture wdddconsidered in any national
education scheme.

For the Musical Association of Ireland:
JOHN F. LARCHET, D.Mus., F.R.I.A.M. President.
WILLIAM S. GREIG, B.Mus., A.R.C.O., Secretary.



The Private Practitioner In Northern Ireland
By
G. H. FITZSIMONS, D.Mus. (Dublin)

President, Society of Professional Musicians iné#s1946-47

IN NORTHERN IRELAND, especially in Belfast and teaerrounding district, the

standard of teaching in most branches of music foasmany years been

consistently high, and we are refreshingly freemfrthe flamboyant type of

charlatan who is not unknown elsewhere, and cassef damage to the
profession. Despite the number of good teachersjeher, there is a certain
dearth of first-rate executants. The older genemastill remember Dr. Walker

(pianist), Dr. Price (organist) and Dr. Koeller {@ictor), whose reputations and
position in the musical life of Belfast it has segeen difficult to rival. During the

war, with the diffusion of the younger members bé tprofession among the
services, activities were considerably hampered, t#we usual inflow into the

profession ceased. But now that conditions arertiegeto normal (if one might

use so optimistic a phrase) it is to be hopedtti@nhew additions to the ranks will
include some first-rate executants, for whom thierample scope. They would,
however, need either to teach or to secure sonaielappointment, since the
number of engagements available for an executaotdudze quite inadequate to
provide a livelihood.

The outlook for the profession seems promising,arsar than ever before, the
main reason being that the Government are plantwingpen a large number of
junior secondary schools, in the curriculum of whiusic is expected to take an
equal place with ordinary school subjects. In fact hoped, if at all possible, to
have a full-time teacher of music in every schooNbrthern Ireland. Such is the
ambition of the Ministry of Education, which haspamted various committees to
deal with the training of the teachers. A currieculbas been tentatively drawn up,
but the whole scheme is as yet very much in embagd, a considerable period
may elapse before it is brought to fruition. Thacteers will presumably be drawn
in part from existing members of the professionileva large number will have to
be specially trained. The most serious drawbadkadack of a college of music
in the province. Several times in the past, effoetgse been made to found such a
college, but the difficulties have always proveduperable. It is earnestly hoped
that some way may now be found to solve this prabfer in fact it is essential to
the scheme.
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In Northern Ireland, perhaps more than elsewhéeegkamination system has
become an obsession. Harmless when cultivated @deration, this system can be
and is used to excess. Undoubtedly an occasioaahieation, taken in the pupil's
stride, can serve quite a useful purpose. It tdssknowledge gained, gives
experience in the valuable art of rising to an st and is an incentive to work.
But there is equally no doubt that for a pupil tdez for an examination every
year (or even oftener, as some do), basing his Waorthe entire year exclusively
on the particular examination syllabus, is so naimg in its effect that it stultifies
the very purpose of real education. One continuatignes across young people
who have passed half-a-dozen examinations, andkmber literally nothing of
the art of music. Be that as it may, examinatiamsnusic — good, bad and
indifferent — propagate and flourish, and the teaatith high ideals who sets his
face against them is bound to suffer in his practic

Another, but a more dramatic type of examinatiorstexin the shape of the
competitive festival. Thirty years ago a musicatifeal was started in Belfast, and
made a modest beginning with one adjudicator ama days of competitions.
Surviving two wars, it has now grown to such aneaktthat it employs five
adjudicators, and occupies a full fortnight. Martlges towns in the province hold
annual festivals, with increasing numbers of estréad a steadily rising standard
of achievement. But again, competitions can be osedused, can usefully serve
in the musical education of the young artist, onre& and cramp his
development, according to whether he views a coitigpetas a test of certain
abilities or makes of it an end in itself, thusueihg it to the level of a sporting
fixture. In the latter case, defeat causes himose linterest, while victory may
produce a state of smugness and conscious supgrieoi that further work is
thought superfluous. Year after year one hearsribst extravagant praise given
by enthusiastic adjudicators to young soloists, Wem seem to disappear and are
never heard of again. Obviously such adjudicatees dbing no good service
either to the young performer concerned or to these of music. In general,
however, though it may be a debatable point whete&eaminations and
competitions ultimately benefit the art of musiwere is no question but that they
benefit the practice of the professional musician.

It is much to be regretted that worthless examamatiare patronised to such an
extent. Efforts have been made over a period ofyngaars to establish an official
Register of Music Teachers, and to get legislaitiroduced which would lead to
the organisation and control of the profession abit, in the same way as most
other
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professions are organised and controlled. Just wscnteachers in recognised
schools must be approved by the Ministry of Edwratiacting through its
inspector, and without such approval are not peéechito teach, so too private
practitioners need the control and protection ofAat which would make it
difficult or impossible for the unqualified teacher practise. The Incorporated
Society of Musicians has made efforts to achiev® ehd, and the efforts still go
on, but so far little progress has been made. Desbsuch a step will be taken
officially some day, but in the meantime both cegislators and the public as a
whole are slow to grasp its importance. It is $sithely held that the sole purpose
of education is to teach young people to earniagiwot to teach them to live. As
a result of this material outlook, a diploma whiplofesses to bestow on its
recipient the right to earn a living is acceptediuy public without any regard for
its intrinsic value, and it is a virtually imposkibtask to teach the man in the
street the difference between those diplomas wéwelreputable and those which
are not.

In this connection the Society of Professional Miasis in Ulster, formed
some twenty years ago, has done and is still demgable work, and has
provided a badly-needed form of organisation fog firofession as a whole.
Membership is restricted to holders of recognisegréees or diplomas, or to those
who have attained eminence in the profession andny case to full-time
musicians. One may say that the Society includestigally every musician of
standing in the province, and apart from all ott@msiderations, it is this Society
which is largely responsible for the cordiality aesbrit de corpawvhich prevail
among teachers here.

The S.P.M.U. incorporates in its bye-laws a listofleges of music which it
recognises, and members are rigorously forbidden use diplomas of
unrecognised colleges (that is, colleges whichateon the list) or to enter pupils
for examinations held by such colleges. This ruds been in force for many
years, has been loyally observed by members, aml lias had an appreciable
effect.

The Society is in touch with the Government of IHerh Ireland, and has
recently appointed delegates to sit on two comesttdealing with music in
schools. It is confidently hoped that with tact gratience these committees will
be able to bring about some improvements on thes Imentioned earlier in this
article. The President for 1950-51 is Dr. Ivor Keyand past presidents have
included Captain C. J. Brennan, the late Dr. NorHay, Madam Drinkwater,
Mr. John Vine, Mr. H. J. Scott, Dr. E. A. Stonel&yr. F. A. Parsons, Dr. E. H.
Emery, Mr. E. Godfrey Brown and the present writer.
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Society of Professional Musicians in Ulster
Founded 1925

Officers(1951-52):

President: Ivor Keys, M.A., D.Mus., F.R.C.O.
Immediate Past President: Robert Simpson, A.R,C.G.S.M.
Vice-President : T. S. Turner, B.Mus., F.R.C.O.

Hon. Treasurer: Frederick Haughton, L. T.C.L.

Hon. Secretary: Madam Daisy Craig, L.R.A.M., Bglgravia

Avenue, Belfast.
Membership: 108
Objects:
(a) To raise the prestige of the art and professfanusic, particularly in Ulster.

(b) To organise and improve the status of profesgionusicians in the special

area named above.

(c) To promote, by meetings and other means, a stigghdard of knowledge and

accomplishment in every branch of the art.

(d) To encourage discussions of ideas and scheonehd improvement of the

teaching of music.

(e) To be prepared to act in an advisory capaoitieachers, church authorities,

musical competition committees, educational bodres similar organisation.

() To set up, if thought advisable, an examiningdy with power to issue

qualifying certificates or diplomas in various bcaes of music.

(g) To arrange lectures on musical subjects angrbtwide lecturers for this

purpose.

(h) To encourage the formation at local centredister of Branches of the
Society (with a minimum of ten members), which ghalbject to the approval of
the Council of the Society, have power to deal vdttal matters and to make

local Bye-Laws.
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Extract from Bye- Laws:
MEMBERS

(a) Every member of the Society shall, except aviged for under (b), hold a
degree in music from a University in England, Walssotland or Ireland, or a
diploma in music from the Royal Academy of Musigyal College of Music,
Royal College of Organists, Trinity College, Lond@uildhall School of Music,
Royal Manchester College of Music, Tonic Solfa €g#, or Royal Irish
Academy of Music.

(b) The Council shall have power to admit as membather professional
musicians who in the opinion of the Council havecdmee established as
performers or teachers of distinction in the prsi@s.

(c) No person is qualified for membership who udgdomas of Colleges not
recognised by the Society. No member shall exari@ner enter pupils for such
unrecognised Colleges or for their Examinations.

(For Register of Members, see pp. 357-360)

Cumann na Muinteoiri Ceoil (Corcaigh)

The Music Teachers' Association (Cork)
Founded 1936

Officers (1950-51):

Patron: Sir Arnold Bax, D.Mus.

President: George Brady, Hon. L.T.C.L.

Chairman: Professor Aloys Fleischmann, M.A., BsMu

Hon. Treasure : Bernard B. Curtis, L.R.A.M.

Secretary: Miss Annette Rohu, B.Mus., Dip. C.S.MEvieville,"

Wallace Ave., Cork.
Membership: 109.

Objects :
To further and protect the interests of the mugmcafession, and to encourage a
higher standard of musical education in general.

Extract from Constitution:
Membership of the Association shall be open tonalisic teachers resident in

Ireland who shall have been engaged in music-tagchi
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for at least one year prior to October 1st, 193id, shall, on that date, be above
the age of eighteen years. After October 1st, 198%; such teachers shall be
accepted as members who possess one or more d@blkneing professional
qualifications:

(a) A recognised University Degree in Music;

(b) A Diploma of the Royal Academy or Royal CollegfeMusic, London;
(c) A Diploma of Trinity College, London;

(d) A Diploma of the Royal Irish Academy of Music;

(e) A Diploma of the Cork Municipal School of Mus{as from September,
1937);

(H Such other diploma or diplomas as the Counalyrdecide to be at least equal
in standard to one of the above.

(For Register of Members, see pp. 339-357)

The Leinster Society of Organists and Choirmasters
Founded 1919

Officers(1950-51):

President : T. H. Weaving, F.R.[.LA.M.

Vice-Presidents: G. H. P. Hewson, M.A., D.Mus.\@li O'Brien, B.Mus.;
Arthur Duff, D.Mus.; H. Shellard; Captain Lefroy; Barton;
G. Harrison.

Hon. Treasurer: F. C. J. Swanton, F.R.C.O.

Hon. Secretary: W. S. Greig, B.Mus., A.R.C.O., B@odlawn Park, Churchtown
Rd., Dundrum, Dublin.

Membership : 75.

Objects :

To foster the welfare of Organists and Choirmastang to promote an interest in
Organ playing and Choir training. Lectures and orgecitals are held under the
auspices of the Society.

Meetings are held monthly in the Royal Irish Acaglesh Music, or in one of the
Dublin Cathedrals or churches. The Society has hestnumental in bringing
many leading organists to Ireland, including Marbelpré, G. D. Cunningham,
G. Thalben Ball and Jeanne Demessieux.
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The Music Association of Ireland
Founded 1948

Officers(1949-50):
Hon. Secretary: Anthony Farrington, B.E., D.S8,, awson St., Dublin.

Hon. Treasurer: Mrs. Lyall Smith, M.A., B.Comm.o&kview, Foxrock, Co.
Dublin

Assistant Secretary: Robert McKeever, B.A., B.Alb, Ashdale Park, Terenure,
Dublin

Membership: 150 approx.

Objects :
(1) To further musical education.
(2) To improve conditions for composers and musgigenerally.
(3) To work for the establishment of a National Cen Hall.
(4) To submit recommendations on musical polictheauthorities concerned.

(5) To encourage the formation of musical groupsijeties and choirs throughout
the country.

(6) To organise popular lectures, concerts andalscand to awaken a musical
consciousness in the nation.

Membership is open to all who support the objedishe Association. The
Association produces a bulletin, which is issuedigokcally to its members.

Cumann Ceoltoiri na hEireann
Irish Federation of Musicians

Founded 1936. Registered as a Trade Union 1944.
General Office 37, Lower Gardiner St., Dublin.

Officers (1950-51):

President: B. Gerrard

Vice-President: Charles Bradley

Hon. Treasurer: Charles Stewart

Trustees: John P. Byrne, William Dingle, Willidfane

General Secretary: Patrick J. Malone, A.lLI.SL.&.M.
Assistant Secretary: John P. Flahive
Membership: 600 approx.
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Objects:

1.
2.

© ©o N o o

11.

12.

To organise Irish Musicians for their mutual patten, advancement and benefit.

To regulate the relations between Irish Musicianter se, and between them and
those who employ them or contract with them.

To improve the status and remuneration of members.

To afford pecuniary and other help to members &ed dependants in accordance
with these Rules.

To provide legal aid for members.

To regulate and decide questions of professiomgette and conduct.
To secure and maintain proper terms and conditbesnployment.

To control the entry of Musicians into the professi

To publish periodical or other literature in théeirests of the members.

. To purchase, lease, mortgage and sell propertyytenure or kind for the purpose

of the Union.

To affiliate, amalgamate, co-operate, or federatth vany other trade union or
organisation in the interests of the members.

To refuse, through its members, to work with normbers who are eligible for
membership.

All musicians of either sex who earn their livingwhole or in part as musicians
are eligible for admission as members of the Feideraprovided they have been
resident in Ireland for three years immediatelyppto the date of their application
for membership.

Northern Ireland Musicians' Association

Founded 1939. Registered as a Trade Union 1945.
General Officel, Union St., Belfast

Officers (1950-51):

President: R. Cupples

Vice-President: J. Morrow

General Secretary and Treasurer: D. L. McCrea
Assistant Secretary: E. McKeating

Membership: 275 approx.

Objects: (See objects of Irish Federation of Masisiabove)
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Musicians' Section, Cork No. 2 Branch, Irish Transmrt
and General Workers' Union

Connolly Hall, Cork

Founded 1934, in succession to the local brandhefAmalgamated Musicians'
Union (British), which had lapsed some years presip

Officers (1950-51) :

Chairman: John O'Sullivan
Secretary: P. J. O'Brien, T.C., H.C.
Assistant Secretary: Patrick Mullane
Membership: 70 approx.

Objects: To improve and stabilise working conditions antases of orchestral and
dance band musicians in Cork city and environs.

Irish Musical Fund
Founded 1787

Incorporated by an Act passed in the Irish Parlisnme 1794
(34 Geo. lll, c.20).

Officers(1950):

President:  Prof. J. F. Larchet, D.Mus., F.R.[LA.M.

Vice-President: Myles Keogh, L.R.C.S.I., L.M., LPR.QS J.

Hon. Treasurer: Charles E. McConnell, F.I1.P.A.

Secretary: H. J. Leeming, 5, Annaville Park, DumdiRd., Co. Dublin
Membership: Non-Professors — 10; Professors — 20.

In 1787 a subscription was initiated in Dublin giablish a fund for the relief
of musicians who through illness, accident or mfty should be incapable of
supporting themselves or their families. The sum€hP00 was raised, and in
1794 an Act was passed "for securing a CapitalkStoelonging to the Members
of the Irish Musical Fund, applicable to Charitapleposes”. The Fund has since
been administered in accordance with the termé@fAict. The members consist
of "Non-Professors", i.e., those who administer Faed, but may not benefit by
it, and "Professors” or professional members whe ergible to receive the
benefits of the Fund. Professional members ardeslday ballot at the Annual
General Meeting, and pay an entrance fee and arabsubscription.



The Royal Irish Academy of Music
By
MRS. W. J. M. STARKIE
Vice-President, R.[.A.M.

The fact that there was no systematised musicatagiden in Ireland prior to the
nineteenth century might seem to indicate a lackath talent and appreciation
for the art. That both existed to a remarkable eegn the people, the history of
the country from the earliest ages bears witnedser Ahe middle of the
seventeenth century, when the country began toveedoom the damage done by
the Cromwellian soldiery in destroying the orgamshie churches and breaking all
the harps they could find, and all through the &ghth century there was great
musical activity not only in Dublin but in Cork, whe public and private concerts
were held. "One would imagine the God of Music kakken a large stride from
the Continent over England to this island, for thkole nation has become
admirers of music, and those who have no earsogpelge as to pretend they like
it." In Dublin several charitable musical societie®re accustomed to give
concerts of high-class music. In 1729 Lord Mornamgtfather of the Duke of
Wellington and later Professor of Music in Dublimildersity, established an
Academy of Music at The Bear, College Green, wielges and gentlemen of the
nobility and fashionable life met to practise, @yave a public concert once a year
for some charitable object. They built the Crowe8trMusic Hall and gave a
concert there in 1731.

The coming of Dubourg to Dublin in 1724 was a vé@nportant event for
music here. He conducted the Viceroy's band in 1@88 had a school of violin
playing in Dublin in Spring Gardens, off Dame Streéle brought over
Geminiani, who also taught the violin. It was prblyaDubourg who organised
those wonderful performances of 13th April and 3ude, 1742, when he led the
band in Fishamble Street, and seven hundred peopeded in to hear the first
performance of thdlessiah For the nine months of Handel's stay in Dublia th
whole social life was affected, from the Viceregaburt to the ordinary
townspeople, who peered into the windows of his éédam Abbey Street, and
swore they saw him composing a vast new work tadédicated to the Irish
People. On his part, he left with the intentiorreturning to visit this "polite and
generous nation."
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To the end of the eighteenth century music remaored high level. In 1800
there were ten music shops and eight harpsichokerman Dublin. But music
was in those days an entirely aristocratic artoysy and practised by the
fashionable ladies of society and the members efltish House of Lords and
Commons: after the Act of Union, with the graduetithe of the aristocracy, time
had to elapse until the humble people learned tthbmselves the patrons and
organisers of music. The old traditional songs wei ringing in the people's
ears when Tom Moore began to set them to simplelswahich fitted in with the
old rhythms. The result was a new outburst of samgpng the people, and in
Stephen Gwynn's words "many an Irish peasant garggek his fortune in the
new world had as his sole library the Key of Heaaed Moore's Melodies."

THE ACADEMY

"The greatest achievement of the Irish people &rtmusic,” said Thomas
Davis. Fired by these words a few young enthusiasts848 resolved to bring
music into the lives of the people and to givehte youth of Ireland a chance of
developing its latent talent. Foremost among theenewlohn Stanford, father of
the composer and an amateur singer of high repetay, the leading violinist of
the Theatre Royal, who was the first teacher ofngo&tanford and the first to
give him an engagement, and also the first teaohdRobert Stewart; Arthur
O'Leary, a pianist; and the Robinsons, father amw. $rancis Robinson, a
Yorkshireman endowed with his country's love of rehanusic, founded the
Society of "The Sons of Handel," in 1810 or 181hjok met at Morrison's Hotel
at the corner of Dawson Street. Later it became'"mgient Concerts' Society"
conducted by Joseph Robinson, and the earliesetyam produce large works.
Meetings were held first in Robinson's house, 85 Mount Street, then at
Fitzwilliam Square, and at Northland House, DawStreet (now the Royal Irish
Academy). Under Joseph Robinson the Society becanseiccessful that it was
able to buy and remodel the "Antient Concerts' Rgoin Pearse Street, now a
Cinema. Classes were held here, and this was theyemAcademy.

In 1856 a Committee was formed of citizens of Duviho were interested in
education generally and the art of music in pal@iGuwith the purpose of
instituting an Academy of Music. About this timesth had been a great deal of
musical activity in the country. Cork had held axhibition in 1852 and,
especially for the occasion, Robert Stewart hadtewia cantata, which was
conducted by Joseph Robinson. In 1853 at the latiermal Exhibition in Dublin
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Robinson had assembled a thousand performers. ddzeaf an Academy was
well supported by all classes. The Marquis and. diianess of Downshire
organised a performance of Vincent Wallace's "Maat' in the Antient Concert
Rooms, and400 was handed over to the Committee. The musicéégsion was
generous in giving help. Dr. Smith, the ProfessbMaisic in Trinity College,
gave harmony classes free. Herr Elsner, the cellist had come from Frankfurt
in 1851, and Mr. and Mrs. Joseph Robinson were iapgob to the staff. Mrs.
Robinson, Joseph Robinson's first wife, had beeasMianny Arthur, a well-
known pianist, who had studied under Thalberg atein8ale Bennett and had
performed in London, where she had been praiseMéyerbeer, and in Paris.
The Robinsons' connection with the Academy lastadynyears. When at his last
concert Robinson was presented with a purse ofremyes, he returned the latter
with the words "While | think a professional mangatito get fair remuneration
for his work, yet his chief object should be sonrghhigher and nobler, the
advancement of art in his native city." Any readéthe Academy's history from
its earliest days to the present time cannot bkin@eledge that this patriotic ideal
has been the inspiration guiding those who hava bagaged in its work.

To help in obtaining funds, amateur operatic coisc&rere given, leading
ladies and gentlemen of the fashionable world fagrthe choruses, and reviving
the tradition of the eighteenth century. The numiifepupils steadily increased,
and the instruction given was recognised to be ekry high quality. Queen
Victoria became the Patron, the Duke of Edinburgd President, while the
leading magnates in the country as well as theepsibnal and business classes
took a keen interest in the project. The classa® Weld at 18, Stephen's Green.
There was, however, no regular grant, and the Gbahthe Academy thought
that it was justified in approaching the Viceroy fands to aid its development.
The Lord Mayor and members of the Corporation steplothe demand, but in
vain. However, in 1870 when a grant was voted bylidhaent to the Royal
Academy of Music, London, the Irish members of Rarent pressed for a similar
concession to Irelandk150 was voted with the proviso (not included in the
English grant) thaE100 should be obtained by annual subscriptionss ghant
was subsequently raised #800 per annum. The title ‘Royal' was later bestowed
on the Academy, in 1872.

With a large increase in the number of pupils, thecessity for more
accommodation than that provided for at 18 St. Ista[s Green now became
pressing, and in 1871 No. 36 Westland Row was @s&th, one of the finest
examples of Georgian architecture in
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Dublin. Built in 1771 by Nicholas Tench, the arelit was probably Ensor, who
designed most of the Merrion Square houses. Subsdyuhe house became the
residence of Sir George Aylmer, a member of theéhliParliament. It has a fine
square hall, ceilings decorated with the stucctiadian artists, and medallions in
the library and elsewhere by Angelica Kauffman, wdarked in Dublin in 1771.

In its new home the work of the Academy expandednany directions. A
class for ladies in violin playing was started i&78, with Herr Lauer as the
professor, since the Council believed the violinb® "admirably adapted for
female performance”. Herr Lauer 's colleagues iatttme were M. Billet from
Geneva, who had worked with Liszt, Mr. (afterwai$is Robert) Stewart for
organ and composition, and Mr. and Mrs. Joseph rigaoiloi for singing.

When the Intermediate Board was established, thedé&my Council wrote a
memorandum to the Government on the place of mansducation, and offering
their co-operation. The offer was accepted, anchbay was included among the
subjects for examination.

In 1861 Miss Elizabeth Coulson left a sum£af3,000 to found a "School for
the instruction in instrumental music to the cleldrof respectable Irish parents.”
The trustees were the Lord Lieutenant and the CGatiom of Dublin. The Lord
Lieutenant refused to act, whereupon the Academyg watrusted by the
Corporation with the administration of the bequéstl876 the Begley Fund was
presented to the Academy by Dr. W. C. Begley, tivigle for an annual prize to a
pupil of the Academy, and in 1877 the Academy wasgnted with a moiety of
the surplus of the Prince Consort Memorial Fund,ititerest thereof to be applied
in awarding prizes to pupils of the Academy.

In 1879 under the will of Mr. Ormsby Vandeleur, tAeademy received a
further legacy 0%4,000,£3,000 of which was to be invested and applied & th
provision of scholarships, anfll,000 placed at the absolute disposal of the
Academy. Out of it an organ was built, the resideag placed to the "Building
Fund Account," with the hope of erecting a Conétall on the premises.

The Academy was incorporated in 1889 by a schenderutihe Educational
Endowments (Ireland) Act, 1885, approved by Orde€Council, and having the
force of an Act of Parliament. Endowments in thadsaof the Commissioners of
Charitable Donations and Bequests and of Trustegs placed at the disposal of
the

® An illustration of the mantelpiece in the orgamom and of one of its medallions is to be founthi
Georgian BookVoal. iv.
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Academy. The Lord Lieutenant for the time being wasle President.

In 1890 the Governors built the "Band Room™ andrew badly needed class-
rooms. They were not, however, satisfied as thegstow the possibility of still
greater expansion in the near future. At the tifhéhe drawing up of the Coulson
Bequest scheme, the idea had been mooted of anatiggnthe endowments of
the Academy, with a view to founding a national sahof music on a proper
scale, but the Commissioners of National Endowmants Bequests had refused
to allow the requisite funds to be advanced outagfital. Accordingly the scope
of the institution's work remained curtailed, arde tAcademy was "cabin'd,
cribb'd, confin'd” for lack of funds.

In the same year the Corporation of Dublin arrangéti the Academy that
men students of the artisan class should be tawgid instruments by the
professors of the Academy, in Corporation premiges. this the Academy
received a grant o£300 a year. The plan was successful and youngeogiz
flocked to the classes in ever increasing numi&oen singing, violin and cello
classes were added. The Corporation were so ergmlirtnat they offered a
challenge shield anfl10 cash prizes. They had their reward in the ajpquren
shown by the citizens at the Sunday performancéseabands in the public parks.
The classes became so popular that owing to thkedbeccommodation both at
the Academy and in the Corporation class-roomsjlpinad to be refused. The
arrangement with the Academy came to an end in,18@% the Inspector, in his
report, deplored the disability under which the éd@ay continued to labour, lack
of space preventing it from playing its full pamtthe life of the city.

At the annual prize-giving in 1905 the Lord Liewaet while paying a marked
tribute to the work of the Academy, regretted thatcould hold out no hope of a
Treasury grant and praised the decision of the &iwgdCouncil in 1870 to collect
subscriptions from the Irish public, thus making tesponsibility for the teaching
of music a joint obligation of the State and mypédity on the one hand, and the
general public on the other. Until the establishingthe Irish Free State the
financial position remained unchanged. When the h&slk government took up
office, the annual grant was provided for in thedget with the same proviso as
heretofore, namely, th&tl00 per annum be collected from subscribers. Though
the amount available for subscriptions did for raetithreaten to fall below the
sum specified, a campaign to enlist new members suasessful, and the
Academy still continues to receive its full anngednt.
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The officers of the Academy consist of a Presidé@otmerly the Lord
Lieutenant, then the Governor-General of the Iffsbe State, the office being
vacant since 1936); eight Vice-Presidents; a Badr@overnors on which there
are twelve representatives of the Members, eightesentatives of the Dublin
Corporation, three of the Coulson Endowment andepresentative of the
Professors; a Board of Studies consisting of aigiinbers of the teaching staff; a
Secretary, Lady Superintendent and Librarian.

As regards the teaching staff, it is interestingecall the names of those who
built up the Academy's reputation — Billet from &erland, Bozelli, Esposito,
Papini, Simonetti, Palmieri from Italy, Grisard finoBelgium, Lauer, Eisner,
Berzon, Wilhelmj, Bast, Roeder, Rudensdorf fromr@amy, Levey, Woodhouse,
Cleather, Margaret O'Hea, Sir Robert Stewart, Md KIrs. Joseph Robinson, Sir
Hamilton Harty, Annie Lord. Of all the early membeof the staff, Michele
Esposito was perhaps the most dynamic personbliyfounded a school of piano
playing in Dublin which has won admiration in Inethand outside, and exerted
an influence on almost every branch of music. Hefled an Orchestral Society,
organised Sunday concerts with cheap rates of atmniswas a fine conductor
and composer of repute, and inspired his pupilscatidagues with loyalty to his
high ideals. The Academy and city of Dublin owehi;m more than they could
ever have repaid.

THE CONCERT HALL

From 1910 when the Hall at Earlsfort Terrace, lenthe Academy by the
Senate of the Royal University for prize-giving gneblic concerts, was no longer
available, the need for a Concert Hall not only ttee Academy, but for Dublin,
was keenly felt. The "Band Room" of 1890 was nestetable for large functions
and the Governors always had the ideal before them Concert Hall on the
premises. The difficulties of expansion were almmsuperable. The ground
space at the back was partly occupied by a forger @v hundred years in
existence, partly by the Corporation buildings;réhevere shortages of funds, of
materials, war restrictions. However, one by orgy tlvere overcome, and in 1945
a Concert Hall on the premises was no longer andia# a reality. It consists of a
well-lighted hall, with comfortable seats for thrémindred people; a foyer
convertible into a tea room, a large stage, witecsglly constructed storage for
properties close b ; excellent up-to-date cloakm®aand dressing rooms; the
whole centrally heated.

The Hall is of inestimable value not only to theaflemy but to outside
societies for rehearsals and concerts.
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THE LIBRARY

Until the institution of the Monteagle Library neference library existed in the
Academy, and the library consisted merely of a raanwhich was stored a
collection of scores and parts presented by théeAntConcerts Society, the
Dublin Musical Society, the Dublin Orchestral Sdgjend many private donors.

The new library, a fine Georgian room on the rightthe main hall, was
opened in 1939 to house a gift of scores, includirgpmplete edition of the Bach
Gesellschaft in forty-six volumes, left by the ldterd Monteagle, a lover of
music, a littérateur and a fine pianist. His kinsntlae late Mr. Dermod O'Brien,
President of the Royal Hibernian Academy and Vioesklent of the Royal Irish
Academy of Music for many years, was the intermmdlitaking it upon himself
to find the necessary funds to house the collectmal presenting a number of
mahogany cases. Among the subscribers was JellaryA who gave a concert
in London and handed ov£200 to the project.

The library now contains a comprehensive collectainscores — operas,
symphonies, oratorios, etc. — together with biogregd works and books of
reference. Some of the scores are of historic asterThus the full score of
Mendelssohn'$lear My Prayey the accompaniment to which was originally for
piano only, contains a printed note to the effhat it was scored by the composer
for Mr. Joseph Robinson and the Dublin Musical 8tc{Joseph Robinson was a
personal friend of Mendelssohn, and the Dublin MaisSociety gave the first
performance in Ireland of several of the composertsks). Among the
collections are those of the Musical Antiquariarci8ty, the Antient Concerts'
Society and the Handel Society. In a special "$tahCorner" are the works of
Charles Villiers Stanford, a former pupil of the adlemy — the gift of Madam
Cosslett Heller. Here the students study or bortbes works they need. The
library has proved a valuable asset to the Acadersgful to its students as well
as to non-members who are privileged to read iprisincts.

THE STUDENTS' MUSICAL UNION

The Students' Musical Union was initiated in 19¢6Miss Nettie Edwards (a
distinguished singing pupil at the Academy, latenember of the Quinlan Opera
Company), Miss Annie Lord, and Mr. Thomas Weavinggth Miss Madeline
Moore (later Mrs. J. F. Larchet) as Hon. Secretdsyobjectives were:

(1) To keep past students in touch with the Acadewith one another and
with present students.
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(2) To give the students an opportunity of perfargnin public and of hearing
good music.

(3) To provide a sociable spirit in the Academy.

Membership was to be confined to Senior, Middledgerand past students.
After the first meeting in April, 1906, an orcheswf seventy-one members was
formed, and a choir was formed subsequently, alkisbing of Academy students
or ex-students. The programmes have from timente fieatured such works as
Stanford'sSongs of the FleetCesar Franck'des Djinnsand Holst'sChoral
Hymns from the Rig-Vedavhile a number of works have had their first Dabl
performance at the S.M.U., such as DebusElis Blessed Damozahd César
Franck's Violin and Piano Sonata. The Union haedstap to the vicissitudes of
two world wars, and the fortnightly meetings in #@&d Room are full of the zest
of youthful enthusiasm, while the annual "Guest htligattracts such large
audiences that it has to be held in the Aberdedhdfithe Gresham Hotel, in the
Mansion House, or in the Metropolitan Hall of thewC.A., in the absence of an
up-to-date concert hall, the need for which hasyfars been put forward by the
press, by the music societies and at public megiighe citizens, so far without
success.

THE LOCAL CENTRE EXAMINATIONS

The plan of organising local centre examinationsthat the Academy would
influence the standard of teaching throughout thentry, was initiated by Signor
Esposito, the young piano professor from Naples,lomg after his appointment
to the Academy. In 1894 the first examinations whedd in Dublin, Bray,
Rathfarnham and Belfast, when eighty-eight cand&latere examined, of whom
twelve failed. Since then the examination schems @ewn to impressive
proportions. In 1948, 10,257 candidates were exadhin 215 centres, extending
to the most remote districts — a total which does include several thousand
candidates examined at the Dublin centre. A spat@glartment has had to be
created to deal with the vast amount of organisaitiwolved — the arranging of
dates of travel, routes, accommodation, preparabbnsyllabuses, issue of
certificates so that the whole complex machinewark efficiently and smoothly.

Financially the scheme has been of considerablstasse to the Academy.
From the educational viewpoint, the expert advidethee professors of the
Academy has been available to teachers all over
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the country, the standard of teaching has beeedas a result, and new talent
encouraged wherever it has been found.

In their most recent appointments to the staff, @wernors have adhered to
the traditional policy of seeking for expert muaitship wherever it can be found.
With new energy and confidence the Academy is rdaadgpke part in whatever
movements exist for the advancement of music abrtmavhich Ireland may

bring as her contribution a freshness of outloott amwealth of folk music which
is almost inexhaustible.



The Dublin Municipal School of Music
By
ALDERMAN JOHN McCANN, T.D.

Chairman, School Committee

FOLLOWING representations to the Dublin Municipabucil regarding the
desirability of making provision for the musicaktruction of the working classes,
and the organisation of amateur bands, proposalshi® establishment of a
Municipal School of Music were adopted by the Couincl1890.

These first proposals were for a limited line ofsiaal instruction, excluding
singing, pianoforte and organ. Classes in wind patussion instruments were
started in the Assembly Rooms, 58 South Williame&ir and instruction in
strings was also given, by agreement with the Rinsl Academy of Music.

Fees charged were on a modest scale, and membeeslefor other bands —
not supported out of public funds — were givenduitat reduced rates.

In 1902 and again in 1903 the lack of accommodatiahe Municipal School
of Music was raised in the City Council; but it wast until 1908 that the School
was transferred to portion of the premises now pietliin Chatham Row. The
other part of the building had been equipped ashe@ of Printing, the structure
having been used previously to house the old DuUfli@ Brigade. Ten years ago
the applications for instruction numbered 450, bl School to-day holds
(uncomfortably) over 1,400 students.

Instruction is given in piano, violin, viola, 'celldouble bass, wind and brass
instruments, uilleann pipes, war-pipes and drun@cé/ production and singing
are also taught.

The teachers' proficiency diploma, in piano, ssiramnd singing — recognised
by the Department of Education — is now conferngthie School.
The School has three orchestras: preparatory, rjuamd senior. The senior

orchestra has achieved Feis Ceoil distinction, wigrthe Weir Cup, while the
junior band is now well known for its excellent bdzast performances.

The Chatham Row establishment houses also a comipet®ir and an
enthusiastic percussion band.

In recent years, the present Director, Mr. Jose@ri€n, initiated the concerts
for Primary School children. The idea of givingrRairy School children regular
musical performances by
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musicians of their own age has proved successfgdrizke expectation, and more
engagements are requested than can be fulfilled.

Outside of teaching hours, regular Saturday nigtures are given in the
School by noted musicians and critics, and requUestseats are always in excess
of accommodation.

The Commercial Choirs idea was also initiated bg fublin Municipal
School, and to-day many business houses and fastmigers avail themselves of
the instruction.

An addition to the School has been a well-equidpgedry containing books of
educational value and interest, text books, music énsemble combinations
(scores and parts), all prospectus music, radiognaoords and catalogue.
Standard works, scores, etc., are for referencg buol certain types of books are
lent by special permission of the Director.

It may appear strange that the problem with thelidudunicipal School of
Music is its measure of success, inasmuch as nhare double the number of
applications for tuitions are received than can dsEommodated, and the
accommodation of even half taxes the building ® attermost. But a new and
more suitable site than the old Fire Brigade Statudl, we hope, soon be found.
Dublin will then have the School which musical Dabivants and deserves.
Meanwhile the City of Dublin Vocational Educationo@mittee proposes
spending approximatel§20,000 in reconstruction on the present site.



The Cork Municipal School of Music
By
BERNARD B. CURTIS, L.R.AM.

Director, Cork Municipal School of Music

FOUNDATION

PRIOR to 1878 the study of music received some wagement in Cork from

societies formed for this object. In that year dljmumeeting of the citizens was
held relative to the establishment of a School aofsi, as a result of which the
then Member of Parliament for the City proposed a3 successful in getting
the Public Libraries Amendment Act (Ireland) 187&sged, permitting grants to
be given for Music on the same conditions as ttebesved for Science and Art
under the Act of 1855 (i.e. to levy a tax not extieg one penny in the pound on
the rates for the support of Schools of Art, SoegenMuseums and Public
Libraries).

It is interesting to note that this Amendment Aat/g Ireland an advantage in
respect of musical education not then enjoyed lytdfl, the Act of 1855 (which
applied to the whole kingdom) being so interpredgedo exclude music. As late as
1892, the committee in charge of the School repamtshe "numerous enquiries
received from time to time from Governing Bodiesschools of music as to the
rules of the Cork School with a view to their guida.”" These rules had a
threefold object: "First. To bring the advantagdsaothoroughly systematic
education in music within the reach of all classescond. To secure a due and
proper amount of attention to the rudiments of mushird. To raise the general
standard of musical taste and culture." Many entimeusicians in London and
elsewhere were consulted (Dr. Hubert Parry andHDilah among others) as to
the scheme of work, and temporary premises havaenlaken at 51, Grand
Parade, the School of Music was opened in 1878900 a transfer was made to
Morrison's Island and in 1902 the School was maweelrger premises which it
occupies at present on Union Quay.

Many financial problems arose in the beginningcsithe proportion of the
rate available for music was not enough to supg@tSchool adequately and to
enable it to carry out its first objective: viz."To bring the advantages of a
thoroughly systematic education
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within the reach of all classes.”" Generous citizgage subscriptions annually,
and the energetic committee endeavoured to setat® @d to supplement the
local rate grant. In 1886 their efforts took thenfoof a Memorial to the
Chancellor of the Exchequer for what was known @esythent on results” — the
State assisting in equal proportion to the loct.r&his, already enjoyed by the
Schools of Science and Art in the city, was grardad the finances benefitted
accordingly. The School now functions under the &tmmal Education Act of
1930.

ENROLMENT AND CURRICULUM

In its first years the School had an average erentnof 180 day and night
students, the subjects taught being Piano, Viadlich 8inging. To-day more than
800 are on the rolls, and all branches of musidaught as far as the resources of
the School permit. A complete musical educatiomavsilable, ranging from
beginners' classes up to the Teacher's Diplomahnliaiter is recognized by the
Department of Education. While individual tuitioigdres largely in the scheme
of work, piano and violin beginners have the optairclass tuition at nominal
fees. Graded examinations, conducted by extern Eveas) are held at the end of
each session, and are confined to students of theof Candidates for the
Diploma attend a special course in Art of Teachirgychology, etc., and obtain
practical experience by attendance in the teactmoms during the year's course.
The School is thus able to offer valuable traini@ kind not usually available to
the candidate for a diploma. In addition to thesg®®al examinations, students are
encouraged to enter for approved extern examirmgtiand entries for the Royal
Schools of Music and Trinity College of Music exations occur annually.

In addition to a Senior Orchestra composed of @et present students,
several ensemble groups of strings have recendg brmed, which in turn feed
a Junior Orchestra by which quite creditable warldone. A more than usually
efficient adult Choral Class with a constant enehtnof 80 is attached to the
School, and a Dramatic Class established durindatedecade gives Elocution
students valuable experience and is availed of leynbers of local Dramatic
Societies, who benefit by the thorough training,iclhincludes lectures on
production as well as acting.

Junior and senior concerts and dramatic perfornsaace held in the School
Hall at frequent intervals, and a Choral and Orthé€oncert is held annually in
the City Hall.
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The following is an estimate in round figures oé throportion of students
taking the various subjects:

Pianoforte 400
Strings and Wind, including Orchestra 120
Singing, including Choral Singing 110
Elocution, including Drama 110
Theory and Harmony 140
Various .... 25
905

(The disparity between this total and the full é@ment of approximately 800 is
due to the number of students who take more tharsohject.)

THE FUTURE

As noted above, the School has occupied threeréiftepremises since its
foundation. In each case existing buildings habd@dapted as far as possible to
meet the purpose of music teaching. Now, after ugsvaf seventy years in
temporary premises, plans have been made to bnddeguip a new School of
Music. The new building will have double the praseamber of teaching rooms,
which will be sound-proof, and the concert halllwéat between 300 and 400, the
stage being designed for concert and dramatic gegdRadio Eireann's plans for
new Broadcasting Studios in Cork are being incafeat in the project; these will
be built over the concert hall. The steady increaske enrolment makes this new
building urgent, and with its completion a more esmxted scheme of musical
education will be possible. Just as in 1878, with toundation of the School,
Cork could boast of having an advantage in muséthlcation not possessed
elsewhere, so it will soon have the privilege ofgessing a School of Music
designed and built for that purpose.



The Department of Education's
Summer School of Music, 1946-1949

AN INTERESTING experiment was initiated by the Depgent of Education
with the assistance of an advisory committee wh&ummer School of Music
was established in Dublin in August and Septemb@46, at which courses were
given in choral and orchestral conducting, pianefocand violin playing and
composition. Applications for permission to attehd courses were received from
all parts of the country. Admission to the choradaorchestral courses was
confined to conductors of school or adult choird aorchestras, and the
instrumental courses were confined to advanceapedrs. No fees were charged
and travelling expenses were refunded to thoseatteaded.

Owing to the large number of applicants it was ssagy to organise two
courses in choral training, both of which were urttie direction of A. C. Keeton,
B.Mus., F.R.C.O., of Scarborough. Over 120 enttaiigiaschool-teachers, choir-
masters and directors of musical societies attemidesk courses, each of which
lasted two weeks, and included a considerable atmiupractical work on the
technique of choral training and voice production.

There was an attendance of over sixty at the twekslecourse of lectures
given by Hubert Clifford, D.Mus., on the training echool orchestras. Dr.
Clifford's lectures, which covered a wide rangesabjects associated with the
training of school orchestras, were illustratedaldemonstration orchestra formed
from members of the junior orchestra of the Duldanicipal School of Music,
assisted by some of these attending the course.

Monsieur Jean Martinon, the well-known French caroly gave a two weeks'
course of instruction in orchestral conducting tgraup of thirty-five young
conductors who were keenly appreciative of this aopmity of learning the
technique of conducting from a continental conductsuch high repute. The
programme selected for the course included bossal and modern music, and
through the kind services of the Radio Eireann @stfa it was possible for M.
Martinon to demonstrate in detail the manner incolvheach work should be
prepared and rehearsed with an orchestra. M. Mersninterpretation of the
works selected, as well as his criticism of thoseowook the baton during the
course, were an inspiration to all who attended.

A four weeks' course for advanced pianists wasrgbseHerbert Fryer, Fellow
of the Royal Academy of Music and Fellow and
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Professor of the Royal College of Music, who leetlon techniques pedalling,
interpretation and other aspects of pianoforteiptayThe lectures were illustrated
by members of the class, which numbered twentywel as by the lecturer
himself.

Henry Holst, former leader of the Berlin Philharno®rchestra and well-
known recitalist, delivered a four weeks' courseinstruction to violinists and
viola players. Twenty-five students attended thisirse, which also included
tuition in chamber music. In addition to receivitige benefit of individual
instruction, those who attended the course wereilgged to hear the
performance of the complete series of BeethovenndgtQuartets by the
Philharmonia Quartet in which Mr. Holst played fiwolin. The programme was
broadcast from Radio Eireann while the Summer Salas in operation.

Fifteen young composers were fortunate in having@portunity of discussing
their musical ideas with the eminent composer Smold Bax, who during a
period of two weeks gave encouragement and mugbfuhetriticism to each
student individually.

In all 167 students were admitted to the school #ra majority of these
attended more than one course. For instance, niostose who attended the
choral classes were interested in the trainingchbsl orchestras, and a number
who attended the latter course also attended thesean orchestral conducting.
Special facilities were given to members of theffstaf the principal music
institutions to be present at the courses and alsbe semi-public recitals given
by some of the lecturers.

All the courses were held in Colaiste Muire, CatBalgha Street, Dublin, with
the permission of the City of Dublin Vocational Edtion Committee, except for
the course in orchestral conducting, which was hettie Phoenix Hall. Valuable
assistance was given by the Director and Assisiintctor of the Dublin
Municipal School of Music who lent scores and instents, and arranged for the
attendance of a demonstration orchestra composstdaénts from their school.

A spirit of enthusiasm and friendliness existetiyhout between the students
and the lecturers, who co-operated wholeheartedly the advisory committee
and the Department of Education in ensuring theessgof the Summer School.

* * *

The 1946 Summer School was so successful thatgtdeaided to repeat the
experiment in 1947, when 175 students attendedsesum choral training,
orchestral conducting, pianoforte, violin and viwdello playing, composition,
singing, and training of wind bands. Each courseelhfor two weeks.
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Lectures in choral training for conductors of adibirs were given by Charles
Kennedy Scott, the distinguished choral condudarourse in choral training for
school teachers was given by B. W. Appleby, Organisf Schools' Music,
Doncaster, whose lectures and demonstrations abweost of the music taught
in schools, with the exception of orchestral plgyiwhich was the subject of a
course given by Dr. Harold Hind, Director of MusiCardiff. Members of the
Orchestra of the Dublin Municipal School of Musigain gave their services
voluntarily as a demonstration orchestra for tlusree. Much practical work was
done by both lecturers, who arranged at the comciusf the course a combined
session with orchestra and choir, providing anctiffe example of the feasibility
of correlating choral and orchestral work in thbals.

The classes in pianoforte playing and in violinypig were again directed by
Herbert Fryer and Henry Holst respectively, whigad Martinon, with the aid of
the Radio Eireann Orchestra, instructed eleven estucconductors in the
principles of orchestral conducting. M. Martinois@lgave a course of lectures in
composition which were attended by six young corapgsCourses were given in
violoncello playing by Anthony Pini and in singirend voice production by
Frederic Austin, whose final lecture, summarisihg ground covered by him
during this course, was attended by practicallyttadl students of the school. A
further innovation was a course in the conductihgriad bands which was given
by Harry Mortimer and attended by five conductas,well as by members of
their bands.

The courses of the 1947 Summer School were heldniversity College,
Dublin. At the close of the School, a recital fbetstudents and their friends was
given by the Philharmonia String Quartet, led bytyeHolst.

* * *

The third summer School of Music, held in 1948 imivgrsity College,
Dublin, and in Colaiste Muire, Cathal Brugha Streetis attended by 162
students, apart from members of the staffs of thsiennstitutions and academies
who were admitted as observers to all the couldeslean Martinon once again
gave a two weeks' course in orchestral conducting, a two weeks' course in
composition, planned so that the student-compobad an opportunity of
studying in detail the works conducted by them wnde Martinon's direction
during the course in orchestral conducting, for tmok them attended both
courses. B. W. Appleby directed the course forttaming of school choirs, and
Leslie Regan, of the Royal Academy of Music, Londttrat for the training of
school
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orchestras. Dr. Thomas Armstrong, Lecturer in Musiaiversity of Oxford, gave
a three weeks' course of lectures in choral trgimonconductors of adult choirs
and choral societies, and also a series of lectmanusical appreciation to which
the public were admitted, namely, five afternooctuees entitled "The Listener's
Part", "The 48", "The Sonata", "The Making of Sondg'Some Further
Considerations ", and two evening lectures entitlBae Making of Music " and
"The Meaning of Music ".

A two weeks' course in the training of wind bandasvgiven by Dr. Denis
Wright to a group of eight conductors. The courspiano-playing was given by
Kendall Taylor, the well-known recitalist, that wiolin-playing and chamber
music by the eminent Swiss violinist André de Rifiatre. At the conclusion of
the courses, both artists combined to give a jenital to the students and their
friends.

* * *

The Summer School held in 1949 was attended by dtbdents. The
arrangements were substantially the same as ipréhagous year, except that Dr.
Hans Schmidt-Isserstedt of Hamburg gave the comrsachestral conducting,
Alan Rawsthorne the course in composition, and Jeaurnier the course in
violin-playing and chamber music, while James Dagasge the course for the
training of school choirs. Dr. Armstrong's lectumsmusical appreciation, which
were again open to the public, attracted largeemgdis.
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The Staffs of the Irish Schools of Music

The Royal Irish Academy of Music
Westland Row, Dublin

Founded 1856. Number of students (1950) 550 approx.

Teaching Staff:

Francis Engel

Thomas H. Weaving, F.R..LA.M.
Mrs. Rhona Marshall, L.R.A.M.
Miss Dina Copeman, L.R.A.M.
Miss Carmel Turner, A.R.I.LA.M.
Miss Nell Ronan, A.R.[.LA.M.
Anthony J. Hughes, B.Mus., A.R.|.A.M.
Miss Sheila Ryan, L.R.l.A.M.
Miss Gertrude Leahy, L.R.[.A.M.
Miss Rita O'Brien, L.R.I.A.M.
Sean Lynch, B.Mus., A.R.[.LA.M.

George H. P. Hewson, M.A., D.Mus., F.R.C.O.
Thomas H. Weaving, F.R..LA.M.

Maestro Cav. Adelio Viani, F.R.[.LA.M.
Miss Renee Flynn

Brian Boydell, B.Mus., L.R.[.LA.M.
Miss Violet Burne

Miss Violet Pearson

Jaroslav Vanecek

Miss Nancie Lord

Madame Vanecek

Miss Carol Little, A.R.[.LA.M.

Jaroslav Vanecek
Miss Nancie Lord

Clyde Twelvetrees
Mrs. Aileen Cheatle
Miss Caitlin O'Byrne, A.R.[.LA.M.

Robert Bushnell

Herbert Leeming
Roland Dufrane
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Clarinet _
Bassoon Gilbert Berg
French Horn Leopold Laurent

Trumpet and Trombone
Novema Salvadori

Harp: Annie Fagan

Composition, Harmony and Counterpoint
J. F. Larchet, D.Mus., F.R.[.LA.M.

Harmony and Theory
Miss Dorothy Stokes, L.R.A.M.
Mrs. Rita Broderick, B.Mus.

Theory Miss Agnes Murphy, M.Sc., A.R.LA.M.
Opera: Maestro Cav. Adelio Viani, F.R.I.LA.M.
Plain Chant: Hubert Rooney

Elocution and Drama

Christopher Casson
Miss Ursula White, B.A., H.Dip.Ed.

Secretary — Matthew C. Connery
Lady Superintendent — Miss May McGeeney, B.A.
Librarian — Sean Lynch, B.Mus., A.R.[.LA.M.

Examinations and Diplomas

(for intern and extern students)

Certificate Examinations:- Preliminary and Prim@msades, Grades I-VII
Number of entries (1949) — 10,257, in 215 localtieEn
Diplomas: —
Associate, Royal Irish Academy of Music (A.R.[.A)W- for Teachers.
Licentiate, Royal Irish Academy of Music (L.R.I.A.Mor Performers.

Fellow, Royal Irish Academy of Music (F.R.I.LA.M.) enly granted
honoris causa

Number of entries (1949) — 47.
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Scholarships and Exhibitions
Forty-six scholarships and exhibitions are awardsdollows, chiefly under
the Vandeleur and Coulson endowments, consistiffigeeftuition for one year (in

many cases with presentation of gold or silver feda

Subject: Grade:

Senior Middle Junior
Piano 3 6 S
Organ 3 2 1
Violin 3 2 4
Viola 1 1 1
Violoncello 2 2 3
Singing 2 1 1
Harmony and Counterpoint 2 — 1

Prizes

Arthur Oulton Memorial Prize (Pianoforte)
Joseph Robinson Memorial Prize (Singing)
National Music Prizes (Singing).

Prizes for Singing in Irish

Sir Robert Stewart Memorial Prize (Composition)

Municipal School of Music

Chatham Row, Dublin
Founded 1890. Number of Students (1950) 1,400 appro
Director Joseph S. O'Brien
Assistant Director Michael J. McNamara, A.R.C.M.TIC.L.

Teaching Staff

Pianoforte The Director
Miss E. Reidy
Mrs. M. B. Raymond
Miss J. Curran
Miss M. Somerville, L.R.I.LA.M.
Miss M. Russell, L.R.I.LA.M.
Miss M. Ward, L.R.I.LA.M.
Gerard Shanahan, F.T.C.L.
W. S. Greig, B.Mus. (T.C.D.), A.R.C.O.
J.J. O'Reilly, D.Mus.
Miss E. Costello, M.A., B.Mus., L.R.[.LA.M.
Miss Patricia Victory, L.R.l..A.M.
F. O'Lochlainn, B.A., B.Mus., H.Dip.Ed.
Miss C. Rogers, L.R.A.M.
Miss E. Kinsella
Miss M. Flood
Patrick Mongan, L.T.C.L., Dip.L.S.M.
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Piano Classes J. J. O'Reilly, D.Mus.
Miss Rita Cunney
Violin : Michael J. McNamara, A.R.C.M., L.T.C.L.

Miss C. Greene, L.T.C.L.
Miss S. O'Loughlin, L.R.[.LA.M.
J. McKenzie, L.T.C.L.

Viola: Michael J. McNamara
J. McKenzie
Miss Olive Mulcahy
Miss Nell Kane

Violoncella W. Reidy
Double Bass R. Bushnell
Singing Jean Bertin
Miss K. Uhlemann
Gaelic Singing Denis Cox
Sight Reading (VocalR. Power
Elocution Miss Joyce Carey, L.G.S.M.

wind Instruments  J. Hickey, L.R.A.M., A.R.C.M.

Fife, Drums, Flute J. O'Keeffe

Uileann Pipes Leo Rowsome

Irish War Pipes L. Purcell

Orchestral Classes, Jun., Sdrhe Director and Asssistant Director

Preparatory OrchestraW. Reidy

Military Band: J. Hickey

Choral Training Jean Bertin

Chamber Music and Professional Ensemble CladsedfReidy

Percussion Band J. Hickey, L.R.A.M., A.R.C.M.

Diploma Class J. J. O'Reilly, D.Mus.

Harmony Rudiments and Aural Trainingj J. O'Reilly
Accompanist: Miss Patricia Victory, L.R..LA.M.
Librarian: W. Reidy

Examinations and Diploma
(for intern and extern students)

Certificate Examinations: Grades |-VII, Senior Graahd Advanced Teachers'
Diploma (Dip. D.S.M.)
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Scholarships
Scholarships, consisting of two years' free trajnare awarded as follows :
Pianoforte:  One senior and one junior scholarship
Violin: One senior and one junior scholarship
Singing: One scholarship for male and one for ferstudents
Violoncello: One scholarship
Cork Municipal School of Music
Union Quay, Cork.
Founded 1878. Number of students (1951) 800 approx.
Director: Bernard B. Curtis, L.R.A.M.
Teaching Staff
Pianoforte Mrs. Madge Barrett
Violin, Viola William E. Brady, L.T.C.L.

Pianoforte, Organ, Singing, Theory and Harmpny
Bernard B. Curtis, L.R.A.M.
Woodwind and BrassStephen Gargan
Pianoforte, Organ, Singing, Choral Class, Theorg &armony
J. T. Horne, B.Mus., A.R.C.O.
Uileann Pipes, FideagMiss Mary McCarthy
Elocution Cecil McCracken
Violoncella James McGrath
Singing, Pianoforte, Percussion Band
Miss Eileen O'Connor, L.T.C.L.

Pianoforte Miss May O'Neill
Junior Irish Singing Classes
Frank O'Shea

Piano Groups for Beginners, Percussion Band
Miss Deirdre O'Sullivan, B.Mus., Dip. C.S.M., A.TIC
Pianoforte Miss Eithne O'Sullivan, B.Mus., Dip.C.S.M.
Violin, Viola, Double Bass, Orchestra, Theory ofditu
John O'Sullivan
Pianoforte Miss Annette Rohu, B.Mus., Dip.C.S.M.
Elocution, Drama Classlames Stack
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Examinations and Diplomas
(for intern students only)

Certificate Examinations: Grades | to IX
Diploma in Piano Teaching — (Dip. C.S.M.)
Diploma in Violin Teaching — (Dip. C.S.M.)

Scholarships
A number of scholarships, open to students on #sailts of the annual
examination, or to non-students on the results pgcisl examinations, are
awarded each session in Pianoforte, Violin, 'Celmging, Woodwind and Brass
instruments.

Leinster School of Music
43, Harcourt St., Dublin.

Founded 1904. Number of students (1950) — 150 appro

Teaching Staff

Pianoforte: Miss May Cosgrave, L.I.S.M.
William J. Watson, M.A., B.Mus., F.R.C.O.
Miss E. Dickson, Dip. L.S.M.
Miss S. Byers, Dip. L.S.M.
Miss W. Rankin, Dip. L.S.M.
Miss M. Lynch, Dip. L.S.M.
Miss Frances Manahan, Dip. L.S.M.

Organ: William J. Watson, M.A., B.Mus., F.R.C.O.
Singing: Miss Joan Burke, Dip. L.S.M.

Joseph O'Neill, L.R.A.M.
Violin: Miss Nora Richardson, A.R.C.M.

Miss Bay Jellett
Violincello: Clyde Twelvetrees
Harmony and Composition:

William J. Watson, M.A., B.Mus., F.R.C.O.
Elocution: Miss Maura Cranny, L.G.S.M.

Secretary: Joseph O'Neill, L.R.A.M.

Examinations and Diplomas
(for intern and extern students)

Certificate Examinations: Preliminary, Primary, itlunMiddle and Senior Grades
Number of entries (1950) — 3,280, in 131 local et
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Diplomas

Teacher's Diploma — (Dip. L.S.M.)

Performer's Diploma — (Dip. L.S.M.)

Certificate of Proficiency in Teaching (Piano only)
Number of entries (1950) — 10

Scholarships

Scholarships are awarded annually, at the discratiothe Board. Twelve
scholarships were awarded in 1948.

The Read School of Pianoforte Playing
12, Harcourt St., Dublin

Founded 1915. Number of students (1950) 250 approx.
Principal: Miss Patricia Read

Visiting Professor, Lecturer and Recitaligtendall Taylor

Teaching Staff

Walter Beckett, D.Mus. (T.C.D.), L.R.A.M., A.R.C.O.
Miss Finolia Clandillon, B.Mus. (N.U.I.)

Miss Maud Clark

Miss Rhoda Coghill

Miss Hazel de Courcy, L.R.A.M.

Miss Betty Hewson, L.R.A.M.

George Hewson, M.A., D.Mus. (T.C.D.), F.R.C.O.
Miss Lily Huban, Licenciée de 1'Ecole Normale desidue de Paris
Miss Myrrha Jephson, L.R.A.M.

Miss Daisy Murphy

Miss Noreen O'Neill, B.Mus., L.R.A.M.

Miss Patricia Read

Frederick Stone

William Watson, M.A., B.Mus. (T.C.D.), F.R.C.O.
Miss Helen Yates, L.R.A.M.



Local Centre and Diploma Examinations in Music

By
THOMAS H. WEAVING, F.R.[.LA.M.

Chairman of the Board of Studies, Royal Irish Acag®f Music

The present is an era of examinations, and upondkidts of an examination,
competitive or otherwise, the future of a studeag@iently depends.

Our present-day system of examinations in music draslually evolved to
meet the needs of both students and teacherstsftschools of music conducted
intern tests in connection with scholar ships, lkitioins and prizes, for their own
students only. But when the students had compliteid academic courses, the
imprimatur of their Alma Mater, recognising theibilty as teachers or
performers, was obviously needed, and so the Diploexamination was
instituted. Then the qualified student, settlingvddo teach music, required some
test by a standard and recognised authority whichladvgauge the value of his or
her teaching. This demand was met by the holding»@minations in Local
Centres throughout the country. The fundamenta ioiea Local Centre music
examination is therefore a system of tested tegchiihthe examiner, while
carefully refraining from teaching the candidatesn assist the teacher by
pointing out faults or by suggesting better methdkls influence of the school of
music is extended far beyond its walls to beng#tdrt of the whole country.

Prior to 1920 this work in Ireland was to a greseat controlled by English
Schools. The Associated Board of the Royal Academg Royal College of
Music (London), Trinity College of Music and thecbrporated Society of
Musicians did most of the work, and carried it ety efficiently. The Royal
Irish Academy of Music (Dublin) commenced its LoGantre work under Signer
Esposito in 1894, with a total of 88 candidateghe first year; the number of
entries did not increase appreciably until afte2@.9The rising interest in Irish art
and in our own institutions, and the feeling thae tmoney expended in
examination fees would be more usefully employedupporting music in our
own country soon made their influence felt, and nvkiee 1.S.M. suspended its
examinations in 1928 to become a purely professimngicians’ society to guard
the interests of its members, a large proportioitisoformer adherents transferred
their allegiance to the Royal Irish Academy of
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Music and to the Leinster School of Music. The psarter of a century has been
a period of steady development, and in 1949 owertheusand candidates were
examined at the R.ILA.M. Local Centres. As the &igiISchools of Music still
examine over here, this indicates a very real aadlthy interest in musical
matters in our schools and throughout the wholentgul may mention that as
art does not recognise borders, the R.[.LA.M. hasynfdourishing centres in
Northern Ireland.

The subjects for examination include Pianofortdo(smd duet), Organ, Harp,
Strings, String Ensemble and Orchestra, Singindo(@od Choir), Elocution,
Theory and Harmony. Wind Instruments are also ohetly but unfortunately few
enter. Interest in the theoretical side is incragsand a considerable number of
candidates now enter for the written paper workchEaandidate in practical
subjects must pass in ear tests, oral theory quesséind playing at sight.

| think that we may thank the schools and teacfarghe present renaissance
in music; by their conscientious work in trainingpds for examination, and
again by the determination of the secondary schimoleeping their choirs and
orchestras going during the dark war years, theggwed the spark of musical
life from total extinction and prepared the way four present hopeful and
promising situation. So far as the choirs and astrias are concerned, however, it
has always seemed a waste of talent and trainiagg st few of the students
involved have an opportunity of continuing theirsemble work after leaving
school. Our Vocational Educational Committees ara position to remedy this
sad state of affairs by making such opportunitigslable for their students, and it
is to be hoped that they will strive increasingiydb so.

One feature of the use of examinations is distgrbramely, the habit formed
by many teachers of allowing their students a wiyelar in which to prepare the
scales, study and pieces for a grade, so thatdbegyractically nothing else. This
is definitely bad for teacher and for pupil. Ingte# the examination being a test
of the pupil's progress, it becomes the only pregirdhe student grazes in a
restricted paddock containing sufficient musicalddor about two months; when
this is spread over twelve months the pupil suffeser musical malnutrition and
it is a miracle if any interest in the art survivéiswould be much wiser to lay
down a systematic course of study as is done irMihgic Schools and, as well,
for all other school subjects, and let the pupé#ket the examination in their
scholastic stride when they reach a standard elgmitvéo that of the tests of the
grade for which they enter. Used in this way the
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examination is a real test of progress, and thdesiuadvances steadily along a
well-planned path of study, instead of hopping msely from grade to grade.

This form of examination madness has affected exenSchools of Music,
where the course of study is disturbed, if not cletety disrupted, by the
students' habit of pot-hunting at Feiseanna, intaddto entering for their own
annual School competitions. Provided that the msstchas some cultural value,
the student will glean a rather haphazard reperitowhich will include
movements from sonatas and suites but rarely cdaenplerks, a few pieces from
works such as Schumanndbum for the Youndut no knowledge of the
existence of the remainder, and a small selecti@@hopin, Grieg, Schubert, with
perhaps a smattering of the moderns. This makesoa and very insecure
foundation for the future amateur musician, leihaldhe professional. The older
method of systematic study of Czerny, Heller, Lbesn, Bertini, Moscheles,
Clementi, and Chopin Etudes, of sonatinas, cometatas by Haydn, Mozart,
Beethoven, the Inventions and "48" of Bach, sonmapiete Suites of Bach and
Handel, plus as many other pieces of all periodss @ much more thorough
preparation — but of course it entailed harder workboth teacher and student.

In this connection it might be mentioned that wlogily one movement of a
sonata or other work in cyclic form is set, theipopght to study the entire work,
so that the section is felt and under stood assaangial part of an artistic whole.
This, for obvious reasons, is seldom carried out.

One would like to see many more entries for piartefauets and other
ensemble work. The duet is an excellent methodeatting team work and
artistic combination in music. It shows up rhythalioveakness and lack of
sympathy, and is quite as valuable to .young piars playing in sets with their
betters is to young tennis players. There are nfiaeyoriginal compositions for
pianoforte duet by the great composers, and alsellent arrangements of
symphonies, overtures and other orchestral workd, much chamber music.
Though the orchestral colour is missing, the nates all there, and the young
players become acquainted with a vast field of gmogic, which will add greatly
to their interest and understanding when they cdmdisten to the works
performed in their true medium. Knowing the workerbughly, they will be free
to concentrate on the scoring, the effects of theous colourings and all the
beautiful contrasts unobtainable on the piano. Bletve a very practical value
and | know of no drawbacks to their use.
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Before | proceed to the Diploma examinations, tlaeea few points to which
the attention of schools and teachers might be rmiraw

(1) Music being an art as well as a craft, the etticcannot produce artistic
results from a bad instrument. Nothing but the Ipgmho one can afford is "good
enough for a beginner". Pianos that have beconstieatly valueless should be
scrapped. If and when pre-war conditions are redtoone would like to see an
immense improvement in the instruments upon whiehgupils have to practise.
They are often badly out of tune, have appallinget@nd even worse actions, and
no tuner could make them any better. There is awtdne probability that
normally good ears and artistic feeling will berpanently ruined by their use.

(2) The shortness of the time usually allowed faacfice presents an acute
problem. Twenty minutes per day is miserably insight. An hour is the very
least, which could be taken in three periods ofntyeninutes each, if necessary,
between other school subjects. These would bemgtite change of study and by
the habit of intense concentration such as is requin sound musical work.
Practice-starvation is very prevalent in the seeaopdschools, where the
exhausting curriculum leaves little or no time &ot. It would be of inestimable
benefit to the cultural life of our people if theh®ol authorities, both primary and
secondary, would allow more time in their progrararfeg the study of vocal and
instrumental music. The majority of our people hawveinborn love for music,
which only needs encouragement and proper guidanaoe realised to the full.

(3) The proportion of tone-deaf people is so srtiat it may be disregarded.
Many children suffer from slowness of hearing alility to reproduce vocally a
sound which they hear. These are the pupils whaldhlbave priority in ear
training and singing — to dub them ‘crows’ and ejgeem from the class
straightaway is unfair to such children, and masegain that there shall be no
improvement by producing in them a strong infetjodomplex. | have known
cases in which it seemed hopeless to get a chiéthtpa given note, yet the same
child could point out wrong notes in a well-known @ayed or sung. The ear was
not at fault, but the ability was lacking to make tvoice respond to what the ear
heard. Many children do not sing until they godbaol, and the controls between
ear, mind and vocal chords are more or less atedpthrough lack of use. With
care and patience this can often be overcome tasavell worth the effort.

(4) The majority of pupils take music as a cultusabject with no intention of
taking up music professionally. The aim of the teacthen should be to give
them as wide and solid a foundation
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of musical repertoire and appreciation as posstddahat they may play, sing and
read music as a pleasant cultural recreation kfésting school, take their part in
choral and orchestral performances and be equifgpedjoy whatever music they
have the opportunity of hearing.

DIPLOMAS

The number of candidates seeking a diploma qualiio has increased in
recent years, due to the growing desire on thegdaytir aspiring professionals to
possess certificates of ability to teach, and therelasing demand by school
authorities for some adequate proof of an applisar@mpetence. All Colleges of
Music grant diplomas to students who satisfy theiaminers in tests in the
various subjects they deem necessary for a qudli@acher. An increasing
number are entering for the Teacher's Diploma ef Royal Irish Academy of
Music (A.R.LA.M.), while some are proceeding fiethand gaining the
Performer's Diploma (L.R.I.LA.M.). There is, howeyver tendency to treat this
latter examination as a higher Local Centre exatlm@naand to confine one's
study to the technical requirements and the sealdideof pieces. This tendency
should be guarded against. But taken as a whaeadirantage of a systematically
graded school music course is demonstrated in tleeseninations, for the
candidate has a well-constructed course of studyy the earliest stages up to a
senior standard, from which to quote in answeringsgjons. If, in addition, the
student has been encouraged to read and study &s good music as possible
during the school course and during the preparatoonthe diploma, he will
possess a general knowledge of music that will bensiderable asset in proving
his fithness as a teacher. The main requisites aoads technique, systematic
fingering, good tone, correct use of the pedal, esanrtistry in performance, a
good ear, ability to detect errors and to show hmworrect them, confident sight-
reading, a thorough knowledge of theory, harmoaynf and some acquaintance
with musical history. The prepared pieces shouldamly be accurately played
but should display some musical feeling. The vigaerquestions are designed to
test the candidate's ability to convey to a pupd knowledge the candidate has
acquired. Many excellent performers lack this esakequality, while there are
many successful teachers who could not give aaledihe examiners have to
assess the candidate's general musical knowledgrsorality and teaching
qualifications ; everything concerned with the nmakof a competent teacher is
taken into account, and is of the first importance
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in reaching a decision. The minimum age fixed kg Ehl. A.M. for recipients of
the Diploma is eighteen years — a wise provisa;esinwould be very difficult to
foretell the possible development of younger stt&lemd quite impossible for
them to acquire the necessary musical and psycicaldghowledge required of a
teacher.

As a final point, prospective candidates might vibelladvised not to enter for
the examinations (and part with their hard-earn@daace fees) until they know
every section of the course thoroughly. It is mmebre satisfactory to put off
one's attempt for a time than to trust to luck daill My experience as an
examiner during the past thirty-five years has khdugne that excessive
nervousness in a candidate is most frequently daogéhe fear that the examiner
will discover "the weak spot". Worrying about thpsevents students from doing
themselves justice in the sections they do know.

Anyone who contemplates the adoption of music tegchs a profession is
well advised to obtain the teaching Diploma of afi¢he recognised schools of
music. The musical profession has been pressinthéregistration of qualified
teachers and performers for many years, and ifviei® achieved a diploma or a
degree would be a necessity. Examinations may e@nbideal way of testing a
student's ability or progress, but they must sbiitinue until some better method
Is suggested. They should then be used as a meapsrang students on to good
honest work and to the acquiring of a wider knowgkeda keener appreciation and
a love of good music.
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Royal Irish Academy of Music
(See pp. 122ff)

Leinster School of Music
(See pp. 1271)

The Associated Board of the Royal Schools of Music
14, Bedford Square, London, W.C.I.

Established 1889

Provides a series of examinations (Grades | to )Vldading to the
examinations for the following Diplomas:

Licentiateship of the Royal Academy of Music (L.RVA )

Associateship of the Royal College of Music (A.RVQ.

Licentiateship of the Royal Schools of Music (L.R9

Examinations for the L.R.A.M. and A.R.C.M. diploma® not held in Ireland,
but examinations for the L.R.S.M. diploma are hatdually in Dublin.

Number of Candidates examined at local centreseiarid (including Northern
Ireland) in 1950: 1,126.

Honorary Local Representatives:

Dublin Miss S. M. F. O'Callaghan, 112, Grafton St
Belfast Miss J. H. Loughridge, Belfast Royal Aeaty
Cork H. Fitzgerald Smith, Esq., 73, South Mall
Limerick Vacant

Londonderry William A. Frankland, Esq., 33, MantbbSt.
Waterford W. G. Gough, Esq., 93, Quay

Trinity College of Music
Mandeville Place, London W.I.

Established 1872

Conducts a series of examinations (Initial, FirgpS, Preparatory, Advanced
Preparatory, Junior, Intermediate, Senior, Advarfeeqior, Higher Local) leading
to the examinations for Associateship (A.T.C.L.)icdntiateship (L.T.C.L.),
Associateship in Music (A.Mus. T.C.L.), Licentiatgs in Music (L.Mus.T.C.L.),
Fellow ship (F.T.C.L.).

Number of candidates examined in Ireland (includidgrthern Ireland) in
1950: 7,071.
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List of Centres and Local Secretaries:
Arklow, Co. Wicklow
Miss K. Tyrrell, 10, King's Hill

Cork G. Brady, Hon. L. T.C.L., 3, Carrigside, {eége Road

Donegal Miss F. Lynn, Main Street

Dublin Mrs. K. Valentine, F.T.C.L., Hon. T.C.L.,, R.S.T., 4,
Colmore Crescent, Ballygall Rd., Glasnevin

Galway Miss S. M. Courtenay, L.T.C.L., 6 UnivéydRoad

Kilkenny Vacant

Letterkenny, Co. Donegal
Miss Ethel Lyttle, Lymac House

Limerick Donal Guina, L.T.C.L.,, AMus.T.C.L., Marile, Ennis
Road

Sligo Mrs. H. P. Craig, 6, Pearse Rd.

Tipperary Miss Mary Duffner, A.T.C.L., 4, Mainiget

Waterford Miss M. P. Cullinane, 59, Mayor's Walk

Northern Ireland

Ballymena, Co. Antrim

William Duncan, A.Mus.T.C.L., Alexandra Hse.
Banbridge, Co. Down

Miss E. de Pauley, F.T.C.L., L.R.A.M., Banbridgeh8al

of Music
Belfast James Vincent, Hon. T.C.L., 80, Gt. Viddt.
Carnlough, Co. Antrim

Miss B. Hamill, A.T.C.L., Stoneyhill House
Coleraine, Co. Derry

Mrs. F. M. King "Kenona", 22, Castlerock Rd.
Fivermiletown, Co. Tyrone

Mrs. E. McKee, L.T.C.L.,, L.LR.AM., AR.C.M., Apulia
Villa

Londonderry Miss V. Milligan, Beethoven House
Magherafelt, Co. Derry

Miss D. Harbison, L.T.C.L., M.R.S.T., The Square
Newry, Co. Down T. Rally, 8, Trevor Hill
Omagh, Co. Tyrone

Miss N. F. McCullagh, 21, John Street
Portadown, Co. Armagh

Miss Topsy A. E. Wilson, 18, Seagoe Rd.
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The Guildhall School of Music and Drama
Corporation of London

John Carpenter St., Victoria Embankment, Londo@, £&.
Established 1880

Conducts a series of examinations (Introductorlinary, Junior, Grades | to VIII)
leading to the examinations for Licentiateship (IS®.), Associateship (A.G.S.M.), and
Graduateship (G.G.S.M.).

Local Representatives :

Ballymena and Ballymoney, Co. Antrim
Mrs. S. L. Duncan, Hon. G.S.M., L.G.S.M., Alexandfause,
Ballymena

Coleraine, Co. Derry
Mrs. S. L. Duncan, Hon. G.S.M., L.G.S.M., Alexandfause,
Ballymena

Belfast (Music)
Douglas Brown, A.R.C.M., The Cottage, Osborne Drive

Belfast (Speech and Drama)

Mrs. H. Taggart, Hon. G.S.M., L.R.A.M., A.G.S.M.3,3King's
Road, Knock

Cork Sean Neeson, B.A., Mount Verdon Villa, Wadlion Road

Dublin (Music)
Miss Rachel Curtis, 2, Clonturk Ave., Drumcondra

Dublin (Speech and Drama)
Miss Ena M. Burke, 20, Kildare Street

Dundalk, Co. Louth
Richard Smith, B.A., Jocelyn Villa

Enniskillen, Co. Fermanagh
Mrs. M. Trimble, M.B.E., The Battery

Londonderry
James Moore, A.R.C.O., F.T.C.L., Studio, Carlistma&

Omagh, Co. Tyrone
Ethelbert Martin, Organist's House, Church Street



The Training of the Organist and Choirmaster

(CATHOLIC CHURCH)
By
REV. MICHAEL TRACY, L.Mus.

Late Professor of Ecclesiastical Music, St. PatddBollege, Maynooth.

Let efforts be made to support and promote in #& lvay possible the
higher schools of sacred music where these already, and to help in
founding them where they do not. It is of the uttmogportance that the
Church herself provide for the instruction of heasters, organists, and
singers, according to the true principles of sa@edMotu Proprio of
Pius X on Sacred Music, par. 28).

The views of the Church on sacred music have bgpregssed repeatedly in
recent centuries according as changes in musitaleacted adversely on the
music of the Church. Since 1903 two important Pajm@luments have appeared
that consider the teaching of liturgical music. {iaee therefore of special interest
in a consideration of the training of the Cathalwirmaster.

Much of this article must be concerned with reqeagal legislation on music,
and with a brief outline of certain epochs in th&tdry of musical composition in
so far as these affected the art of church mustt iafluenced ecclesiastical
legislation. Any scheme of study intended to fostiee proper training of
choirmasters and organists must be deduced frontetehing of the Church;
otherwise it will be regarded as a purely personalv. The founding of the
Pontifical Higher School of Sacred Music in Romeé 810 was intended to give a
practical application of the various points treatedhe Motu Proprio of 1903.
The same is true of the schools established aslBtatiand Malines in the last
century; the programme in these institutions wasetiaon the teaching of the
Church in so far as it was expressed at the time.

The unsatisfactory state of Church music in thisintty may be in part
explained by the condition of Irish Catholics aftemancipation. It is not the
entire explanation. Actually during the nineteertntury praiseworthy efforts
were made to establish voluntary choirs in manywf churches, and in some
instances to maintain paid singers; fine instrumenere installed by lIrish,
English, and even continental organ-builders. Té@son is to be sought more
probably in the profound changes that had come Buespean
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music generally between the pre-reformation peaiod the end of the eighteenth
century. These changes influenced church musicyeteare; but in Ireland the
evil results seem to have lingered on in spiteesiqulic efforts at reform.

These three centuries mark the climax and the detaye form of genuine
church music, viz. vocal polyphony. They also wésed the gradual emergence
of the art of secular music. The decay of Gregociaant had indeed begun much
earlier. This was due to the steady progress ofpbainy. As early as 1324-5
Pope John XXIlI had called attention to this in Becta Sanctorum PatrunHis
enactment did not arrest the decay of the chahiadt however highly beneficial
results on polyphony which through the work of tlager Netherland school
finally reached its highest point of development artistic excellence in the
Roman School with Palestrina (d.1594), with Lasskis,Netherlander (d.1594),
and with the Spaniard, Vittoria (d. circa 1613).

From 1600 onwards church music ceases more and tm@até&act composers.
Polyphony is gradually neglected; Gregorian chantdeliberately distorted
through a misguided application of the principlépmsody and by the whims of
editors and publishers; an evil which continuedha@a&ed until the restoration of
the traditional chants by the labours of the Bectetks of France in the last
century.

Meanwhile a new period begins in the history of imtise modern, from 1600.
The rise of the opera and later, after 1700, thehBdandel age led on to the
Viennese school of Haydn, Mozart, Beethoven andulBeft. Several features
differentiate this modern art from the older polgpli. A new system of tonality
has evolved out of the modal system of the eaalierin particular, after the death
of Bach and Handel, the chordal idea prevails ratinen that of simultaneously
contrasted rhythms; instruments now begin to ctutstian integral part of the
musical texture where previously pure vocalismisaff. A more fundamental
change at this time arose from the fact that comqsodevoted their powers not to
liturgical music but almost exclusively to the tmeant of secular subjects,
especially to the new art form of opera. Even wiedigious subjects are selected,
the musical treatment is more on the lines of thera, with the result that from
this time on we speak of two classes of religioussiay the liturgical as
represented by the early polyphony, and what isMknan a special sense as
"sacred music". To this latter class belong manysaa which musically are
excellent compositions, but which by reason of tengnstrumentation, and a
theatrical style do not form a suitable counterpathe liturgy.
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This rather sketchy view of three main periods urdpean music has to be
kept in mind if we are to appreciate the force @fent church legislation on
music.

The Instruction of Pius X, issued 22nd Novembef3L&amiliarly known as
the Motu Proprig, which he issued aghe Juridical Code of Sacred Musis
based on this threefold classification of musiccakxsideration of this document
and of some similar pronouncements by the succesdd?ius X will help us to
understand the ideals of the Church in liturgicalsia and to form some idea of
the scope and extent of the training demanded eotctioirmaster if these ideals
are to be realised. It will help us also to reachme practical conclusions as to
how these qualifications are to be acquired.

The duty of the Catholic choirmaster is not priyatio achieve brilliant
musical performances — though this is not excludebut rather an adequate
performance of the music that is intended to ac@mmr to form a necessary or
integral part of the solemn liturgy.

Legislative enactments on this matter are basedaofew fundamental
principles or criteria, viz. that the Church hagight to legislate even to the
smallest detail on what she deems necessary tgusate the dignity of the
liturgy; and again, that the Church favours thegpess of the arts, "admitting to
the service of the cult”, as Pius X said, "everyghgood and beautiful discovered
by genius in the course of ages — always, howewéh due regard to the
liturgical laws."

These criteria underlie the legislation on musanirthe time of John XXII to
the present day; but the Instruction of Pius X, leZlBummarizing previous
legislation, treats the matter in greater detahthny earlier document.

In the opening paragraphs, after setting forth gbelities that sacred music
should possess, it goes on to show — this is @rmpaunt importance — that these
qualities are to be found in music of very differ@eriods, and in compositions
that may appear to differ considerably from eadteoin. style. Three types of
music are mentioned, corresponding to the threef gleiriods of musical output in
Europe, viz. Gregorian chant, classical polyph@mg modern music.

Gregorian chant, the proper official music of thleu€h, the music that grew
up with the formation of the Roman liturgy itsedfturally comes first. One might
think there was no need to stress its importanaegdbring the years prior to the
publication of theMotu Proprig this music had been discarded almost universally

® La Musica Sacra come parte integrante della soléturgia. Musica Sacra utpote solemnis
Liturgiae pars necessaria.
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or at most was known only through vitiated versjdlimit now," the document
continues, "most recent studies have happily redtdrto its integrity and purity.”
The reference is of course to the restoration byntlonks of Solesmes.

Quite a long section next treats of polyphony. $Tktwo must be restored
largely in ecclesiastical functions, in cathedeaisl in the churches and chapels of
seminaries and other ecclesiastical institutiofitdly, recalling the principles
guoted earlier about the progress of art, we réadfallowing: "More modern
music may also be admitted since it, too, furnisktesnposition of such
excellence, sobriety and gravity that they areanvay unworthy of the liturgical
functions.” In the preface to the Instruction atitem is called to the efforts that
had been made in certain countries "where illusfrimen restored sacred music
to its fullest honour in all their churches.” Thésa recognition of the Cecilian
movement begun in Germany in 1868 by Karl Proskét Ahd others. This
movement spread widely, produced an abundant mgedf modern music
modelled on the older style and fostered the réwfalassical polyphony. It was
the first decisive step taken to bring about atrakreform of the abuses that had
arisen through the Haydn-Mozart type of mass amdutfh the many inferior
imitations of these masters.

This matter has been treated at some length bedhase is an idea rather
prevalent to-day — at least in Ireland — that naglexcept Gregorian chant is to be
performed in our churches. The Instruction, as "Uhddical Code of Church
Music", should be taken in its entirety, and ndeipreted in a sense clearly at
variance with the words of the legislator. Memories of Pius >y Cardinal
Merry del Val, we read the Pope's views on cert&ithusiasts who wished to
banish from the church all music that was not syn@aegorian chant.

It would be the same as if | were to discard thestnieautiful and classical
pictures of the Madonna on the plea that the pNmitaind only acceptable type
nowadays is the very earliest representation wegsssof the Virgin Mother. We
should thus be led to proscribe the masterpiecesaésiastical art and truly inspired

paintings... So it is with music. (p.52)

When the Instruction states that Gregorian chamxdusively prescribed in
certain parts of the liturgy, we may remember that reference is to what is
called theAccentusthe chant sung by the ministers at the altars ©hobligatory.
The Concentusi.e. the choral portion of the music sung bydheir, or schola, or
congregation, may be performed in chant or in podyyy or in suitable modern
music, Pius X called for a revival and wider uselodnt;
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he likewise called for a greater use of polyphdrmater legislation has not altered
this. Benedict XV in the course of a letter to Gaatl Vannutelli dated September
19th, 1921, on the occasion of the celebrationtsetbeld at Palestrina in memory
of the composer, writes:

We are unwilling that the passage of time shouldkea the force of these wise
rules laid down by that Pontiff (Pius X) in Hidotu Proprio of 22 November, 1903,
and called by himThe Juridical Code of Sacred Musigéh fact we desire them to
obtain their full force especially as regards tlassical polyphony, which, as has been
well said, reached the highest point of its perecin the Roman School through the

work of Giovanni Pierluigi of Palestrina.

Pius Xl in the Apostolic Constitution of 1928 swtthese points even more
emphatically.

From the foregoing points on legislation it is eésydeduce, in broad outline,
the training which a choirmaster must undergo ifishéo discharge his duty in a
satisfactory fashion. It should embrace gregoriéwant, polyphony, modern
music, organ playing. These naturally demand cenalde proficiency in certain
auxiliary branches of musical study: sight readisgpre reading, harmony and
counterpoint at least an aural and keyboard knoydeaf these studies in form
and analysis of compositions, transposition, extaplaying, and all that may
be included under the heading of choir-trainingn®i playing will be necessary
as a preparation for organ playing, for the prattstudy of score-reading as .well
as for extemporization and transposing.

Traditional methods of teaching harmony and coatet are nowadays being
seriously examined see for example, R. O. Morris Masical Education
(Hinrichsen, London, 1946). It may also be menttbriat the same writer's
Contrapuntal TechniqugLondon, 1922), dealing with aspects of sixteenth
century music not treated in the usual academithesk, is invaluable to the
practical musician, such as the Catholic choirnrasteo may frequently have to
perform this music.

Gregorian chant presents problems special to .itpkrt from the adoption of

a recognised system of rhythmic interpretation, afda suitable method of
accompaniment, difficulties arise in connectionhwitterpretation in the broadest
sense. The solution of these depends in part arowlkdge of Latin. The text of
the Proper of the Mass can scarcely be fittinglsfggeed if the meaning of the
words is not known. If a choirmaster lacks this \kiezige of Latin, help should

be had from such translations as are publishech&\Society of St. Gregory. A
further problem arises in the more ornate passafeshant, in which it is a

characteristic feature for
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groups of notes to be allotted to the weaker occeated syllable. This occurs in
polyphony too, but is more frequently met with ihaat. It calls for a subtle
adjustment of the volume of tone at the commencémérthese groups, an
adjustment that may be independent of the tonahtijyaequired by the general
contour of the melody or by the interpretative dedsof the text. Failure to
observe this results in a string of meaninglessisids, an evil which in Ireland is
aggravated by the tendency to hammer final noteg&ndwledge of the Latin

accentuation helps to remedy this.

A uniform system of pronunciation of Latin is of wwee essential for good
choral singing. The adoption of the system taughthe best choir manuals has
the warm approval of Pius X and of Pius Xl, anauidh sadly neglected in this
country, was recommended by the members of thb Higrarchy as early as
1904.

The institutions where one may pursue a regularseoof organ-playing are
rather scarce in Ireland. Instruction in this branf music has to be acquired in a
haphazard manner, with perhaps insufficient oppastdor practice. Yet no other
instrument calls more imperatively for regular piee on account of the
technical difficulties that confront the perform#drrough the use of separate
manuals, pedal board, control of stops. Apart ftbenuse of the instrument as an
accompaniment to singing, attention should be gitcetthe type of music that
artistic taste has judged best suited to the pdaticonal possibilities of the organ
— which does not often consist of a rearrangeméntuwsic originally conceived
for other instruments — and also to the type ofimtisat is regarded as suitable
for performance on the organ at Catholic service.

The programme here outlined, general musiciansspegialized training in
Gregorian chant, polyphony classical and modemgamplaying, a knowledge of
the Roman liturgy in so far as it has influenced tarmation of the liturgical
music, a study of recent legislation on sacred mussuch a programme would
seem to be essential for the training of the Cathdioirmaster. A programme
comprising so many distinct branches cannot be watety carried out except in
an institution especially devoted to the studyasfred music. The tuition acquired
at a recognized school usually carries with it &dbeguarantee of all-round
efficiency than holds in the case of training reedifrom the private teacher. This
latter method has of course been found to be hightgessful where the system
of the "articled pupil* — a kind of apprenticeshiphas been followed; but this
system, though widely practised in Anglican cathégrs almost unknown in this
country. Organists trained abroad have frequergnbappointed to positions in
Ireland. Results have justified the procedure. €haen are usually highly
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efficient organists and in most cases excellenirofasters. Any opposition felt

towards them was due to the fact that they triethtwduce approved liturgical

music to a country where the prevailing standarthste in this matter was rather
poor; and also, perhaps, to the pardonable jeal@fisyative musicians who

realized that, given similar opportunity for traigi in a recognized centre of
sacred music, they might have produced equally gesdlts. The success of
these foreign musicians is perhaps one of thedrgsiments in favour of a school
of our own for the training of church musicians.

A school of this kind, if set up, while it would milol its course of studies
mostly on the programme of the Pontifical Higheh&@a of Sacred Music, would
obviously have to concentrate on purely practicatters. The very fundamentals
of good musicianship call for improvement in thagintry. Vocalism is frequently
marred by such faults as flattening, by what is wammly known as scooping, and
by a vague sense of rhythm. We need a higher stmdachoir-training, better
organ-playing and above all the use of better msice, to quote Pius X again,
"Sacred Music must be true art".

The school might be situated in Dublin or in Cofkese are both university
centres. Both cities already possess schools fegrgemusic training. In both are
to be found flourishing choral societies. Furtherepaopportunities for hearing
liturgical music are available in these cities. sT/s an important consideration,
since the mere study of music is not sufficientettsure good performance
without the actual experience of good performanbdésris in hisContrapuntal
Techniqguerecommends the student not to be satisfied witbak lknowledge of
counterpoint, but "to frequent Westminster Cathledraany other place where
this music is habitually sung”. So too for one dmgito be a choirmaster. He
should hear good execution of liturgical music vileetchant or polyphony in its
proper setting, i.e. in the church, as the accoimpamt to, or as part of the
liturgical action.

In 1928, twenty-five years after the publicationtloé Motu Proprioof Pius X,
there appeared the Apostolic Constitution of Pil®iXliturgical music, in which
previous regulations are set forth in greater tetad with greater emphasis. A
paragraph towards the end of that document mayubted as a conclusion to the
foregoing remarks.

To achieve all that we hope for in this matter ntous trained teachers will be required. And

in this connexion we accord due praise to all tbkoBls and Institutes throughout the Catholic

world, which by giving careful instruction in theseibjects are forming good and suitable
teachers

" The translations of papal documents are taken f@atholic Church Musigublished by Burns, Oates and
Washbourne.
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THE training of the organist and choirmaster shobkel a matter of vital
importance in a country like Ireland, with its dgremadition of liturgy and
devotion. Before dealing with educational probleinsjay be well to review the
position of liturgy and music in the lIrish churclengrally, with particular
reference to their regional characteristics.

The Church of Ireland shares with the Church of l&mg) an incomparable
liturgy, superbly translated into English in Shgkesre's time. Recently the Book
of Common Prayer has been translated into Irist,tha Irish version is used at
special services. For instance one of the celamatf Holy Communion is said
in Irish annually on St. Patrick's Day in St. Raltis Cathedral, Dublin. Whether
the Irish version will ever be widely used, onletfuture — and the future of the
Irish language — can decide.

The Prayer Book of the Church of England is almdentical with that of
Ireland, except that in recent years some devigtlave been made, such as the
use of the CanticléJrbs Fortitudinis as an alternative tde Deumat matins
(Benediciteand Laudate Dominunhave long been permitted in Ireland for non-
festal days or seasons). Again, a series of psedmesfully selected in accordance
with ancient tradition have been permitted in Inelaas an alternative to the
monthly recitation of the complete one hundred fftg Psalms. This is a great
advantage to those who do not say the daily offiaes it gives Sunday
worshippers a selection from the whole of the Psaleach selection being
appropriate to the day for which it is chosen. diecitally, the Ornaments Rubric
permits vestments to be worn in England, but thisdt permitted as a rule in the
Irish church.

Now to compare the music used in the services eftwo sister churches. In
England the Office and Liturgy is more frequentiyoned, and Responses, either
in ancient plainsong or by such composers as T#lsd, Smith, etc., are much
more usually heard. Apart from Cathedrals and Qa@le churches, it is rare to
hear the
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Versicles and Responses intoned in Ireland, whegepreferred that the people
should respond in the speaking voice so that theusital or raucous may not
upset those near them. Again elaborate settingheofCanticles are more often
heard in England, due to the fact that choirs tle@esusually better trained and
more likely to do them justice, and also becaudeeiiand it is felt that the people
should be encouraged to "join in" by the use ddiagle a chant as possible. This
largely accounts for the fact that English compsd&ve to be drawn on almost
completely for the settings of the liturgy usednsh Cathedrals. Even Stanford
and Charles Wood, our most gifted church composispot write music for the
church until they went to live in England.

Any account of the historical development of thartjy would here be out of
place, but it must at least be said that the Oxfdayement of 1833 created a
great revival in England, and that the Cathedragletypf Service was largely
adopted by the Parish Churches as a result. Thignce extended in time to the
Irish church, but never to the same degree.

At present the tendency in England is towards atgresimplicity of musical
settings. Gounod's masses along with those of Mox&eber, Beethoven,
Hummel, etc., in English translations, were oncegneat demand. Not so
nowadays. Similarly, in St. Patrick's Cathedral,bliy Mozart, Schubert and
even at times Palestrina settings were once inlugenow the trend is to adopt
simple settings by Stanford, Hewson, Harwood, Weséed others. The
responsibility for the choice of music rests witte tVicar of the Parish, or the
Dean and Chapter of a Cathedral, in consultatianast cases with the organist.

On Sundays at Mattins and Evensong the Psalmsuagete Anglican chants.
At Mattins theTe DeumandBenedictugan amalgamation of ancient Mattins and
Lauds) are sung to either chants or ornate seftiagsl at Evensong the
Magnificat and Nunc Dimittis (an amalgamation of ancient Vespers and
Compline) are similarly rendered. In cathedrals ahdrches where it can be
undertaken with fitting reverence and resource,dffiee of Holy Communion is
rendered in all its beauty of choral setting. Ppshia might be mentioned that in
both Irish and English liturgies th@&loria in Excelsigs placed at the end, and not
"on the threshold of the mysteries" where St. Grggjoe Great places it. This has
enabled composers to make a great triumphant cliataithe close of their
settings, as in so many of Stanford's splendid s;onkhile on the other hand, the
absence of this climax tends to make continentases unsuitable, as Stanford
pointed out years ago in h&tudies and MemorieS§What conductor”, said he,
"would play the
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second movement of the Eroica Symphony at the engbresenting it to an
English audience?"

Let us now consider the main ideals which shoulddtefor the training and
equipment of the organist in the Church of IrelaRust of all, it is an essential
requirement for the young organist that he be irdbwéh a due sense of the
inspiring nature of his work. Only when Isaiah hsekn the vision of the six-
winged Seraphim in awe and glory, and had the dval from off the altar laid
upon his mouth, was he able to say "Here am |; sead

As for the necessary course of training, the maihjexts must be organ
playing, choir training, voice production and Igislogy. Too many of our
intending young organists take lessons in orgagimpgaonly for a brief period,
their chief aspiration being to win a prize at eblin Feis Ceoil, and if lucky
enough to please the whim of an adjudicator, tleey fhey have attained to the
summit of their art, and are appointed to an orgahip by the church authorities.
Many of them have little knowledge of Bach, do kobw what from among his
works is suitable for solemn and what for festigahsons, or how to choose
suitable voluntaries for different seasons of tkary or how to play them. They
have had no training in the principles of liturdiearship, nor the mind-training
which would enable them to obtain a bird's-eye vigthe long tradition of
liturgical music in western Christendom, so richdiglight to any serious student.
They cannot form a balanced opinion as to the lmikdfoundations of the style
which underlies ecclesiastical music down the dges Dunstable, Des Prés,
Palestrina, Gibbons, Byrd, Wesley, Goss, to Standoid Charles Wood.

Again, too few have any real knowledge of voicedmaiion — an essential for
the organist, since it enables him to correct tdlgtfany of his singers who are
amateurs, and in trouble from faulty productionclsénowledge would seem to
be even more necessary for an organist whose cbosists of amateur singers
than when it consists mainly of professionals, @imel organist who is not a
product of Cathedral training has often no ideahofv to deal with amateur
singers.

How then may the necessary ability in the aboverdsd subjects be gained?
So far as England goes, a valuable step in thé¢ digbction was taken by the late
Sir Sydney Nicholson when he founded the Royal 8clod Church Music
(resigning his position as Organist of Westmingibbey to do so). Since the
second world war it is situated in Canterbury, ¢hedle of English Christianity.
The students there have the advantage of heaghgés by competent authorities
on all the subjects appertaining to the organist's
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art, and in addition they have the incalculabledfi¢rof daily worship sung both
in their own chapel and in the crypt chapel of @damiry Cathedral, near to where
rested the martyred body of St. Thomas of Cantgrlldne can imagine what an
influence such an environment must have on theduives of those who spend
their formative years studying here.

Academic training alone is not enough for the pabdu of organists imbued
with the proper spirit of reverence and devotiond d& will be a great day for
church music in Ireland when a comparable developrtekes place, and some
donor arrives with sufficient love of the causéia heart to start such a School of
Church Music in Dublin. A suitable hostel and biunfgl might be secured not too
far from one of the Cathedrals, and the studenta@mmmodated might be
allowed to chant the offices daily in one of 'thatl@dral chapels — in the
atmosphere of a historic place of worship. Lectu@dsld be given in the School
by the Cathedral Organist, his Assistant, and byp=tient authorities on all the
necessary subjects. Again, lectures could be gfeeramateur organists from
outside, who could arrange to attend them withaibhdp resident in the School
itself. Even if such extern lectures were givenddurief period only, they would
allow our amateur organists to partake of the vedloip of the students, and —
more important still — to experience the atmosploér€athedral worship. As it is
to-day, the assistant organist at the Cathedrgéieerally a pupil of the organist
and an ex-choirboy, and others who play occasipnbéllong to the same
category. A School of Church Music would extendigimopportunities to extern
as well as to intern students, to the great spirigglification of the whole church
in Ireland.

It is now time that a widespread effort be madeewdve and reform church
music here. In the words of Dr. Bullock, former @ngst of Westminster Abbey,
"Church Music is essentially spiritual, an offeritqgGod in worship, a handmaid
of religion, a means whereby the devout can be nadeel the presence of the
Almighty." With these words, one may couple thoseently uttered by the
Headmaster of Bristol Grammar School, to the efféwt unless church
authorities waken from their Rip Van Winkle sled¢pey will find the stars of
Hollywood have taken the place of the stars of ldeauf it is to achieve
anything, such a move must be made by the wholecbhalergy and laity alike.
Especially in these days of open hostility to Ciaisty it is incumbent on a
country like Ireland, which from time immemorialsheontributed missionaries to
Europe, to uphold the tradition of the church bstaining its liturgy and music.
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But first of all there is the inadequacy of mosgaists’ livings to be
considered. In the earliest days we know that tigarast was merely a "pulsator
organorum"; gradually his position improved, angezsally in Cathedrals was
accorded a high standing. Until the Church autlesjithowever, offer a salary
more in keeping with even the most modest standairtiging to-day, especially
if they expect the organist to be properly equippmdhis post and to have had
much spent on his education, church music will aittact the most suitable or
able members of the community, who can but tooledsid more lucrative
spheres as an outlet for their talent.

Taken all in all, the Church of Ireland has few iposs to offer a fully
qualified whole-time organist. The two Dublin Cadr&ls of Christ Church and
St. Patrick are constituted in the full cathed@lrfdation, that is, the round of
Daily Offices is sung by the holders of the ancigosts of Vicars Choral and Lay
Vicars, and a number of choirmen and boys. Thene liwth Cathedrals a resident
Choir School where boys receive musical trainind aducation in general, and
are on the spot for the daily musical renderinghef Liturgy of the Prayer Book
to settings by Anglican composers from Byrd to &isthand Wood, in the best
tradition of choral writing. This is a peculiar itage of the Anglican church, for
the daily services in all the great Anglican catiaédiare sung by a trained choir
with a care and devotion rarely met with elsewhddafortunately in such
cathedrals as Belfast and Cork, and of course @ dimaller ones such as
Kilkenny, only on Sundays are services renderettheénfull choral fashion, as the
choir foundation is not possessed of the meansailly ¢horal services. In
Armagh, Belfast and Cork, however, the Sunday sesviare on the recognised
"Cathedral" lines, with ornate services and antheamsl choral Communion
Services on at least one or more Sundays of thehpand on great festivals. A
fair repertoire is upheld, though not of coursevdde as that of the Dublin
cathedrals, with their daily sequence of sung efidt is much to be hoped that in
the not too distant future at least Belfast andkCand perhaps Limerick, may be
able to hold choral services on at least some datise week. This is already the
case in Armagh.

The maintenance of a good standard is not so @ayeicase of the smaller
provincial cathedrals, in fact their circumstanaes usually almost identical with
those of the provincial parish church. No foundatxists for a choir school, and
at best a number of boys are drawn from local dsheoth as many ladies' voices
as may be gleaned to lead the singing. Under suchnastances it is difficult to
maintain the cathedral type of service, and a pastaurch type of service is all
that can be attempted.
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As regards the average city church choir and igamisation, the larger
churches sometimes have boys and men as in Enghdmete this is the rule
rather than the exception. It is then essentidltthe organist be a good trainer of
boys' voices, and that these are not merely "dusinielped out by ladies who
may be found willing to assist. Some good choirghef kind exist in Dublin, but
for the most part the larger church choirs are &dixi.e. they consist of women's
and men's voices. With professionals as leadessnme or all of the four lines, it
is often possible to maintain quite a good standawdl of recent years singers are
becoming ever less inclined to tie themselves feekvends to paid church posts,
unless the music is made interesting and inspifiings again depends largely on
the clergyman and organist, and on the particutarah. It is all-important that
the best tradition of chanting should be cultivatull it is good to record that the
recently revised Psalter has been the means of mi@iégent chanting, so that
the words are no longer sacrificed to the melodyhef chant. City choirs can
draw the best works which are still within theipeailities out of the rich store of
the cathedral repertoire — anthems by Byrd, Gibpbdhscell, Boyce, Goss,
Walmisley, Wesley, and more recent composers wins&s are inspired by a
true ecclesiastical environment, and are not, Heigase with so many of the best
composers of to-day, merely secular in their iregon.

We now come to a particularly difficult problem,mely, the upholding of a
reverent musical service, and one that is not phtofthe worshipper who is also
musical and artistically minded, in the averagentguparish church in Ireland.
Here we often have to do without a trained orgarmistthere is no money with
which to pay him. If the rector's wife is a cultdready and able to direct the
music, the parish may be happy indeed. If not, v8hio be found? Presumably a
schoolmistress or schoolmaster, or some interesteateur in the district, and
then the question remains as to what material @lable. Some ladies in the
parish who feel it to be their vocation to aid ttleurch choir, and some men
purporting to be tenors or basses may be persuadstend practices and learn to
sing in parts. If sufficient are not to be foundshould be firmly emphasised that
unison singing is better than singing, say, witlpr&ao and Bass, without either
Alto or Tenor. When the middle parts are lackindqh@amonised Anglican chants,
the effect can be painful. Many of our best chaats be sung in unison with good
effect, and this will also encourage congregaticefédrt, which is essential in
small parishes, Hymns should be chosen which caubg by the average voice,
i.e. not pitched too high or too low. And it is flaetter to attempt for an anthem
some lovely Bach
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Chorale in the Hymn Book than an inferior anthertirsg which is styled "easy
and tuneful”. With perseverance on the part of sgueson in the parish, a
devoted band may lead a really heartfelt servicesiaiple music, as well
performed as circumstances will allow. And letet d&dded that where an organ is
not obtainable, a piano is tonally preferable ttaemonium, and is more likely to
find a player than the latter. The sympathy ang leélall should be extended to
those who, placed in remote country parishes, sedhe importance of church
music, and strive for its advancement.

The Diocesan Choral Festival would be one of thefaneans of stimulating
organists, and of nourishing and encouraging chahdirs. Such festivals have
been in existence in the Church of Ireland forghst fifty years or more, but they
have latterly been less eagerly supported, whitgcdities of printing and of
transport have since the war years contributethéo decline. A new movement
to re-establish them is now overdue, though theess of such a movement
would scarcely be assured unless a central sclioousic were founded, such as
has already been discussed. The organisation dietttwal movement could be
directed from the school, service books drawn upryadvisory committee, and a
special course given by experts to the organissnding to participate. The
principal festival could be held in one of the Daobtathedrals, supported by all
the choirs in the city, and perhaps by choirs fritv@ provinces as well, while
regional festivals could also be held in the Irjglovincial cathedrals. Such
festivals are a feature of church music in Englard] take place annually in St.
Paul's Cathedral, London, under the auspices ofLtron Church Choirs'
Association, in York Minster, Canterbury and othentres. But the festival need
not be confined to the larger centres only — iriridis which lack a cathedral the
festival could be held in an important parish chur€he music studied for the
various festivals could then enrich the regularergpre of church choirs
throughout the country, thus providing a new stimsuboth to choir members and
to congregations. The choral festival books of plast afford a large supply of
fine Anglican church music, but this has ceasedifermost part to maintain itself
in our parish churches, and the impetus of annueltyrring festivals would be
needed to keep the supply stream vigorously moving.

Again, the choral festival could provide an occadiar the singing of some of
our great hymns, with descants added by the chibius, allowing all comers to
the festival to participate. In remote and loneabtricts — and how many of these
there are in Ireland! — the choral festival coudgtdme a rallying-centre for our
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scattered congregations. What is needed is a muffisupply of trained church
musicians who could operate in the various centied, above all, a leader who
could travel the country, as did Sir Sydney Nicbalsn England, and inspire
even the remotest parishes with his enthusiasm.

It must not be forgotten that the Church of Ireldrad given many important
names to music, chief among them being Sir Chafiliers Stanford, who was
born in Dublin in 1852, and Charles Wood, born iimmAgh in 1866. One need
but glance at the music lists in any cathedral lmrch of the great Anglican
Communion throughout England, Australia, CanadtherUnited States, and the
names of these two Irish composers of church muide certain to appear. The
music of the Cathedrals of St. Patrick and Chrisur€h left their mark on the
young Stanford who was ultimately to bring back #pgrit of Purcell, and to
introduce the symphonic idea into church servitless creating a new line in
church music throughout the world.

Another name is that of Sir Robert Stewart (182948who did important
work at St. Patrick's Cathedral and wrote much musdtle of which is in use at
present, since it is admittedly Victorian in stylBut his Concert Fantasia for
organ and a few other works deserve to live on,iasdsignificant that hi©rgan
School and Organ Studiésmve recently been re-edited and published — fe! a
in Ireland.

Among lesser lights one may mention the Roseingfamely, of whom Ralph
Roseingrave succeeded his father as organist &fa®ick's Cathedral in Handel's
day, and wrote some fine organ music which hasntgceome to light; the Earl
of Mornington (1735-1781); Sir John Stevenson (:I833); Richard Woodward
(1744-1777), the composer of some well-known chaams the brothers, Dr. T.
O. Marks, organist of Armagh Cathedral (1872-191&)d Dr. J. C. Marks,
organist of Cork Cathedral (1859-1903).

W. H. Vipond Barry, who was appointed organist bB&rtholomew's Church,
Dublin, in 1884 upheld model church services umsldeath fifty-four years later,
and was perhaps the greatest teacher of the orgarever flourished in Ireland.
He first introduced to Dublin much important organd choral music, such as was
afterwards adopted by the cathedrals, and wasuth@of some admirable hymn
tunes which are still sung in some churches, brihaw out of print. Ireland owes
more than is generally realised to this musician.

Of latter-day cathedral organists Dr. G. H. P. Hawbas held a position of
influence for many years now at St, Patrick's Cathle
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Dublin, and has contributed some original composgito this country's small
output. Like Sir Robert Stewart in his time, hePiofessor of Music at Trinity
College, Dublin.

Finally, one must mention the work of the Leins3erciety of Organists, which
provides lectures on subjects of interest to chuncisicians of all denominations,
and holds recitals both by members and by Englisth Gontinental organists
which should exert a very definite influence on 8tandard of organ-playing
here. But membership of the Society at presenmhals

Undoubtedly the prospects for church music hemmfcertain points of view,
are far from favourable. Each year it is becomingrendifficult to find suitable
persons to fill organists' posts, whether on antauraor professional basis. As for
the amateurs, too many week-end lures offer therasdb those who spend the
week in office or shop, while the rising cost ofilig and the lack of a
proportionate increase in organists' salaries tetrite- such as has occurred in
most of the other walks of life — has caused tledgssional to seek more lucrative
forms of activity. Again, partly for economic reasovery few composers to-day,
in many countries besides Ireland, turn to the Cihdor their inspiration, and the
present world situation induces composers to laothé film industry or secular
concert activities for a return for their time atebught. To write church music,
one needs to have a special vocation, as had ted gomposers who wrote
Anglican and other church music in the past, of mhbhas been aptly said: "It
was not written on the tomb of any one of them: tHete church music because
it paid.™ Against all seeming discouragement, howeverjsitfor the church
musician in Ireland to strive for the realisatiohewer higher ideals as they are
revealed to each of us in our limited spheres.etoember the greatness of the
cause and of the calling, and to keep pace witldévelopment of music in other
countries, for, to quote the late Dr. Charles Macpbn, "We have to give
utterance to eternal truths through the mediumrofad whose idiom is ever-
changing."”



Church Music Reform
By
JAMES DELANY
Organist and Choirmaster, St. Kevin's Church, Dbl

ANY writer on the subject of church music reformrrsi perforce to that
monumental document, tidotu Proprig and to what has already been written
by able and cultured men in practically every counf Europe, in America, and
no less vehemently and thoroughly in Ireland by ldte Edward Martyn. The
Motu Proprig however, does not call for talk or writing but fction. Those who
hasten to complain of our position in Ireland ihaten to it have to remember
that while it prohibits wrong practices, it demarntt® substitution of correct
practices. Before | deal with our position herahpgs a few general observations
might be made. A distinguished Canadian clergyntates emphatically from
experience that it is only the determination ofiwwalial pastors that can effect
notable results. It is futile to expect good litiwad music to develop as a matter of
course from the general culture of the congregaaou if pastors do not demand
and provide for school education in liturgical nauand for training choirmasters
to carry on what is begun in the school, nothing e achieved. Similarly the
choirmasters have to be made aware that their neggtity is not merely to make
music, but to makartistic religiousmusic in conformity with the demands of the
Motu Propria The very common mistake in not distinguishingwssn music
that may be good, devotional or religious and thecs&l forms of music which
the Church wishes to have used exclusively in harship must be corrected by
having the good taste, respect and obedienceltwfthe wishes of the Church.

How do we stand in Ireland in relation to thesetera? We have not a long
history or tradition in Church music, for reasomsvrbest forgotten, and because
of which we should not excuse present failures.viBaihave the inspiring writings
of the late Edward Martyn at the turn of the ceptuhree years before the
publication of the Papal document, calling attemtio abuses in Ireland and
showing with unerring taste a wonderful apprecratiof the Church's
requirements. Martyn was fired with enthusiasm s/ dxperiences at Cologne,
Rome and Paris. He may have been regarded as la brx#rhe was prepared to
devote his energy and money to furthering a caldsehwheMotu Propriowas to
prove right.
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He found our Church music bad and gave as the thes®ns:
(1) the laziness of our Catholic musicians;
(2) the want of knowledge and taste on the pattheftlergy;
(3) the unpardonable laxity among a large Cathmdjgulation.

He also stated that there could be no hope of iwgment untii women are
prevented from singing in our Church choirs. He iditlate reform in the Dublin
Pro-Cathedral and ensured its permanence, butefuien had not a lasting effect
on the Diocese or on the remainder of the coudtiso in existence at the turn of
the century was the Irish Society of Saint Cec#impodying the Dublin Diocesan
Commission on Sacred Music, which achieved somesuaneaof reform but only
lasted a few years. Summing up the position ofrohasters and singers forty-six
years ago, Martyn wrote:

with an inexhaustible treasury of the grandestesiattical song at their disposal,
these profane and somewhat grotesque arbiters ligiotess music yet prefer to
produce, whenever they are able, work so frivolansan and unecclesiastical as to

render attendance at a musical service almost matge

How do we stand to-day? Only in churches of whible brganists and
choirmasters are possessed of a rare sense oforoeaitd devotion to their task
do we find a healthy position, and | regret to 8&t the majority of these few are
foreign musicians. We have not yet provided themadar training and equipping
organists, choirmasters and singers in accordariite Rapal recommendations.
Those who give the matter any thought at all anglfar with a state of affairs all
too common throughout the country. Women in chanmes almost as common as
when Martyn deplored this flagrant violation of @hurch's wish.

CONGREGATIONAL SINGING

Congregational singing is in such a depressed 8tatat can hardly be said to
be practised at all. Most congregations and tharosts who cater for them are
content to struggle along on a handful of hymnstipgsoor in text and music.
Seldom are people provided with hymnals, and faengits are made to practise
and encourage hymn singing. The remedy for thig sthaffairs is as simple as it
is desirable. | should like to quote here from aoneient American publication,
Sacred Music and the Catholic
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Churchby Rev. G. Predmore, which | recommend to everyassociated with
church and school music. Father Predmore writes:

Any congregation if properly trained is capablerefdering the responses at High
Mass, Vespers and Benediction, together with hyrimghe vernacular at the
conclusion. The congregation that does this muchdaes it well is doing something
most commendable and edifying, is imitating théhfai of early Christian days, and
is carrying out the wishes of the Church. Aftesttiurther steps may be taken to learn
Benediction hymns, a Credo, or something from thdirary of the Mass. All this
need not interfere with the work of the Main orutgical Choir; on the contrary it will

be an encouragement, an assistance and an in@pitatits choir master and singers.

This may sound unduly ambitious, yet it is witheach of our congregations,
granted but a little organisation, some months m@paration and a supply of
hymnals. A few minutes' practice at all Sodalityetiregs, properly conducted,
will arouse enthusiasm. Children will be delighted have an opportunity of
singing what many of them are already being taughite schools. There are few
people in Ireland under thirty years of age conmghjetinfamiliar with a Credo,
and yet an opportunity is seldom given them in €huo join in the singing at
Mass.

The Holy Ghost Hymnalpublished in 1911, is the most useful manual we
have, and if it were revised to include a widergeanf seasonal vernacular hymns
(Irish and English), it would provide a compreh&esbook for congregations. Is
there any obstacle to the reform envisaged by Fé&hedmore and others? None
other than the little trouble and cost involvedproviding congregations with a
suitable hymnal.

THE CHOIR

When speaking of the Choir, | mean the singers witlosupply the music of
the Liturgy. Outside the Cathedrals and Colleg@t@pels, there is comparatively
little work in the year for the liturgical choir.vEén in large city parish churches,
sung Masses are few and Vespers and Complinelngtead of restoring the sung
liturgical offices to their rightful place as urgdy the Motu Propriq we are
content to allow most Sundays of the year to pa#is mothing more fitting than
annoying interludes of sacred music of one soammther during Low Mass.
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Further, we allow two very common errors to conéinunchallenged:

(1) the assumption that women's voices have a pta€hurch music,
when the legislation shows clearly that this isabose;

(2) the assumption that the laws which govern dital singing do not
apply to the type of music sung during Low Mass.

With regard to the second, we should rememberdbetide official worship,
we may sing whatever devotional music we wish. brship, only that may be
sung which follows precisely the forms proposedhsyChurch.

| quote here a list of the most common mistakeshofrs:
(1) Neglect of the Proper of the Mass;

(2) Singing good music out of place; substitutimytaing for the thing
required by the Mass proper to the day or season,;

(3) Use of prohibited types of music, and neglddhe official chant and
polyphony;

(4) Neglecting to teach the choir theory and siglaiding;

(5) Aiming for dramatic appeal,

(6) Making a concert hall of the church by the samggof concert solos;

(7) Neglect of unison singing;

(8) Neglecting to co-operate in congregational isigg

Reform of these matters cannot be achieved quidthit is a case of gradual
education. The primary school stands out as thef ¢arget of reform. Diocesan
Commissions or a National Commission on Sacred dAsuld need to be set up
with authority to take appropriate measures, ahdeform is to be achieved on
ambitious lines, a National School of Sacred Mai&chola Cantorum in the full
sense) is essential to train and equip our futhw@rmasters and organists. The
founding of such a school is urged by etu Propria Its foundation in Ireland
would hasten reform and ensure its permanence,bgnthe inclusion in its
curriculum of the regular performance of Mass, \&espand Compline, it would
set a model and standard for all to follow.

It is true, | think, to say that the wave of entlags for plain-chant in Ireland
has abated considerably in the past ten yearsvialeis again due, but in the
meantime it is advisable to make available as ngadd modern unison music as
possible with a view to cultivating a taste forles@stical music. This has been
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realised in other countries, and music has beettenriand published that is
equally suitable for the most humble parish choiCathedral singers. It would
help considerably, | think, if the revisédbly Ghost Hymnaivere to include a
well-chosen selection of simple modern Masses antetd for unison, two, three
and four-part singing. With these additions and git@nsong Propers of the
principal Feasts of the year, thdoly Ghost Hymnalwould become a
comprehensive National Manual of Sacred Music fee in every church and
school.

THE ORGANIST

Until quite recent years, the Irish Catholic musicivho wished to study organ
playing had no recognised centre to which he ctudd for tuition, and he was
faced with difficulties regarding practice and epipece. The inclusion of an
organists’ and choirmasters' course in the Natidhaversity some years ago
eased the problem to some extent, though it majobeesarly to decide if any
appreciable improvement in the standard of orgawgipy has resulted. It is true,
however, to say that the standard of playing ishenwhole very low. In fairness
to those who undertake the work, it must be addeat the standard of
remuneration is equally low.

Few instruments lend themselves so easily to abarsgdravesty as the King
of Instruments, and it is regrettable that from gynah our organ lofts is heard
little more than a travesty of a beautiful art baléd by centuries of association
with Church Service. In addition to equipping hithsas fully as possible
technically for the best possible performance oftlaing he is likely to be called
upon to play — and this requires a knowledge oftist of musical works, vocal
and instrumental — the Catholic organist must aeqthe ability and taste to
distinguish between what is truly ecclesiastical arhat is not. At all times, his
playing should be such as will enhance the splend@éuChurch services and
make for a devotional atmosphere. The only way wo$ueng reform and
development of this specialised study is through thundation of a Schola
Cantorum similar to those which have borne suchddoat in Belgium, France,
Italy and elsewhere.

Can we hope to achieve these reforms in Irelanmumtime? | am convinced
that we can. Edward Martyn said that we are someuwdraless and hard to rouse
in this matter. Nevertheless the country was osgahsatisfactorily in 1932 to co-
operate in the music of the Eucharistic Congressw l¢agerly young and old
learned the programme! Clergy throughout the cquhave often since alluded
with regret to the fact that congregations had few
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opportunities to use again what they learned sergggand have since forgotten.
The musical programme of the Congress would appear to have been a
window display to the world of something we did megularly stock. We could
perpetuate the effort we made for the Congress.obfert is always the same.

Good music, particularly since the Second World Warmaking a bid to
conquer the world. The Church's music is all gaaaj the Church has always
recognised the power of its music, and the infleebhexerts over the people. The
spirit of the Irish people can be shown in our Chumusic. TheMotu Proprio
says:

while Church music must be universal, every natisnpermitted to admit into

ecclesiastical compositions those special formsclwvimhay be said to constitute its
native music; still these forms must be subordihd@tesuch a manner to the general
characteristics of sacred music that nobody ofration may receive any impression

other than good on hearing them.

The celebrated Flemish, Spanish, English, French Ia@tian schools which
produced the Church's "Golden Treasury" of Polyghare evidence of this. We
have experts in Ireland who can guide us in thédimg of an Irish School of
Sacred Music, while those clergy in the seminanike have made a special study
of ecclesiastical music could also play their pauthis great reform, which would
have inevitable spiritual, cultural and social \esu

Are there obstacles to this reform? None, proviechave the desire for it, as
having the desire we will find the enthusiasm ahd tmoney. Regarding the
financial aspect of Church Music Reform, the latan@nh Jackman, a noted
English enthusiast, wrote of the position in EngdtafiPlenty of money for
cinemas, pubs, dogs and racing but none for thetheé the house of God." That
need not be the case in Ireland.
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CATHOLIC CHURCH

L.L.I. (Malines) = Laureate, Lemmens Institute, dién (Malines)
G.S.C.M. (Aachen) = Graduate, School of ChurchiMusachen
D.R.F.C. (Antwerp) = Diplomé, Royal Flemish Conssoire, Antwerp
D.R.A.M. (Munich) = Diplomé, Royal Academy of M@asiMunich

Archdiocese of Armagh— St. Patrick's Cathedral, Armagh
THOMAS W. HOLDEN (1905) 12, Abbey St., Armagh, N. Ireland
PredecessordNicholas Hessian (1893); — Welsh (1890)

Diocese of Meath -Christ the King Cathedral, Mullingar
MRs. EVELYN DORE(1943)Dominick Place, Mullingar, Co. Meath
PredecessorPhilip Dore, M.A., B.Mus., F.R.C.O. (1938)

Diocese of Ardagh and Clonmacnoise St. Mel's Cathedral, Longford
RENE SEGERS L.L.I. (Malines) (1928) 6, St. Mary's Tce., Loogd
PredecessorsReuter 1922; Rudolf Niermann 1913; George Obdendf910 ; J. B.
Macauley 1909 ; Alphonse Haan 1883

Diocese of Clogher St. Macartan's Cathedral, Monaghan
REv. P.V. MALLON, C.C.(1920)St. Joseph's Presbytery, Monaghan
PredecessorsSisters of St. Louis 1917; Antoine Begas 191&r8lan Rogers Jnr.
1909; J. B. Macauley 1906; Hanratty 1905; Brisc662t C. Jensen 1899; John J.
Robinson 1896; Louis O'Brien 1894; W. H. Grattaode 1889

Diocese of Derry— St Eugene's Cathedral, Derry
CLEMENT J. HAAN, G.S.C.M. (Aachen) (1931) 24, Marlborough St., Derry, N.
Ireland
Predecessord. S. O'Brien (1914)

Diocese of Down and Connof St. Peter's Cathedral, Belfast
MAURICE KENNEDY (1941)161,Springfield Road, Belfast
Predecessors Thomas H. Picton 1919; Carl G. Hardebeck 1904;ydda
Mulholland 1884

Diocese of Dromore- Cathedral of SS. Patrick and Colman, Newry
JOZEF DELAFAILLE, L.L.I. (Malines) (1929) 39, Kilmorey Street, Newry, Co.
Down, N. Ireland
Predecessorddenri Tirez, L.L.I. 1924; W. J. Monypeny 1908; J.(&Brien 1907;
J. J. Keogh 1901; Miss R. O'Hare 1888; J. Rus8&i01

Diocese of Kilmore— Cathedral of SS. Patrick and Felim, Cavan
REV. VINCENT KENNEDY, B.A., H.DIP. IN ED. (1942)St. Patrick's College, Cavan
Predecessordvliss M. Roche 1913; Edward Roche 1863

Diocese of Raphoe- St. Eunan's Cathedral, Letterkenny
ANTHONY CLARKE (1943)Main Street, Letterkenny, Co. Donegal
PredecessorsW. Donnelly 1937; A. Semple 1929; Mother Loyola2®9 Mother
Agnes 1904

Archdiocese of Dublin— St. Mary's Cathedral, Dublin
OLIVER O'BRIEN, B.Mus. (1946)37,Parnell Sq., Dublin
Predecessorsv¥incent O'Brien, D.Mus., F.R.I.LA.M., 1902; Brend&ogers ¢.1890;
Hayden Corri ¢.1837

Diocese of Ferns- St. Aidan's Cathedral, Enniscorthy
MISSKATHLEEN GRATTAN FLOOD (1928)Rosemount, Enniscorthy, Co. Wexford
Predecessor: W. H. Grattan Flood, D.Mus., K.S.8518
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Diocese of Kildare and Leighlin— Cathedral of the Assumption, Carlow
KARL SEELDRAYERS L.L.I. (Malines) (1941) 4, Pembroke, Carlow
Predecessors Franz Born 1922; Gustav Haan 1894; J. van Cragd3;1J.
McAllinden 1888

Diocese of Ossory- St. Mary's Cathedral, Kilkenny
JosePHA. Koss G.S.C.M.(Aachen) (1912) 9, Patrick St., Kilkenny
Predecessors]. S. Corley 1907; Rudolph Niermann 1906; — Weitk 905; Miss
Donegan; John Fallon; — Moosmair; — Morosini

Archdiocese of Cashel and Emly- Cathedral of the Assumption, Thurles
MICHAEL D. FARRELL, B.Mus. (1947)24, Castle Ave., Thurles, Co., Tipperary
PredecessorsTheo Verheggen, L.L.I. 1935 ; P. M. Egan 1930

Diocese of Killaloe— SS. Peter and Paul's Cathedral, Ennis
ERNESTDE REGGE L.L.I. (Malines) (1923) Ashline, Ennis, Go. Clare
PredecessorsA. Hicks 1919; O'Shaughnessy 1915; Dominic No802L

Diocese of Cork— Cathedral of St. Mary and St. Anne, Cork
ALOYS G. FLEISCHMANN (1906)2, Wellesley Tce., Wellington Rd., Cork
PredecessorsHans Conrad Swertz, G.S.C.M. (Ratisbon) (1890je-Paine, 1889;
Leopold de Prins 1870

Diocese of Limerick— St. John's Cathedral, Limerick
CHARLES KING-GRIFFIN (1930)Laurel Park, Rosbrien, Limerick
Predecessors). Fallon 1929; Kendal Irwin 1898

Diocese of Cloyne- St. Colman's Cathedral, Cobh
STAF GEBRUERS D.R.F.C. (Antwerp) (1924) 3, Graham Tce., Cobh, Cork
PredecessorsRev. W. F. Browne and E. Manley 1918; H. Harv&1 4, Caesar
Boré 1913; R. Niermann 1907; Friedrich Graff 1902;H. Murray 1900; Brendan
Rogers, Jnr. 1896

Diocese of Kerry— St. Mary's Cathedral, Killarney
THOMAS DONOGHUE(1950)Henn St., Killarney, Co. Kerry
Predecessors Miss A. Curran 1930; Mrs. McCaffrie; — O'Shaugbsye 1911;
Louis O'Brien 1910; Miss Hetreed ¢.1890

Diocese of Waterford and Lismore- Cathedral of the Most Holy Trinity, Waterford
JOHN GABRIEL M. GROGHAN (1944) Queen's Hotel, Waterford
PredecessorsM. J. Bowman, M.A., B.Mus., 1941; Stanley M. Baavy1936;
Antoine Bégas, F.R.C.0. 1916; J. Storer

Diocese of RosSt. Patrick's Cathedral, Skibberecn
REV. BR. HILARY, F.S.C. (1942) St. Fachtna's High School, Skildrer€o. Cork
PredecessorsRev. Br. Columban 1941; Michael O'Callaghan, C.T. 1930; D. Duggan
Archdiocese of TuamSt. Jarlath's Cathedral, Tuam
REV. CHARLESA. SCAHILL, B.A., B.Sc. (N.U.1.) (1938) St. Jarlath's ColleG&am,
Co. Galway
PredecessorsN. J. M. Hession 1905; Hans Marx 1904; Sr. Mi¢HE@01; Miss
Frances Courell and Miss Mary Curran 1895; Missiftai889; Mrs. Pierce 1877;
John Hession 1820

Diocese of Achonry- Cathedral of the Annunciation and St. NathyJ&dladereen
MRS. MARGARETHENRY (1941) Ballaghadereen, Go. Roscommon
Predecessorgseorge Cullen 1911; Mrs. Williams 1870

Diocese of Clonfert— St. Brendan's Cathedral, Loughrea
KARL WOLFF (1927) Moore St., Loughrea, Co. Galway
Predecessorslean Thauet 1925; Frank Timoney 1912; Joseph K235
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Diocese of Galway and Kilmacduagh St. Nicholas' Cathedral, Galway
LouisEVERS, M.A., Ph.D.(Columbia, Louvain) (1925) 15, Mary St. Galway
Predecessor-irmin van de Velde, L.L.J. 1912

Diocese of Killala— St. Muredach's Cathedral, Ballina
JAMES S.CORLEY, Final Cert. R.A.M. (1919) Ardnaree, Ballina, Co. ya
PredecessorsM. J. Cusack 1916; Malachy Tuohy 1890; Henry \Walk878;
Daniel Hession 1873

Diocese of Elphin— St. Mary's Cathedral, Sligo
PATRICK M. EGAN, B.A., (N.U.l.) B.Mus. (Dublin), A.R.C.O. (1941)horch
Hill, Sligo
PredecessorsKarl Seeldrayers, L.L.I. 1936; Albert de Meesi®&?9; John Fallon
1918; John Delaney 1887; Frank Manley; Wm. Monypé&hy A. Miller; —Lamb

CHURCH OF IRELAND

Archdiocese of Armagh— St. Patrick's Cathedral, Armagh
REGINALD WEST(1935)10, Vicars’ Hill, Armagh, N. Ireland
PredecessorsEdred Martin Chaundy, M.A., D.Mus. 1920; Georgenky Phillips
Hewson, D.Mus. 1917; Thomas Osborne Marks, D.MB8%21 Robert Turle 1823;
Frederick William Horncastle 1816; John Jones, DsM&797; John Clarke-
Whitfeld, D.Mus. 1794; Richard Langdon, B.Mus. 178angrishe Doyle, D.Mus.
1776; Robert Barnes 1759; John Woffington 1752; BdBettridge 1722; William
Toole 1711; Robert Hodge 1695; John Hawkshaw 1R&hard Galway 1634

Diocese of Clogher St Macartin's Cathedral, Enniskillen
E. LLoYyD SIMON, A.R.C.0.,A.R.C.M., L.R.A.M. (1932) Sunnybank, Enniskillen,
Co. Fermanagh, N. Ireland
Predecessorsd. E. Platts 1925; W. H. Pullan 1919; P. A. Kimid®12; A. A.
Claypole, D.Mus. 1911; H. H. Hallowes 1898; E. Mhabndy, B.Mus. 1895; C.
Arnold 1894; Mathew Arnold 1874; C. A. Mills

Diocese of Derry and Raphoe- St. Columb's Cathedral, Derry
MICHAEL H. FRANKLIN, B.Mus. (Dublin) (1948) 30, Hawkin St., Derry, Neland
Predecessors]. T. Frankland, A.R.C.O., Hon. R.C.M. 1920; Heflgleman, D.Mus.,
F.R.C.0. 1916; Sidney H. Weale 1912; Daniel C.Jobddlus., F.R.C.O. 1878

Diocese of Connor, Down and Dromore- St. Anne's Cathedral, Belfast
JOHN CHARLES BRENNAN, B. Mus. (Dunelm), F.R.C.O., L.R.A.M. (1904) 5, &y
Crescent, Belfast (First appointment — Cathedr&tofAnne dedicated in 1904)

Diocese of Kilmore, Elphin and Ardagh— St. Fethlimidh's Cathedral, Cavan
MISSWINIFRED PRICE (1919) Kilmore, Drumconnick, Co. Cavan
PredecessomMiss W. Gibson 1910

Diocese of Tuam, Killala and Achonry— St Mary's Cathedral, Tuam
MISSVIOLA PATTON (1946) Dublin Rd., Tuam, Co. Galway
PredecessordMiss Mona G. Fisher 1938; Miss Hiller 1933

Archdiocese of Dublin, Glendalongh and Kildare— Christ Church Cathedral, Dublin.
LESLIEHENRY BRETTREED, D.Mus., F.R.C.O.
PredecessorsThomas H. Weaving, F.R.I.LA.M. 1920; Charles Herhg¢itson, D.Mus.
1913; James Fitzgerald, B.Mus. 1906; John Horand1&r Robert Prescott Stewart,
D.Mus. 1844; John Robinson 1834; Francis Robindamjus. 1816; William Warren,
D.Mus. 1805; Langrishe Doyle, D.Mus. 1780; Samualrphy, D.Mus. 1777; Richard
Woodward, D.Mus. 1765; George Walsh 1747; Ralphirigmave 1727; Daniel Rosingrave
1698; Thomas Finell 1694; Peter Isaac 1692; Thdd@mgan 1689; Thomas Godfrey 1688;
John Hawkshaw 1646; Benjamin Rogers, D.Mus. 163&8ndal Jewett, B.Mus. 1631;
Thomas Bateson, B.Mus. 1608; John Fermor 1595; avaitennedy, 1591; Robert
Hayward, 1546
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St. Patrick's Cathedral, Dublin

GEORGE HENRY PHILIPPS HEWSON M.A., D.Mus. (Dublin), F.R.C.O. (1920),
Ashbrook Tce., Leeson Park, Dublin

PredecessorsCharles George Marchant, B.Mus. 1879; William phy, B.Mus.
1861; Sir Robert Prescott Stewart, D.Mus. 1852;ligMil Henry White 1844;
Richard Cherry 1843; John Robinson 1829; Francibii®on, D.Mus. 1828;
William Warren, D. Mus, 1827; John Matthews 1808ilip Cogan, D.Mus. 1780;
Samuel Murphy, D.Mus. 1773; Michael Sandys 176%r{é&Valsh 1765; George
Walsh 1761; Richard Broadway 1748; Ralph RosingEk27; Daniel Rosingrave
1698; Robert Hodge 1695; William Isaac 1691; Thorkasell 1689; Thomas
Godfrey 1686; John Hawkshaw (Jnr). 1678; John Haaks1661; Randal Jewett,
B.Mus. 1631; Antony Willis or Wilkes 1606; WillianBrowne 1555; William
Herbit 1509

Diocese of Ossory, Ferns and Leighlir St. Canice's Cathedral, Kilkenny
ARNOLD T. MCKIERNAN, M.A. (Dublin), A.R.C.O., L R.AM., AR.C.M (1947) St.
Canice's Cottage, Kilkenny
PredecessorsVictor Love, B.Mus., A.R.C.O. 1945; Walter K. Hestt, B.Mus., A.R.C.O.
1938; T. A. Richardson, L.R.A.M. 1936; R. A. Hodgs&930; F. A. Harrison, D.Mus.
1927; H. W. South, B.Mus. 1922; J. T. Horne, B.M1819; J. V. Raffles 1916; W. H.
McClelland, D.Mus. 1906; Alfred Ranalow 1895 5 A. Froggatt, B.Mus. 1891; Wm.
Ranalow 1847; George Devine 1844; — Jepson (?)eRoh Bevan 1838; Bettesworth
Bailly 1809; — Moss 1809; — Tuke 1797; Richard Malée 1773; John Ximenes 1724;
Arthur Sampson 1710; Robert Woffington 1704; Anthokloss 1692; 1688-1692 no
Organist — John Billington paid for "Raising theafss"; Wm. Ayres 1684

Diocese of Cashel, Emly, Waterford and Lismore- St. Patrick's Cathedral, Cashel
MISSELIZABETH HOPKINS (1942)The Deanery School, Cashel, Co. Tipperary
PredecessorsMiss Argue 1930; Miss Abercrombie 1914; Miss Gre11; Wilson Firth
1878; Daniel Lodge 1854; J. Tyrell 1851; J. Magra®vl; Frederick Mathews 1822;
Robert Linton 1799; John Mathews 1791
Christ Church Cathedral, Waterford
ERIC HENRY DE COURCY, B.A., B.Mus (Dublin), L.R.A.M., AR.LAM. (1944),
Newtown School, Waterford
PredecessorsT. Cottam 1940; E. G. Wells 1935; Mervyn Williarh829; Robert
W. Ashworth 1888; John Morland 1884; James M. Muila868; W. Alcock

Diocese of Cork, Cloyne and Ross St Fin Barre's Cathedral, Cork
J.T.HORNE, B.Mus. (Dublin),A.R.C.0.(1922)8, Dean St., St. Fin Barre's Cork
PredecessordWilliam George Eveleigh, D.Mus., F.R.C.0O. 1908mgs Christopher Marks,
D.Mus. 1859; James Brealsford Stephens 1811; JRwmelse 1805; Henry Delamaine 1782;
William Smyth 1712; Edward Broadway 1711; Willianodle 1703; Thomas Hollister
1695; William Love 1677

Diocese of Killaloe, Kilfenora, Clonfert andKilmacduagh — St. Flannan’s Cathedral,
Killaloe
MRS. VINCENT HODGINS (1945)Coolbawn, Castieconnell, Co. Limenck
PredecessorsR. W. Ruddock, A.R.C.O. 1944; Miss J. Clarke 19&Bss A. N.
Stanistreet 1922; Miss A. E. Kidd 1905; Miss AsI8®1; Richard Bourke 1892; W.
Arnold 1880; Miss M. A. Williams 1869

Diocese of Limerick, Ardfert and Aghadoe— St Mary's Cathedral, Limerick
FRANK E. BRISLANE (1946)18, Crescent Avenue, Limerick
PredecessorsMichael H. Franklin, B.Mus. 1934; Frank MusprditR.C.O, 1885; George
Frederick Handel Rogers 1835; George Alexander &bd834; George William Osborne
1799; Charles O'Grady Osborne (Vicar Choral) 1784arles Osborne 1748; Anthony
Sampson 1725; Robert Corfe (Vicar Choral) 1721;nJBlnsbands 1693; Anthony Moss
1680; Richard Burgh ¢.1665; Richard Fuller 1601264



The Composer in Ireland
By
FREDERICK MAY, B.Mus.

Composer; Late Director of Music at the Abbey Theddublin

FOR the past twenty-nine years a native Governnmast been in power in
Ireland, and though the period may be comparatiwlgrt, it is surely long
enough to have enabled us to hammer out a cer&ait Ipolicy with regard to
music here, and the conditions governing its salvand development. But we
are far too prone to indulge in idle, profitlesddte, instead of getting together
and by a joint effort, in other words by dint ofanisation, so influencing public
opinion as to force the Government to solve sonth@®inajor issues which are at
stake.

Now, it is broadly true that a composer can comé& drom a musical
environment. The composer's craft is so complek libamust constantly test his
own growing powers against the great masterpietdgegast and present. At the
same time he should himself be musically activeayiplg one or more
instruments, and singing in a choir, if possible,as to enable him to come into
first hand contact with a wide variety of great mu8ut — most important of all —
it is a primary necessity that he should, in thdyestages, be in the hands of a
teacher who will not only give him a thorough thetaral grounding in the basic
principles of the art, but who will kindle, instead smothering, his budding
creative gifts, and encourage him to discriminatthout being captious, and to
enjoy as wide a range of the literature of musipassible, without falling into
the opposite pitfall of an easy-going, uncriticgletance.

Let us gladly acknowledge that in this all-impottaphere of education real
progress has been made, and that we have somen¢rmpedagogues who are
training young composers in the elements of theaftcand at the same time
sending out a constant stream of good teachersetwdrious schools. It is also
pleasant to be able to record that the DepartmieRtocation has been showing
itself increasingly alive to the necessity of J#alg the educational aspect of
music. At the first Summer School of Music, helddan the auspices of the
Department in 1946, students of composition frohoagr the country were given
the opportunity of bringing their manuscripts to eomf the greatest of
contemporary composers, Sir Arnold Bax, for dismrsand advice. In addition,
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they were able to listen to, and in some cases pake in, a wide variety of
chamber music played under the direction of Mr. ijétholst. There were various
other activities in connection with the course, th& most important, next to Sir
Arnold Bax's composition classes, was the courseomducting held under the
inspiring leadership of the French conductor, ManJ&lartinon. Every score M.
Martinon interpreted blazed into an incandesceain@ of beauty, and without
doubt he has left an indelible impression on thad®miof his students. At the
Courses held in the two following years, M. Martin@as in charge of both the
composition and conducting classes, and was camspsty successful in both,
and in 1949 the School was fortunate enough toreeitie services of Mr. Alan
Rawsthorne for the composition classes. All thereesi held under the auspices
of the Summer School of Music have been free, abttie poorer students have
not been deprived of entry. It is to be hoped thase courses have come to stay,
and that they will take their place henceforwarchdesature of the musical life of
Ireland.

Then, too, on the credit side, it is but fair tontien the vast improvement
which has taken place in recent years both in th@gidREireann Orchestra, and in
the general quality of the broadcasts transmittedhle station. This has, in its
turn, built up a wider general public for music,dathe series of symphony
concerts which were up to recently given every seas the Capitol Theatre and
are now being given on a smaller scale, if morguestly, in the Phoenix Hall, is
a development which would have been undreamt ofmeery long ago.

This gradually increasing activity, where music é¢encerned, and the
heightening of interest on the part of the puldialy serve to focus attention more
sharply than ever before upon the one great disedga under which we labour,
namely, the absence of a concert hall for Dublmmore accurately, a concert
hall for the nation, for this is such a small coyrthat a concert hall in Dublin
would be of national service. To the professionailsitian as well as to music
lovers in general, the lack of a concert hall isesious handicap, but for the
composer the handicap is even still more signiticamd no account of the
composer's position in Ireland could afford to pagy.

Any activity upon which the community sets storgigsued in surroundings
appropriate to its dignity. Some of the greateshiéectural glories of the ancient
and modern world are associated with religion; dredlaw is held in such high
esteem that we demand for its administration angetif befitting solemnity. A
great university, such as Oxford, is a living wigeeto the love and devotion
which builders of genius throughout the centuriggeh
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laid at the feet of the goddess of learning. So, those nations which have
accorded to music her rightful place in their hedrave always erected in her
honour temples worthy of her. | remember how dedplyas impressed some
years ago, when studying music in Vienna, by theaigconcert hall near the
centre of the city, known as the MusikvereinsadiisTmagnificent building
contains not only a spacious hall for big symphoagcerts, but also a medium-
sized one for chamber music, and one still smddlerrecitals. In addition, the
same massive edifice houses the Vienna Hochschiul#disik, as well as the
music-publishing firm of Universal-Edition.

The capital city of a nation such as ours, whiabigsts its love for music and
then reduces its musicians to peddling their waresnema houses and theatres,
makes a sorry picture by comparison, and showsdoutlearly how low music in
Ireland is held in the public esteem. Large-scaldégomances are here dependent
upon the goodwill of theatre-owners or managers,0sgh prime interests
inevitably lie elsewhere. Is it necessary to emdeathe deadening effect which
such a state of affairs must exert upon the cortipasof music in Ireland? If a
hall were available which, in its architecture @wdustics was designed expressly
for the performance of music, composers, perfornaeis public alike would be
infused with a new purpose, through being providét a common forum. New
chamber music groups, choirs and orchestras waquidgsinto being, and those
already in existence would be spurred on to inteasBvity. Energy, like certain
diseases, is infectious, and a spacious concdrsétlin the midst of the capital
would generate energy like a gigantic dynamo. Sachall would create a
demand, not only for the great music of the wollat, for music native and local
in its origins, and one can visualise how naturad aevitable it would be that
new works would come to be written for state oawasj when the hall would be
the centre of celebrations for some big public éven

Here, however, we must face another serious shangy namely, the lack of
a good music publishing firm in Ireland. Througte tenterprise ofAn Gum
(Government Publications) and of the sponsorBaillseachain Feis Atha Cliath
a certain amount of Irish music, chiefly arrangetaeri folk song, has been made
available, but little original music of a seriouad In the nature of things a music
publisher in contrast to a publisher of books, rsatnly for a strictly limited
market, and consequently an Irish composer, trymdorce his music on the
attention of an English firm, is labouring under amost impossible
disadvantage. What is required is a first-clasdighing firm in Dublin, with an
intelligent and imaginative board of directors, @hivould extend a welcome
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to work of proved merit, irrespective of populapagl.

Granted the stimulus of a concert hall and of aergnising music publishing
firm, one can envisage a musical revival in Irelaminparable to the dramatic
revival which began at the start of the centurye figration of some of our best
musicians to England might then be halted, and) wie improved conditions,
some of our Wild Geese might even be induced tormehome. With such a
revival in view, the threefold aim of musical edtioca here should be to produce
composers, to produce performers, and lastly, todyme a receptive and
constantly expanding public. Any system which states one or other of these
groups, while denying to all three opportunitiesvtdeting together for the glory
of music and their own mutual benefit, is boundaiture, and the unsatisfactory
position in which we now find ourselves may, intparleast, be attributed to the
lack of facilities for proper contacts betweenthtke groups.

There are several other problems which it will leeessary to solve before it
can be said that music in Ireland is in a healtayes and liable to produce a crop
of first-rate creative artists. One outstandingdisantage from which we suffer is
the multiplicity of our musical institutions whidtissipate our resources in a way
we cannot afford. In my opinion, legislation shotle introduced, providing for
the integration of these various institutions irdne comprehensive National
Academy of Music. The present system, whereby aegmr of a musical
institution may be, as likely as not a banker, ehitect, a doctor, or, in fact,
anything but a musician, should be somewhat matifead a governing body of
practical musicians appointed, together with jugew cultured non-musicians,
whose interest in and support of music had beenenmaahifest over a lengthy
period. It would be the primary task of such a ko recruit the best teaching
staff possible. To do this they would naturally iatlaemselves of those teachers
in Ireland who had most successfully proved thepacity, but it is clear that
teachers from abroad would have to be availed @fadls particularly for subjects
such as conducting and composition. Nationalistiesederations would have to
be relegated to second place for the time beirgyfitht essential, if Irish music is
to flourish, is that the talented youth of Irelasldould not be denied the same
facilities for development as are afforded to tbeth of other small democracies,
such as Sweden and Finland. The most promisingestadgshould be awarded
scholarships sufficiently generous to defray thetcof their education, and
afterwards travelling scholarships should be ab#glao that they might pursue
their studies abroad.
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Certain enlightened countries, like Sweden andalithl which set a proper
value on culture have occasionally granted stipgndsomposers of exceptional
merit, so that they might devote them selves topmmsition, free from financial
cares. A composer, however, who tried to makeiadiby composition in Ireland
would be inviting death by slow, or perhaps notstmw, starvation. The rich
patrons of past centuries are now only a fading argnand since the state has
become everywhere more powerful in recent yeard hais assumed control over
an ever-widening field of activity, it cannot aftbto leave its creative artists to
the mercy of chance.

In this connection, it is interesting to recall ttha 1943 the sum o£500 per
annum was made available by Radio Eireann for timeposition of new works,
and arrangements of Irish folk music, for perforcerby the Radio Eireann
orchestra, and that this sum has more recently ibeeeased t&700 per annum.
As far as can be gathered, however, the commisgjarfi new works has latterly
been discontinued or is at least extremely rareemViportion of the grant was
used in the initial years, the sum allocated todteposer even for a large-scale
work was less than that which had to be allocatetie copyist who wrote out the
orchestral material, and even then the grant wasdban the actual playing-time
of the composition, irrespective of its nature —ettter, for instance, it happened
to be an arrangement of dance tunes for a sale@ndse or a major work for full
orchestra — so that a composer of light music, vembered repeat marks
generously at the end of the various sections ef duore, would outdo the
composer of a serious work without any effort whate Under these
circumstances, it is not surprising that in sevgears the major part of the grant
was not expended. Granted that there are not mamypasers in Ireland capable
of writing music fit for performance at a symphoogncert, there are at least
some whose work is worth encouraging, and no metregrade policy could be
imagined than the discontinuance of the practiceashmissioning new works,
apart from arrangements of folk song or dance mudie prize competitions for
new chamber music and orchestral works, recentiarised by Radio Eireann
are, however, a praiseworthy step in the rightatiioa.

For a considerable time Irish organisations sucmg-Oireachtas and Feis
Atha Cliath have been commissioning both new woeksd folk song
arrangements, and it is regrettable that this elang not more extensively
followed. Not only Radio Eireann, but the churchasd any secular societies
which have ever evinced an interest in music, shbaleager to commission new
works. In this respect, a special responsibilitisfapon the Royal Dublin
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Society, which possesses substantial means, anchwanganises a sumptuous
series of chamber music recitals every seasonwfoch it is prepared to pay
handsomely. Not only should the Society commissiew works, but it should

secure first performances of works by recogniseth Icomposers, which in the
hurly-burly of the musical scene in England haverbenable to obtain a hearing.
Thus far the R.D.S. has shown itself somewhat @hls/to its responsibilities in

this respect, and it is my reasonable plea thatdferth it should bestow upon the
composer just a fraction of that fatherly internesiich it has up to now reserved
for the horse, the bull and the boar.

To sum up, it is doubtful if any nation with suchnanderful storehouse of
traditional music has made such a negligible cbation to art music as we have,
and it is high time we set about redressing tharza. Maudlin sentiment and
barren theorising must be eschewed; musical @iticmust be creative and not
destructive, and one of the most destructive amdless types of criticism is that
which starts out from an unwarrantable premiseh ascthat all good music must
be demonstrably national in feeling, and then pedseto chain down the
unfortunate composer on this ready-made bed ofréstes. This is one likely
way by which the bad may be exalted and the goadeh for there is no such
infallible yardstick by which we may determine whatruly of permanent value.
On the contrary, we must receive all-comers inidatsy receptive enquiry, and
only examine their credentials to the extent ofireghkf they have acquired the
requisite technique to realise fully the expressibtheir ideas.

As regards the main points referred to, namely ldbk of a concert hall, of a
National Academy of Music, of an enterprising psbing firm, and the need of a
more generous financial policy on the part of tte#gesand of such institutions as
can well afford it, if these major issues were goene, we would be in a fair way
towards solving the most urgent of our problemse Tdonservatism of our
audiences and the lack of enlightened music aiticidoes, indeed, present
another and perhaps more intricate problem.

When Sean O'Caseyl$ie Plough and the Stavgas first put on at the Abbey
Theatre, a small group of political racketeersttiglr best to kill it, but the verdict
of the people has swept their puny protest intovadsi. And if we musicians can
create the conditions in which more and more musith new and old, may be
heard, discussed and heard again, in which or@ssthamber music groups and
choirs are encouraged and stimulated by public ddm&hen no criticism,
however narrow, and no theories, however limited] e able to halt the
progress of creative music in Ireland.



First Performances of Works by Irish Composers
1935-1951

RADIO EIREANN SYMPHONY CONCERTS
* = Commissioned by Radio Eireann

FREDERICKMAY: Spring Nocturne- Gaiety Theatre, Dublin, April 24th, 1938
Conductor Aloys Fleischmann
ALOYS FLEISCHMANN: Three Songs for Tenor and Orchestr: Lament for Ouwee
O'Neill; Away!; The Piper Gaiety Theatre, Dublin, April 24th, 1938
Conductor Aloys Fleischmann
Soloist HeddleNash
MicHEAL O BAaoiGHILL (Michael Bowles)Three Pieces for OrchestraMansion House,
November I3th, 1941
Conductor Michael Bowles
E.J.MOERAN: Second RhapsodRevised Version) — Mansion House, March 12th,2194
Conductor Michael Bowles
ALOYS FLEISCHMANN: *The Humours of Carolan Suite for StringsCapitol Theatre
February 20th, 1944
Conductor Aloys Fleischmann
E.J.MOERAN: Violin Concerto- Capitol Theatre, March 5th 1944
Conductor Michael Bowles
Soloist: Nancie Lord

TERCENTENARY COMMEMORATION CONCERT OF THE FOUR MAERS
Gaiety Theatre, June 25th, 1944

ALOYS FLEISCHMANN: *Overture The Four Masters

Conductor Aloys Fleischmann
EAMONN O GALLCHOBHAIR: *Sleachta na n-Annalacha (Andante and Allegro for
Orchestra)}- Gaiety Theatre, June 25th, 1944

Conductor Eamonn O Gallchobhair
REAMONN O FRIGHIL: *The Battle of the Blackwater (for Speaker and Osttag —
Gaiety Theatre, June 25th, 1944

Conductor Michael Bowles

Speaker: Liam Redmond

THOMAS DAVIS AND YOUNG IRELAND CENTENARY CONCERT
Capitol Theatre, September 9th, 1945

EAMONN O GALLCHOBHAIR: *Lament for Owen Roe (for Baritone Choir and Orcrast
Conductor Eamonn O Gallchobhair
Soloist Michael O'Higgins
ALOYS FLEISCHMANN: *Clare's Dragoons (Baritone, War Pipes, Choir ancclestra)
Conductor Aloys Fleischmann
Soloists  Michael O'Higgins, Joan Denise Moriarty
REAMONN O FRIGHIL: *Three Songs for Baritone and Orchestra: The Rivitg;Grave;
Death of Sarsfield
Conductor Michael Bowles
Soloist  Denis Cox
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E.J.MOERAN: Concerto for Cello and OrchestraCapitol Theatre, November 25th, 1945
Conductor:Michael Bowles

Soloist Peers Coetmore
FREDERICK MAY: Songs from Prison (for Baritone and Orchestra)Phoenix Hall, December
22nd, 1946

Conductor Michael Bowles
Soloist Brian Boydell
BRIAN BOYDELL: Magh Sleacht (The Plain of ProstrationsPhoenix Hall, September 5th, 1947
Conductor Jean Martinon
BRENDAN DUNNE: Scherze- Phoenix Hall, July 9th, 1948
Conductor Jean Martinon
BRIAN BOYDELL: Lament for Mahatma GhanédiPhoenix Hall, July 20th, 1948
Conductor Brian Boydell
ALOYS FLEISCHMANN: The Golden Bell of Ko (Chinese Ballet Suitdyhoenix Hall, October 12th,
1948
Conductor Aloys Fleischmann
WALTER BECKETT: Pastoral and Scherze Phoenix Hall, April 15th, 1949
Conductor Jean Martinon
WALTER BECKETT: Triple Fantasy- Phoenix Hall, April 14th, 1950
Conductor Jean Martinon
HAVELOCK NELSON: Sinfonietta(Carolan Prize) — Phoenix Hall, March 6th, 1951
Conductor Havelock Nelson

AN CEOL CUMANN
* = Commissioned by An t-Oireachtésee p. 215)

EaMONN O GALLCHOBHAIR: The Singer — Dance Drama for Soloist and Chambech@stra
Goltraighe, Geantraighe, Suantraighe Ballet&aiety Theatre, Dublin, November 1st, 1936

ChoreographerDorothy Tyrconnell Forrest

Conductor Sean Delamcre
EAMONN O GALLCHOBHAIR: Casadh an tSugéain — Mime for Mimers and Traditiom@sh
Dancers; Good and Evil — Metaphysical Ballet; Pestreet — Comedy Mime of Dublin Street; The
Tall Dancer — Scene for Traditional Dancer, Vergge&er and Corps de Ballet; Deirdre —
Processional for Dancers, Verse Speaker and DruntGaiety Theatre, Dublin, November 6th,
1938

ChoreographerDorothy Tyrconnell Forrest

Conductor Sean Delamere
EaMONN O GALLCHOBHAIR: Paul Henry Landscape — Baljéilise Eire — Political Mime -Gaiety
Theatre, Dublin, November 5th, 1939

ChoreographerDorothy Tyrconnell Forrest

Conductor Sean Delamere
EaMONN O GALLCHOBHAIR: Cathar Linn — Dance Drama in Five Acts for Solo Dars, Mimers,
Corps de Ballet, Solo Singers, Mixed Choir and Syong Orchestra- Gaiety Theatre, Dublin,
January 25th, 1942

ChoreographerDorothy Tyrconnell Forrest

Conductor Sean Delamere
EAMONN O GALLCHOBHAIR: *Ceol-Drama — Loscadh na Teamhrach (Opera — The iBgrof
Tara) — Gaiety Theatre, Dublin, October 29th, 1943

Conductor Eamonn O Gallchobhair
EAaMONN O GALLGHOBHAIR: *Ceol-Drama Nocturne sa Cearndig (Opera Nocturnéhim Square)
Gaiety Theatre, Dublin, October 25th, 1944

Conductor Eamonn O Gallchobhair
EAMONN O GALLCHOBHAIR: *Ceol-Drama — Traghadh na Taoide (Opera Ebb-TideJubilee
Hall, Blackrock College, October 21st, 1945

Conductor Eamonn O Gallchobhair
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CUMANN CEOIL CHRAOBH AN CHEITINNIGH,
CONNRADH NA GAEDHILGE

(Music Society of the Keating Branch of the Gakéiague)
AND OIREACHTAS CONCERTS

t = Work Commissioned by An tOireachtas

T = Performance Sponsored by An tOireachtas
* = Work Commissioned by Feis Atha Cliath

** = QOireachtas Prize-winning Composition

CARL HARDEBECK: Seoithin Seo (Lullaby) — Theme and Variations foalBOrchestras -A.O.H.
Hall, Dublin, March 25th, 1936
Conductor Proinnsias O Ceallaigh

CARL HARDEBECK: Spiorad na Saoirse — 1916 (The Spirit of FreedouifeSor Small Orchestra —
Peacock Theatre, Dublin, April 14th, 1936
Conductor Proinnsias O Ceallaigh

EaMONN O GALLCHOBHAIR: *Fantasia Gaedhlach (Irish Fantasia) for Strings amiang
Andante and Allegretto for Strings and Pian&Gate Theatre, Dublin, May 23rd, 1938
Conductor Proinnsias O Ceallaigh

DONNCHADH UA BRAOIN: TFuinn Ui Chearbhalldin (Carolan Airs) for Piano an8trings—
Mansion House, Dublin, October, 1939
Conductor Donnchadh Ua Braoin

EAMONN O GALLCHOBHAIR: fFantasia Beag (Fantasietta) for Strings; *Fantasiaedhlach
(Irish Fantasia) for Small OrchestraAberdeen Hall, Dublin, December 18th, 1939
Conductor Proinnsias O Ceallaigh

UINSEANN UA BRIAIN (VINCENT O'BRIEN): $Ceol Streath (Suite) for Strings and Piandlansion
House, October 26th, 1940
Conductor Uinseann Ua Briain

EAMONN O GALLCHOBHAIR: TPort, Ramhan Beag (Tune, Short Rhapsody) for Strargl Piano
Aberdeen Hall, December 2nd, 1940

PROINNSIAS O CEALLAIGH: An Trucaillin Donn (The Little Brown Cart) for Sats, Choir and
Orchestra— Do.
Conductor Proinnsias O Ceallaigh

EAMONN O GALLCHOBHAIR: TDréacht Ceoil an Oireachtais (Oireachtas Music) orchestra—
Mansion House, October 25th, 1941

REAMONN O FRIGHIL: ** Sreath d'Fhonnaibh Gaedhealacha (Suite of Irists)Afor Strings and
Piano— Do.
Conductor Proinnsias O Ceallaigh

UINSEANN UA BRIAIN: TFailte don Ean ( Welcome to the Bird) for Stringsl@iano— Do.
Conductor Uinseann Ua Briain

PROINNSIAS O CEALLAIGH : TSuirghe Mhaighistir Albert (The Wooing of Mastebét) for Choir
and Orchestra- Do.
Conductor Proinnsias O Ceallaigh

MicHEAL O BAoIGHILL: TRithimi Gaedhealacha (Irish Rhythms) for Stringd &ano— Do.
Conductor Micheal O Baoighill

EaMONN O GALLCHOBHAIR: Suantrai (Lulling Music) for Strings and Piane Aberdeen Hall,
October 13th, 1942
Conductor Proinnsias O Ceallaigh

EAamMONN O GALLCHOBHAIR: TMachtnamh (Reflections) for Strings and Pian®lympia Theatre,
Dublin, October 31st, 1942
Conductor Eamonn O Gallchobhair

MicHEAL O BAOIGHILL: Slabhradh d'Fhonnaibh Gaedhealacha (Suite of Irsts) for Strings
and Piano -Do.
Conductor Micheal O Baoighill

EaMONN O GALLCHOBHAIR: Sreath Beag (Miniature Suite) for Strings and Piandberdeen
Hall, December 14th, 194Z0nductor Proinnsias O Ceallaigh
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LiAM DE NORAIDH: An Maidrin Ruadh (The Little Red Fox) for Tenorotand Orchestra- Do.
Soloist Séamus O Tuama
Conductor Proinnsias O Ceallaigh

MicHEAL O BAOIGHILL : Divertimento for Strings- Mansion House, October 23rd, 1943
Conductor Micheal O Baoighill

REAMONN O FRIGHIL: Rapsoid (Rhapsody) for StringsAberdeen Hall, December 6th, 1943
Conductor Fachtna O hAnnrachain

J.J.O'REILLY : Fantasia ar Fhonnaibh Gaedhealacha (Fantasia osHrAirs) for Soloists, Choir
and Orchestra- Aberdeen Hall, February 27th, 1944

G. O'DONNELL-SWEENEY: Serenade for OrchestraDo.
Conductor Fachtna O hAnnrachain

PADRAIGH MACAODHAGAIN: tFantasia ar Fhonnaibh Gaedhealacha (Fantasia oshrAirs) for
Piano and Strings- Mansion House, October 21st, 1944
Conductor Eamonn O Gallchobhair

EAMONN O GALLCHOBHAIR: $Sreath an Oireachtais (Oireachtas Suite) for Or¢tees Do.
Conductor Eamonn O Gallchobhair

REAMONN O FRIGHIL: Sreath Thir Conaill (Donegal Suite) for Orchestra Aberdeen Hall,
December 3rd, 1944
Conductor Fachtna O hAnnrachain

FACHTNA O HANNRACHAIN: ** An Filleadh O Fhine Gall (The Return from Fingabyr fMixed
Voices— Aberdeen Hall, December 2nd, 1945
Conductor Fachtna O hAnnrachain

REAMONN O FRIGHIL: Canticle na Gréine (The Canticle of the Sun) fofoBts, Choir and
Orchestra— Aberdeen Hall, December 16th, 1946
Conductor Fachtna O hAnnrachain

PROINNSIAS O CEALLAIGH : ** Sraith de Thri Phiosai (Suite of Three Pieces)Mated Voices-
Gaiety Theatre, October 14th, 1951
Conductor Pilib © Laoghaire

DUBLIN STRING ORCHESTRA

J.F.LARCHET: Dirge of Ossian; Macananty’s ReelAberdeen Hall, April 15th, 1940
Conductor Terry O'Connor

ARTHUR DUFF; Suite for Strings (Midir's Song for Etain; Windy @aFishamble Street — 1742;
Tir na nOg; On the Bridge at Clash)Royal Dublin Society, November 4th, 1940
Conductor Terry O'Connor

EAMONN O GALLCHOBHAIR: Andante and Allegre Do.

ARTHUR DUFF. Music for Strings (Twilight in Templeogue; Georgi&guare; Irish Dance}-
Aberdeen Hall, October 6th, 1941
Conductor Terry O'Connor

J.F.LARCHET: Carlow Tune; Tinker 's WeddingDo.

JoAN TRIMBLE: In Glenade- Royal Dublin Society, February 9th, 1942
Conductor : Terry O'Connor

FREDERICK MAY: Lyric Movement for String Orchestra Royal Dublin Society, February 15th,
1943
Conductor Terry O'Connor

ARTHUR DUFF. Meath Pastoral- Royal Dublin Society, November 6th, 1944
Conductor Terry O'Connor

MUSICAL ART SOCIETY

J.F.LARCHET: Two Characteristic Pieces for OrchestraAberdeen Hall, November 22nd, 1939
Conductor Ferruccio Grossi

MOLYNEUX PALMER: Knickerbocker Lane, for OrchestraAberdeen Hall, March 12th, 1941
Conductor Ferruccio Grossi
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DUBLIN ORCHESTRAL PLAYERS

HAVELOCK NELSON Irish Fragment; Supplication (for Soprano and Sgi)— Abbey Lecture
Hall, March 25th, 1941
Conductor Havelock Nelson
Soloist Marion Werner

HavELOCK NELSON: Strings of the Earth and Aif Abbey Lecture Hall, February 17th, 1942
Conductor Havelock Nelson

HAVELOCK NELSON: Poeme for Harp and OrchestraMetropolitan Hall, June 8th, 1943
Conductor Havelock Nelson
Soloist Sile Larchet

BRIAN BOYDELL: Tone Poem — Laish
Conductor Havelock Nelson

BRIAN BOYDELL: House of Cards — Satirical SuiteMetropolitan Hall, May 23rd, 1944
Conductor Brian Boydell

JOHN BECKETT: A Short Overture
Conductor Brian Boydell

BRIAN BOYDELL: Sleep Now (Joyce) for Voice and Strirgdletropolitan Hall, March 1st, 1945
Conductor Brian Boydell
Soloist Mary Jones

BRIAN BOYDELL: Symphony for Strings Abbey Lecture Hall, October 30th, 1945
Conductor Brian Boydell

EDGAR DEALE: Ceol Mall Réidh- Metropolitan Hall, May 29th, 1947
Conductor Brian Boydell

CADIMHIN O CONGAILE: An Sreath Stgach (Tipsy Suite) for Piano and Sgrind\bbey Lecture
Hall, December 19th, 1947
Conductor Cadimhin O Congaile

JosSeEPHGROOCOCK Ricercari (for Strings)- Metropolitan Hall, April 8th, 1948
Conductor Joseph Groocock

HAavELOCK NELSON: Overture for a Special OccasienMetropolitan Hall, June 16th, 1949
Conductor Havelock Nelson

BRIAN BOYDELL: Ballet Suite, The Buried MoenMetropolitan Hall, March 2nd, 1950
Conductor Brian Boydell

INA BoYLE: Elegy from a Virgilian Suite Metropolitan Hall, November 30th, 1950
Conductor Brian Boydell

THOMAS KELLY: Three Pieces for StringsAbbey Lecture Hall, June 14th, 1950
Conductor Brian Boydell

CULWICK CHORAL SOCIETY

EDGAR DEALE: An Elegy on the Death of a Mad Dog (Goldsmith) ®ATB and Piano
Metropolitan Hall, March 30th, 1944
Conductor Turner Huggard

JOsSeEPHGROOCOCK Five Nursery Rhymes (SATBMetropolitan Hall, March 30th, 1944
Conductor Alice Yoakley

UNIVERSITY ART SOCIETY AND UNIVERSITY ORCHESTRA, CRK

FREDERICKMAY: Scherze- Aula Maxima, University College, Cork, DecembétH, 1935
Conductor Aloys Fleischmann

INA BoYLE: Pastoral Colin Clout- Aula Maxima, U.C.C., April 1st, 1936
Conductor Aloys Fleischmann



FIRST PERFORMANCES 175

FREDERICKMAY: Suite of Irish Airs- Aula Maxima, U.C.C., December 3rd, 1937
Conductor Aloys Fleischmann

ALOYS FLEISCHMANN: Prelude and Dance City Hall, Cork, December 11th, 1940
Conductor Aloys Fleischmann

CORK ORCHESTRAL SOCIETY AND CORK SYMPHONY ORCHESTRA

MicHEAL O BAOIGHILL : Slabhra Fonn GaedhealachdCity Hall, Cork, March 7th, 1939
Conductor Aloys Fleischmann

ALOYS FLEISCHMANN: Ballet — The Golden Bell of ke Cork Opera House, May I0th, 1948
ChoreographyJoan Denise Moriarty
Conductor Aloys Fleischmann

REAMONN O FRIGHIL: Ballet — The Children of Lie Cork Opera House, May 15 1950
ChoreographyJoan Denise Moriarty
Conductor Aloys Fleischmann

ALOYS FLEISCHMANN: Ballet — An Coitin Dearg Cork Opera House, May 28 1951
ChoreographyJoan Denise Moriarty
Conductor Aloys Fleischmann

STUDIO STRING ORCHESTRA

HAVELOCK NELSON: Killyleagh Variations— Performers' Club, Belfast, February 1948
Conductor Havelock Nelson

ARTHUR DUFF; Four Harpers' Tunes- Queen's University, Belfast, October, 1948
Conductor Havelock Nelson

HaveLock NELSON Songs and Choruses from the Incidental Music toe"Thnd of Heart's
Desire"-Ulster Hall, Belfast, May 26th, 1949
Conductor Havelock Nelson

CHAMBER MUSIC

ALOYS FLEISCHMANN: Piano Quintet(Kutcher Quartet and Tilly Fleischmann) — Clareméal,
Cork, April 28th, 1939

FREDERICK MAY: String Quartet in C Minot(Martin Quartet) — Royal Dublin Society, January
24th, 1949

BRIAN BOYDELL: String Quartet(Radio Eireann Award) Cirulli Quartet — Radio EineaJanuary
18th, 1950



The Chief Music Publishers

Government Publications (An Gum)

1930
3-4, College St., Dublin.

Publishers of Irish Music. Publications to date poise original and traditional
vocal music for solo voice and for two, three andrfpart choir, together with
instrumental music for solo instruments and for lsor@hestra.

Pigott and Co. Ltd.
1823
112, Grafton St., Dublin.

Publishers of Songs and Ballads (Irish and Engégiks), Part Songs (Irish texts),
Selections of Irish Airs for Piano and for Violimé Piano, and miscellaneous
publications.

Walton and Co. Ltd.
1872
2-5, North Frederick St., Dublin

Publishers of Irish Ballads, and of Arrangementsrish Music for Voice, Piano,
Violin and Piano, and Orchestra.

Foillseachain F. A. C.

1941
14, Parnell Square, Dublin
Distributors: Siopa Mhaire Ni Raghallaigh, 87, Upperset St., Dublin.
Founded to supply the needs of the Music compattiof the Feis Atha Cliath.
Publications, which are subsidised by private stpsan, include two, three and

four-part Part Songs (in Tonic Sol-Fa), arrangementraditional airs for Voice,
Piano, and Violin and Piano, and original musidrdsh composers.
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The Concert Pianist in Ireland
By
CHARLES LYNCH

Concert Pianist

IN DEALING with the activities of the professionebncert pianist in Ireland, it
has to be remembered that concert work is rardélyi-time occupation, and that
concerts are but sporadic events throughout thetoppas a whole. As a result the
conditions with which the artist is faced are otemsity somewhat improvised,
and certain conditions which would appear to beemtss for a smooth
performance on his part are mostly lacking in timalger towns in Ireland. On the
other hand, it is remarkable how a successful abrmay sometimes be given,
even when every circumstance would seem to miliégf@inst its success. The
following opinions have been formed from persongbezience, derived from
tours of the country undertaken many times durihegdast few years.

To the first question which arises, namely whethers possible for the
professional pianist in Ireland to live entirely big art, the answer must be "No".
The only whole-time position which a pianist in léred can fill is that of
accompanist at either of the two radio stationsgi®a&ireann or the B.B.C.,
Belfast. But the concert pianist and concert accamgh serve two separate
branches of music, nor does the pianist normallgepc engagements as an
accompanist. Apart then from receiving engagementgve piano recitals or to
play concertos in the broadcasting studio or cdrieai, there is no other means
by which the concert pianist can live solely by &ais. Both in the capital cities
and elsewhere there exists of course the semigmioieal, who accepts
engagements for concert work while deriving theangart of his income from
some other form of employment, but such pianistsautside the scope of this
article, which is concerned with the pianist whalesvours to live solely as a
professional musician. And due to the dearth ofceanwork in Ireland, it is
invariably necessary for him to resort to teachingorder to supplement his
scanty earnings.

To begin with, the amount of concert organisatimoaghout the country is of
a very limited nature. Apart from Radio Eireann @hd B.B.C., Belfast, there
exist only the Royal Dublin Society, the BelfasilRéwrmonic Society, a few other
societies in each of these cities and a handfunosic clubs of one kind or
another in the smaller towns. Let us deal firstvRadio Eireann.

177



178

MUSIC IN IRELAND

For its broadcasts of serious music from the stg@ren by solo piano or by
chamber music combinations involving piano, Radice&n engages for the
most part Irish artists, with an occasional guesistafrom England or the
Continent if such an artist should happen to haenkengaged to play a Concerto
with the Radio Eireann Orchestra, or to have bewaged by some other concert
organisation in Dublin. It would be safe to saytttiese Irish pianists who play
regularly from Radio Eireann are engaged for stimiamdcasts on an average of
once every two months or so. The programmes aveifigen minutes each,
usually consisting of a group of short pieces. &gonata a longer time-allotment
is granted. The scale of fees ranges from threeight guineas, or more,
according to the status of the performer. Balamststare usually held, more
especially in the case of an instrumental ensenthlé,for solo piano if the
balance and control staff are familiar with theeaqoroduction of the pianist a
balance test may be deemed unnecessary. Studo fgeitals are normally given
in the main studio of the station in Henry Streejch contains two very good
pre-war concert grand pianos. The temperature ef dtudio will be found
agreeable for the most part, and the furnishingsagpointments such as will not
unduly upset the pianist's concentration or ingjgina Owing to lack of studio
accommodation, however, due to the improvised pataf the building,
opportunities for piano practice before a broadeast seriously limited. Every
pianist will agree that before one embarks on #réopmance of a work or works
involving acute technical difficulties, combinedtiwiinterpretative problems of
tone, colour, atmosphere, mood, etc. which are y@waesent to a greater or
lesser degree in every composition irrespectiveecinical problems, it is vitally
necessary that one should have access to thenresiton which one is about to
give the recital, and be able to practise on itafoleast fifteen minutes before the
actual recital takes place. Otherwise one's sehs@uoh may not respond to the
tone and feel of the instrument with the resultt tharious miscalculations of
dynamics, tone production and colour are liabledour, or even inaccuracies of
finger technique. Since none of the three exissihglios, however, are sound-
proof, any preliminary practice on an instrumensasorous as the modern grand
piano can be overheard in the neighbouring stuginsannouncer's room, thereby
interfering with the transmission of the precedipgbgramme, and of the
announcements immediately previous to the recitmlutto be given. These
difficulties are apparently insuperable until sdiche as Dublin sees fit to erect a
building which will be dedicated entirely to thengee of broadcasting.
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Apart from studio recitals, the pianist may be eyeghto play with the Radio
Eireann Symphony Orchestra. During the second wedd Irish pianists were
regularly engaged for the series of symphony cdsagven for a period of two
years at the Mansion House, and later for a furgeiod of five years at the
larger and acoustically better equipped Capitolafitee During the whole of this
period the orchestra also gave its usual broadd¢asts the Henry Street studio,
and many works which were well received by the endes at the Mansion House
and Capitol Theatre were repeated in the studid wie same conductor and
soloist. For the past two years, however, sincdrdmesference of the orchestra to
the Phoenix Hall, where it is now permanently houstudio and public concerts
have been rolled into one, with stress laid on #tedio aspect of the
performances. This means that repeat performanteswgsual or interesting
works or of accepted masterpieces can no longgiMaa. Since the inception of
the Phoenix Hall concerts, foreign and especialBnEh conductors and soloists
have been much to the fore, and Irish artists mtebeen engaged to anything
like the same extent as hitherto. As a result theuat of available concert work,
meagre at the best, has been still further redused,Irish soloists are finding it
increasingly difficult to live.

Next to Radio Eireann, the Royal Dublin Societyhie most important body
which organises recitals, as one of its many aai Twelve recitals are given
during the autumn and spring seasons in the spadiall which houses the
Society's library, before an audience consistinghembers and their friends — an
audience somewhat different from that at the noquidlic recital, which attends
out of spontaneous interest. The artists consmbst entirely of visiting artists
from England and the continent, for it has alwagsrbthe policy of the R.D.S. to
engage performers who would not normally be hearBublin, and Irish artists
are not as a rule engaged. During the first wimdkithe second world war,
however, the Society found itself faced with thegbility that some of the artists
engaged for the season's programmes might be geetlérom travelling. A
number of Irish artists were accordingly askedtémd by, and if necessary take
over a concert at very short notice. Some wereaa ¢alled upon to do so, and
during the following season, as war conditions wsdi acute, the recitals were
chiefly given by those Irish artists who had stdxydduring the previous season.
According to the general opinion, several of theiteds were on a par with the
best recitals given by outside artists. In the sgbent season, however, travelling
conditions became easier, and the Society reveéotéts former policy of solely
engaging
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English or continental artists — almost the onlgeptions heretofore being the
Dublin String Orchestra, and an Irish singer nogident in London. The standard

of the recitals varies considerably, and it is dtemgor cynical comment that the

artist sponsored by an English or foreign concgenay is acceptable, sometimes
for no other ascertainable reason.

Other concert organisations in Dublin by which angst may be engaged for
solo work include the Culwick Choral Society, ahd Dublin Orchestral players,
who frequently include piano concertos in theirgyeoanmes. Since the closing of
the Antient Concert Rooms, however, Dublin has labd under the disadvantage
of not having a concert hall for symphony concefer does the recently
constructed Phoenix Hall fill the gap, since thésréserved for the use of the
broadcasting service. One of the main difficultesnected with improvised halls
is the lack of a suitable platform which will accormdate a full orchestra so that
each player has the requisite amount of spacepanahich a full-sized concert
grand can be placed so that it can be heard testuidvantage. In the Capitol
Theatre this was achieved with a fair measure afcess, but when public
symphony concerts were held in the Mansion Houseldabk of platform space
necessitated the piano being placed behind thagSirwhere it was sometimes
inaudible and always completely invisible.

Another disadvantage common to most halls in Dubén alone throughout
the country, is the lack of a properly equippedststroom. It is not generally
realised that any artist about to play a tremenigadifficult concerto requires a
comfortable room in which to relax both before aftkr the performance, and
one, moreover, which is capable of being thorougldymed in cold weather. The
strain on any artist who plays in public is alwaysmendous, so it stands to
reason that the more off-stage comfort he is gitlea,better his performance is
likely to be. As a counsel of perfection, the astisoom should contain a piano
which would enable the pianist to practise difficphssages, and to keep his
memory alive up to the very last minute. Severaiceot halls in London and in
other parts of England possess this valuable adgant a good upright is
sufficient for the purpose — but an artists' roaquipped with a practice-piano is
unknown here. Due consideration of the pianisthis tespect, and in respect of
his comfort generally, is justified by the fact thaithin recent years the piano
concerto has come to be the most popular form otex item for the musical
public.

Belfast is better equipped than Dublin so far a&sléinger type of concert hall is
concerned, though it lacks a suitably small and
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intimate hall for recitals and concerts of chamiversic. Apart from the B.B.C.
Regional Station, which frequently transmits progmnaes by Irish artists, there is
the Belfast Philharmonic Society which gives a nambf performances each
season in the fine Ulster Hall — a genuine conlalitbuilt for the purpose, with
tiered platform and organ, and reasonably comftetamenities for the artists. In
addition to the accepted choral and orchestral enaisces, the Society's
programmes have included all the well-known pianocertos, and artists are
engaged from far and wide — including artists fréime twenty-six counties.
Another active organisation in Belfast is the Coufar the Encouragement of
Music and the Arts, which organises concert tolarsughout the North, and there
is also the British Music Society, which holds aies of recitals given for the
most part by visiting artists.

During the recent war many music clubs and consecteties in the smaller
cities and towns in Ireland which had been lyingnadant became freshly
stimulated to new activity; in several centres r@ganisations were formed, such
as the Waterford Music Club, the Kilkenny Music Bluand the Carlow Arts
Council. The Graduates' Club in Cork was extrensadtive during this period,
and for about four years sponsored a regular sefiehamber music recitals in
the historic Clarence Hall — an almost ideal hatlrecitals of an intimate nature.
The University Art Society, which holds its rec#ain the impressive Aula
Maxima of University College, Cork, and the CorkcBestral Society are also
active concert-giving institutions.

In 1943 Radio Eireann introduced "Concert Tour",series of recitals
sponsored by local bodies in various centres, agdagach recital being relayed
by Radio Eireann. In some centres, notably Watdrfitrese recitals are still being
held, but in many others, one must record with eggfConcert Tour" has
vanished from the musical horizon. The scheme dighrio stimulate musical
interest in the provinces. The writer, for instgnicas given recitals in Limerick,
Waterford, Wexford, Kilkenny, Carlow, Dundalk, Séigind Tralee, visiting some
of these centres several times. The concert halblem, however, was often
acute. Tralee, Dundalk, Wexford and Limerick werdlvequipped — Tralee with
its fine Ashe Memorial Hall, Dundalk with its Towtdall (since, alas, burned
down), Wexford with its Little Theatre in which tla¢émosphere for recitals of this
kind was realised with particularly happy resultsnerick, where recitals were
held in the pleasant ballroom of the Royal GeorgeéeH and where one had the
inestimable advantage of a full-sized Steinway eoingrand, the property of the
Limerick Music Club. But in Sligo and Carlow thecitals
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had to be held in cinemas, which were unsatisfgdtom the performer's point of

view. In a cinema the most comfortable seats, Aodet which are usually filled,

are in the balconies and at the back of the auditgrwhile the front part of the

house is usually empty so that no matter how nurallyilarge an audience may
be, the pianist feels he is playing to an emptyskowith a resultant damping
effect upon his ardour. In most towns the probldmsezuring a grand piano was
solved through the generosity of private citizef®went their instruments for the
occasion, while in Waterford and Kilkenny the "cesit" pianos were more than
reasonably good. On one occasion, however, themrédd to have his own piano
sent from Dublin, one hundred and thirty miles aywaien it transpired that a
town in which he was due to perform did not possegsand piano of its own.

Artists' rooms are of course a rare luxury, andpiaaist is often compelled to
wait in draughty wings at the side of the stagekletommencing his recital, and
during the pauses in the course of it. At one aédit a provincial cinema the
artists, including the writer, had to sit on a et the foot of the platform in full
view of the audience throughout the recital. To enalatters worse, on coming to
sit at the piano one found oneself looking direcgtifo dazzling lights which
emanated from the wings of the stage on both sidaed, which threw the
keyboard of the piano into semi-darkness. It wdg by bringing up the lights in
the roof of the auditorium that disaster was avkrte

From these few words it will be clear that cineraad makeshift halls are not
ideal for concerts and one can only hope that thewvdll soon come when their
use for this purpose will no longer be necessaryaland. One recalls recitals in
the Hague and Amsterdam where the artists' rooms eguipped with glowing
fires, comfortable sofas, screens arranged to agadghts, hot and cold water
taps, practice-pianos, and where during the inteamaattendant would walk in
with a tray of coffee and sandwiches, or iced dsiifkthe artist preferred them.
This may seem over-luxurious, but one cannot bestophatic in stating that the
more off-stage comfort an artist can be given leetorecital, the more he is likely
to be on the top of his form when the hour strikeshis performance on the
platform.

It is interesting to compare the audiences, oné waitother, which a pianist
will meet in the course of a concert tour in IrelaGenerally speaking it is safe to
say that audiences in the smaller towns companefagourably with those of the
capital and of Belfast. Small differences, howewam be noted, judging by the
results of individual recitals. In Kilkenny a pra@gnme which included
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Szymanovsky'sChant de Roxanand John Ireland's second Violin Sonata in A
minor — a programme such as might have been givéinei Wigmore Hall — was
vastly to the taste of the Kilkenny audience, sat #ifter the Ireland sonata an
encore was demanded. On the other hand, Ravatpard de la Nuiimet with a
mixed reception in Waterford, and on another ocraghe complete set of
Brahms Waltzes was coldly received in that city. t8f@rd and most other
centres seem to prefer a programme on "safe" Ised) as will include a Mozart
sonata, a Beethoven sonata (preferably an early, same well-known Chopin
works, and conclude with Liszt or Grieg. A prograenaonsisting of the above, or
substituting, in part, Scarlatti, Schumann, andeatain amount of Brahms,
Debussy or Ravel, will always be listened to witbgsure by Irish audiences.

Some idea as to the general standard and qualipjaob-playing in Ireland
may be formed by listening to Feis Ceoil competisi@ver a period of years. The
standard is consistently high, according to theugenand sincere opinion of the
adjudicators who come over every year to judgehst great festival. Yet it is
clear that piano-playing here suffers from a cartiaick of inner intensity or
excitement — lack of spiritual throb in the musidter all, music is a virile art,
and big climaxes marked up fff should be given with all the power and
excitemenbf which an artist is capable, provided of coulsa he always keeps
within the bounds of beautiful tone. Conversely iangsimo passage marked
down topppshould be given with all the artistic restraint'oush" of which he is
capable. These results will come about if the plag/enentally prepared for them,
if he wills them to come about. But the youngerngts in this country seem
afraid to let themselves go. Their treble fortes arore like single fortes, their
treble pianos more like single pianos. They wouddesar to move in a somewhat
narrower circle than the actual music which they iaterpreting, with the result
that one comes away from their performances fealamyewhat enervated.

Again, insufficient use is made of colour on therm. One can recall a
performance of th®&erceuseby Chopin at the Feis Ceoil some years ago, when
this beautiful work was played with perfect fingarcuracy, but without any use
whatever of the left pedal — though the work is eduthroughout, wrapped con
sordinocolour, and Chopin's intentions cannot be realisddss the left pedal is
depressed before the piece commences, and natedlaatil the sound of the last
pianissimo chord has died away. Such neglect ofrteans of securing variety of
colour is all too common, nor is enough attenti@mdo the cultivation of tone.
On this subject
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one cannot do better than quote words spoken biataeSir Henry Wood in the
writer's hearing:

All the great musical performers of the past fifgars have based their great art
on the production of beautiful tone — Casals on'dblo, Kreisler on the violin, Tertis
on the viola, Plancon and Patti with the voice, @usn the piano, Goossens on the

oboe, Brain on the horn, and many others.

How true these words are! Without beautiful tonesimus null and void. So
we would urge our young pianists to concentratgmuucing beautiful tone, to
make their legato melodies sing out, and to produseging tone when playing
inner parts and melodies. This, when achieved, wike the difference between
playing which is competent, and playing which Hasgignificance of true art.

In conclusion one must refer to the all-importantbject of musical
organisation, the lack of which is bound to prodaceorresponding lack of what
may be called professional musical life. By orgatian is meant, for instance, the
provision of concert agencies in Dublin and Belfasid the creation of a body on
the lines of the British Council in England. Suddles could link up with similar
bodies in England, the Continent and America andi@ls as arranging concerts
and recitals in Ireland, could organise the caredrghe best Irish musicians,
obtaining engagements for them in London, New Yarid the continental
capitals, in return for bringing the best foreigtisis to perform in this country.
Young musicians would be encouraged to become wtimake professionals on
seeing the possibility of being able to live by ithart, and the semi-
professionalism already referred to would evenyualisappear. All this is a
consummation devoutly to be wished. However, it ftabe admitted that at the
moment there is not the faintest shadow of suchewldpment on the Irish
musical horizon. One gleam of hope may, perhapgspeéd. The Radio Eireann
Symphony Orchestra has recently given performaimcesies other than Dublin,
and one may be pardoned for thinking that at leetet has been a step in the right
direction. If such a beginning may be taken ascatilhg that a keener interest in
music has begun to stir in the provinces, anditea@ncouragement has become a
matter of official policy, the day may not be toar distant when we shall see
concert halls in Dublin and other cities and towarsj concert agencies in Dublin
and Belfast. This will be the true test of our neasiculture and not until this day
comes shall we be able to look the rest of the calisvorld in the face, and live
up to our reputation as a musical country.



The String Player in Ireland

By
TERRY O'CONNOR

Leader, Radio Eiream Orchestra 1926-1945;
Conductor, Dublin String Orchestra

THE examiner or observer who traverses Irelandayp-@hd comes into contact
with music in the schools and among the people mests be alarmed at the lack
of activity so far as string playing is concern&tola players are practically

extinct, and students of the Cello almost as fdarechool orchestras one finds the
players — especially Viola, Cello and Bass playseveere they exist at all —

attempting to perform prescribed test pieces, sashBeethoven overtures or
symphonies, who can scarcely hold the bow. Thisestd affairs has to be

tolerated by the school authorities, the altermatibeing to dispense with an
orchestra altogether.

Why this scarcity of string players, few even inogortion to the small
numbers engaged in any kind of musical activityfstFof all, because it is in
many respects a more exacting task to mastemgsttriinstrument than any other.
In the first few years, and until pure tone hasnbeehieved, the results are
relatively excruciating both for the young perfomaad for his family, so that a
prejudice against the stringed instrument must Besovercome such as does not
exist in the case of the piano. Again, unless aacauracy has been ingrained
from the start, unless the young student formshtdat of listening carefully and
intently to the tonal and semitonal progressioms] & trained by his teacher to
play with true intonation from the beginning, hdlwever produce a satisfactory
result, and will probably abandon the instrumetgrad short time. In the first two
years, the habit of playing in or out of tune itabished, and perhaps some sixty
per cent of our young players are lost to the aring this period, while others
struggle on, having acquired a habit of playing, wiolently out of tune, perhaps,
but never quite in tune, a habit which preventslaygr from ever giving a
satisfactory performance, even when he has achieveckrtain amount of
technique. The handicap of creating one's notes dotarise in the case of the
piano, and this fact, coupled with the greateraation of an instrument which is
multi-vocal, results in the number of string plagjeas compared with that of
pianists, being about one in six.

185



186

MUSIC IN IRELAND

These difficulties, however, are universal, and ri wholly explain the
extreme scarcity of string players in Ireland. Tisigt least partly due to another
factor, namely, that, in choosing an instrument ttogir children, parents are
influenced by the lack of openings for making angvby string playing here. If
cultivated at all, then, string playing is taken aimost exclusively as a hobby,
whereas in choosing the piano as the child's ingni, the parent is encouraged
by the thought that if the child should show abjlithere are at least some
prospects of turning his ability to good accounheTextent to which such
considerations affect the selection of an instrunvess proved by the immense
fillip given to string playing in the early ninete¢wenties, when orchestras were
introduced into the picture houses. During thisiqeeiparents encouraged their
children not only to take up string playing, butwork at it seriously, realising
that there was an immediate market for their cdp@si As a result of the
activity which manifested itself, it was always pite during those years to form
groups to practise and perform chamber music, wanich not only brought
string players together, and stimulatéausmusikbut made them acquainted with
the various branches of chamber music, and gaven tbpportunities for
cultivating the finer points of ensemble playingddor developing into all-round
musicians.

When the theatre orchestras were disbanded witladlent of sound films,
string playing here fell on evil days. Apart froeathing, membership of our one
professional orchestra — the Radio Eireann Orchestmembership of the few
café ensembles which still function, and, of courdedance bands, there are no
openings in Ireland for a string player compardbléhose in England, where the
public for good music is big enough to support treddy large numbers of
players, both those who live by concert work alamreyy membership of chamber
music ensembles, or of the professional orchestnase than a dozen of which
are scattered all over the country. There is nersimdication of the low state of
music in this country than the poverty of the gimplaying.

From time to time individual players and teachengny of them immigrants
from abroad, have helped to raise the standardulsliiDand other centres, and to
form a school of string playing. One needs but lté@aminiani and Dubourg in
the eighteenth century, and nearer to our own tiapini, Adolf Wilhemj and
Simonetti. Guido Papini was Senior Violin Profesabthe Royal Irish Academy
of Music from 1891 to 1899, and was the author o¥ialin School and of
numerous compositions for Violin and Cello. Durihgs stay in Dublin he
instituted the Classical Concerts of the Royal &ycbf Music. His successor
Adolf Wilhemj (1900-1912),
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son of the illustrious August Wilhemj, was an oaitsting player and teacher, and
produced players such as Madeleine Larchet (néeréjl@nd Marie Dowse. In
his work at the Academy he was assisted by Arthantdy. He was succeeded by
Achille Simonetti (1912-1920), with whom the writstudied. Though by no
means so fine a player as Papini or Adolf WilheBamonetti kept the tradition of
violin playing in Dublin alive, and was in turn siseded by Joshua Watson, a
pupil of Sevcik, and a fine musician. In recentrge&ancie Lord and Ferruccio
Grossi have done valuable work at the Royal Iristademy of Music, and
Michael McNamara at the Dublin Municipal School Miisic. Outside Dublin,
one must mention the work of Ferruccio Grossi inrkCavhere he trained a
generation of string players between 1902 and 1688, of Henry Franklin in
Sligo.

Teaching is one of the few careers on which thegfplayer in Ireland may
embark, but too often the young aspirant has netréal vocation for teaching
such as is absolutely essential for success. Apamt the inherent pedagogic
ability, it is necessary to devote one's entirer@ee to teaching if one's students
are to derive the maximum benefit from one's wakd the young musician
should at the outset of his career make the viggisibn as to whether he will
become a teacher or a virtuoso. It is almost imptes$o be a first-rate performer
and at the same time to be a conscientious and telecher, in view of the
immense amount of time and energy which the pedomeeds for practice, and
the strain of concert work. It is true that perfens of the first rank elsewhere
often take pupils, but invariably these will be adeed players, so that the
drudgery involved in the daily routine of the oralip teacher will not arise.
Advanced players, however, are so rare in Ireldvad the virtuoso who would
hope to augment his income here by teaching abhitifeest levels would have a
lean time indeed, and only for elementary teachimgthere sufficient numbers of
students to ensure even a modest living.

On the other hand, it is not necessary to be arfite performer in order to be
a good teacher, though it is absolutely esserti@ the teacher should have a
practical knowledge of all the technical difficeksi which will beset the young
player. At least for the earlier years of appresgiup, excellent results can be
obtained by teachers who are not themselves virtbos who have had a solid
schooling, and show a sound style in their playilmgselecting a teacher the
parent cannot be too careful. Irreparable damage lmeadone in the formative
years by inefficient methods, and once they hawmie ingrained it is almost
impossible later to eliminate faults in the positior play of bow-arm or wrist.
That inefficient teaching
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is rife here may be seen but too clearly at exatioina and at feiseanna held both
in the cities and round about the country. In fihet style of playing is often so
faulty that it would seem that the characterisb€ghe traditional player (fiddle
held sloping down wards, thumb, first finger andsivglued to neck) have been
adopted as the normal style. With so poor and ®vem a standard of teaching
throughout the country, a vicious circle has bestrup — string playing is at such
a low ebb mainly because there is too little gosathing, and too few teachers
are available because the prospects for stringingayre not sufficiently
attractive.

An interesting sidelight on the position here wasown in 1947, when
applications were invited for membership of the iRéfireann Orchestra, and a
large number of candidates were rejected, includome players of local repute.
While it was arranged that a certain number of @ayfrom abroad were to be
appointed, so many of these would have been ndedathg the orchestra to the
strength required that it was decided to postpdree filling of twelve of the
vacancies for a further period, in the hope thatih®n some more Irish players
would have progressed sufficiently to qualify fain@ission. The fact remains,
however, that capable players were rejected fositmgle reason that they lacked
the necessary orchestral experience, nor wouldvie bbeen possible for them to
gain it. The Radio Orchestra is the only profesaidody in the country, and no
system of apprenticeship to this orchestra has lukstised. In the nineteen-
twenties the picture theatre orchestras gave iabddu training opportunities,
providing a hard school in which the player leamitance and self-confidence,
and above all skill in sight-reading, amidst exiges such as occurred when an
entire programme had to be altered, almost withmatice. Since we lack all
facilities for the training of orchestral playetisis all the more essential that every
ounce of talent in the country be fostered, antitbaone who has the makings of
a useful orchestral player should be lightly degdiwf a position which he might
ultimately fill with success. A clever conductomceould raw material into the
finished product within a comparatively short timeSir John Barbirolli's work
with the new Hallé Orchestra is a recent demornstradf this — more particularly
when there are already some fine players within @hehestra's ranks. The
introduction of guest conductors of outstandindigtduring the past few seasons
has infused new vigour and new hope into the R&ilieann Orchestra, and the
effect on the players themselves as on the lisgepublic has been immense —
sufficient to justify whatever financial outlay hdmen involved. Under such
inspired and sympathetic direction potential playgould develop in no time
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if given a chance, and every effort should be ntadecruit a further nucleus of
Irish players, so that the best of them might ultiely find permanent
employment in the orchestra. Towards the sameamgdpther good orchestras at
present active in Dublin should be encouraged —ifigtance, given regular
broadcast engagements, so as to keep the playgethéo, help these
organisations out of the financial difficulties iwhich they usually find
themselves, and give the players a definite enddik for. Out of the ranks of
such orchestras new players would from time to tarise who would feed the
Radio Eireann Orchestra, and thus obviate the sitgesf having recourse to
musicians from abroad.

In conclusion, it seems clear that if string playin Ireland is to be lifted out
of its present rut, some organised movement isate&dich will again turn the
public in the direction of making music for themaed. Any impetus given to
music generally will, of course, affect string nysand if this country were to
have the benefit of a body such as the Arts Coumkith operates in England,
giving financial support to every deserving localteral endeavour, the effect
would soon be apparent. As it is, the sole hopesfiang playing in Ireland is in
the advancement of the Radio Eireann Orchestra,imrtde work of the few
practitioners — far too few, alas! — who are atténgpto uphold an adequate
standard amid a paucity of students, and the velatidifference of the general
public to any music but that imported through thveneless sets.



The Singer in Ireland
By
JEAN NOLAN
Concert Singer; Adjudicator; Registrar, Dublin F&oil, 1939-1945

THE singer's career in Ireland is fraught with grdwmancial uncertainty. Unlike
the instrumentalist, there are no means open taitigeer of obtaining constant
employment, and too few opportunities of publicfpanance. It is therefore not
surprising that few Irish students can afford t@rep years in studying for a
profession which can offer them little prospectesentually earning their living
in their own country.

It is an undeniable fact that there is an abundafa@cal material in Ireland
to-day, and much natural talent. It is equally tthat this talent is not being so
fully developed as it should be, and that the gangtandard of singing is fairly
low. Whether the art of singing was ever on a higeeel in Ireland it is hard to
say, but one hears the opinion sometimes expretis®d it has definitely
deteriorated within the past generation. If thisthe case, we might well explore
the possible reasons for the alleged decline instarrdards, and seek to prescribe
some practical remedies.

Admittedly the conditions under which we live toydemake serious study
difficult for the student. The desire for speed guitk results in every branch of
art mitigates against the chances of his acquaisgund foundational knowledge
of voice production. The voice, the most delicdtalbmusical instruments, needs
very careful guidance in the early stages of itgettppment, and undue haste in
the full use of the instrument is greatly to be Idegd. We know that on the
Continent in more leisurely times a course of irajrasting up to eight years was
not considered unduly long. During that period laanches of the art were
covered. Besides the essential vocal techniquegrgenmusicianship was
acquired, as well as a knowledge of languages,santk proficiency as regards
deportment and acting. In short, the student recea&r comprehensive education,
while gradually building up a repertoire suitedhis or her particular voice. So
extensive a programme may never have been camieith dreland, but at least it
seems to have been understood by a previous gemehare that to become a
professional singer several years of serious studge absolutely vital. How
different the conditions today! Money has vastly
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deteriorated in value and with the majority of @rgyfinancial circumstances will

not allow a long studentship. So, after a shortggleof tuition, the young student
is expected to make some financial return for tlomey already expended. With
the results of this undue haste in preparation neealeady familiar. Numbers of
our most promising voices are heard for a shorll,sped then no more. While

still untrained, or only partially trained, they ceumb to the temptation of

accepting engagements from the managements ofr@ibtwses or variety halls,
and irreparable damage to the vocal organ oftenemnas a result of subjecting it
prematurely to a strain of this kind.

So far as the average singer's repertoire is coadetthis consists chiefly of
hackneyed ballads and of operatic excerpts confolengn the public demand.
Yet one must admit that within one's own time mpeobgress has been made. A
generation ago TostiGood-byeor Il Bacio would have been regarded as classics
and a singer who specialised for instancéigder would have been considered
hopelessly highbrow. To-day it is no longer a pheaoon for a singer to sing
Lieder exclusively, and many of our young singers acqregeertoires which are
artistically sound, and even adventurous. Too oftewever, vital elements of
style and interpretation are lacking in our singerake-up, and all their effort is
directed towards vocal display rather than towangstrue and sincere expression
of music and poetry.

Under such conditions as prevail, how can we helpake better artists out of
our young singers?

Plainly it is in the schools that the necessarymelatary training must be
provided. Young students who have vocal abilityl vatobably first become
conscious of their gifts, and learn to give expisso them, while singing in the
school choir. Here they must learn theory of masid sight-reading, and acquire
such fundamental requisites as a good method afthing). The better equipped
the student is on leaving school, the easier amckeguwill be his progress later
on. During this stage, however, the student is depet on whatever knowledge
and experience is possessed by his teacher, ahd mbsence of specialist music
teachers in the vast majority of our schools,ditthn be expected. It is true that
the Department of Education now holds refreshersgsiin music for primary
teachers at various centres throughout the cowsicin summer, and these should
help to raise the standard of vocal teaching in gbkools. In addition, the
Department has inaugurated a Summer School of Muasiublin, for which
expert lecturers are engaged. The most importamtses have been those for
conductors of school choirs, since they will undedby be the
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most far-reaching in their effect. These course®t@ready been a source of help
and encouragement to many teachers, on whom the diolves of giving
elementary training to the singers of the future.

When school days are over, where is the pareriteof/oung singer to turn for
guidance and help? In the larger cities, some gr¥achf repute are to be found,
though admittedly there are too few properly quedifteachers to produce
anything like a normal supply of trained singerBeTirst condition, then, for any
improvement is an increase in the number of exypactl teachers. If these were
available, a sufficient supply of talented studenight soon be forthcoming.

Outside the cities, teachers of singing are alnmost-existent. To meet the
pressing need, the technical schools, which affbedsole point of contact with
the adult rural communities, should include botlo ssmd choral singing in their
curriculum, and teachers should be appointed, edctwvhom could cover a
number of schools in the one district or countye Phimary responsibility of such
teachers would, of course, be in connection witsglsinging, but wherever
individual talent manifests itself, they should imea position to give private
tuitions, so that singers might ultimately be proelil even in country districts.
Only one county so far, County Cork, has appoirae@hole-time teacher of
choral singing for vocational schools, and it ighhtime that this example were
followed elsewhere. Possibly the main difficulty wle be to find expert teachers,
and this difficulty exists not only in Ireland, batmany other countries.

Voice production is a more exacting science thay fanm of instrumental
training, since the voice differs in each indivijuand although in theory the
principles of voice production may vary but littie, practice each voice requires
different treatment. Therefore it is only the teaxchwvho has been well taught
himself, who has had years of experience and is &bimpart his knowledge,
who can be relied upon to give good results. If Biepartment of Education has
the revival of music throughout the country seripu heart, it should select a
number of suitable teachers, give them an intensowgse of training under an
expert, and appoint them to the vocational schawisspread the art of song
among a people who have every aptitude, but nowl seene drastic form of
stimulation if they are to become vocally alive.

Apart from fundamental questions of teaching araining, it remains to
consider what opportunities our young singers tawgaining experience, and of
making their worth known. One method of gaining exgnce, which is seldom
availed of by solo singers, is
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that of participation in a choir, and yet this isecof the means by which singers —
seldom noted for their all-round knowledge of musican become acquainted
with the concert repertoire, and with the styledhsf great masters. Students of
singing should be encouraged to attend orchestththoral concerts, and recitals
of every kind, and in this connection it is regabte that those who organise
concerts here do not more often follow the Enghsial continental example of

iIssuing students' tickets at a nominal price. A¢ tharious feiseanna, young

singers can acquire useful experience, such assefile as an introduction to

concert work proper. Here friendly rivalry providigem with a stimulus to better

their work, and expert opinions on their progress/ rinequently be obtained.

For the fully-fledged singer, however, the oppoities of engagement are few
indeed. Our opera companies could show more engemrant to those of our
singers who have operatic aspirations, for, graatéttle more experience, some
of them would be preferable to some of the impogssts whom we have heard
in recent years. During the war, when cross-chammiests were difficult to
obtain, some splendid performances of opera werengby all-Irish casts. It is
discouraging to think that our unaided efforts, etthproved so successful, should
flag immediately when communications were restosed outside artists could
again be engaged. Some choral societies and miugis, ©n the relatively rare
occasions on which they hold public performances, indeed engage local
singers, but it may be safely said that there isvodk for a concert singer with
high ideals comparable to that which awaits theupapsinger who is willing to
take part in variety, smoking concerts and the oei forms of social
entertainment — in fact some of our best singeesf@iced to undertake the latter
type of work in order to survive at all. A partisburce of employment for the
singer is, of course, afforded by Radio Eireann, @dur broadcasting station,
which has the power to foster good singing ananprove the standard here, does
not give enough encouragement to our most promiitigts, or indeed to those
who have already proved their worth. If such cdodg continue we cannot
complain if our most talented and ambitious sindease our shores to seek their
careers elsewhere through lack of support at home.

As a final point, it might be mentioned that insci#nt scholarships in singing
are made available by our institutions. The majasitaspiring singers are unable
to afford the long apprenticeship which a real mstof the art entails. No
measure would be more effective in raising the gdnstandard than if our
Department of
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Education were to offer two scholarships in singimgich would be open to
competition annually, and awarded whenever a seffity high degree of
attainment was reached. Such scholarships wouwtdstidhe of our talented young
students over their years of training, but the ami@hould be adequate to allow
them a year or two on the Continent, so as to entididm to contact the finest
traditions in every branch of song.

Since a talent is rarely to be met with in whichtla¢ requirements of an artist
are united, we cannot expect to produce many sngieinternational reputation
from our comparatively small population, but we aapect to have a good
general standard of singing in every town in Irdlafhat this is not the case is
primarily due to the lack of normal opportunities the training and production
of singers. Only a determined and far-reaching reflan the part of the
Department of Education, of the Vocational Educati@ommittees and of the
various governing corporations in the direction prbviding experts, training
teachers, and appointing them systematically tostaéfs of schools, can effect
any fundamental improvement in the general sitnatio
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Music in the Broadcasting Service
By
SEUMAS O BRAONAIN

Late Director of Broadcasting, Radio Eireann

While this article proposes to deal mainly with tp@wth and development of
musical activities within the Broadcasting Servitteyould scarcely be possible
to appreciate the position fully in the absence abfgeneral idea of the
establishment, control and growth of broadcastsg ahole. | propose therefore,
to open with a short general survey.

The legislation governing the establishment ofBn@adcasting Service in this
country is the Wireless Telegraphy Act, 1926, whéchhorised the Minister for
Posts and Telegraphs, with the sanction of the eat of Finance, to acquire
or establish Broadcasting Stations ; to maintaieth anrk them, and to set up an
advisory committee to advise and assist him in ¢beduct of the broadcast
stations maintained by him under the Act, and @ ghlection and control of the
broadcast matter distributed from such broadcas@tgtions. The cost of
operating the service is paid for out of moneywjgled by the Oireachtas.

The Director of Broadcasting is responsible for ttmenediate control of the
Broadcasting Service. Broadcasting in Ireland isré¢fore a State controlled
service and in this respect differs from broadogstn England and in many other
countries where the service is run by a CorporatorBoard, generally under
licence or control by a Minister of State.

On the 1st January, 1926, Irish broadcasting begebublin in the Station
which had for its title and description "Dublin 2RN he Station was of very low
power (1 kw) and could serve only a small portiérthe country effectively. To
show how modest the beginnings were it is sufficfenme to say that the staff at
the time of opening and for some time afterwards as follows: A Director; A
Deputy Director; A Music Director (part time); A Waan Organiser; An
Announcer. And what will be of special interestiose musically minded — there
was an orchestra of four, consisting of Piano, MidViola and 'Cello.

The broadcasting hours in the early days were ffoB® to 10.30 p.m,, and
while the programmes were varied so far as possible
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a large percentage of the time was devoted to m#ésicidea of the listening
public during the first year can be gleaned from tinmber of licences in force at
the end of the year, which was 9,867. That numbeltipied by four would
probably give the number of listeners. By way ofittast the number of licences
in June 1951 was 315,231.

On the 26th April, 1927, a second station was ogeine Cork, and was
officially known as " 6CK". Its power was 1.5 kilatts. Apart from the fact that
the local programme organisation of the Cork Stawu@as closed down in 1930 —
Cork then becoming substantially a relay stationhe position in regard to
stations remained static until 1933 when a High &oftation (100 kilowatts)
was opened in Athlone, radiating on 531 metres,lentiie Dublin and Cork
Stations continued to function on their own wavegtds. Following the
establishment of the Athlone Station the weeklygpamme hours were increased,
and while these have since been altered from tartarte, the present number of
broadcast hours per week is 49, apart, of coursa) the many hours of special
opening for Church Services, national functionsabfkinds, commentaries on
football, hurling and sport of every description.

It is scarcely necessary to say that the growthdewlopment of good-class
music within the Broadcasting Service went lardedyd in hand with the growth
and development of the Station Orchestra. We haen ghat this Orchestra
numbered four at the opening in January, 1926. fmhimber was increased to
seven in June, 1926, to twenty-four in 1936, tontyesight in 1937, to forty in
1942, and finally to sixty-two in 1948. It would beell to make it clear here,
however, that the Radio Eireann Orchestra, to iiits title for many years past,
did not have to depend for public symphony concertisnportant studio concerts
solely on its permanent personnel. For all suchasions the Orchestra was
augmented by the addition of well-known local migsis, to bring its strength up
to the number required for the particular programme

The question of a regular conductor for the Ordlaesfas always a difficulty.
There was and is no other professional symphonlestca in Ireland and there
was consequently no local source on which to drawtrined and experienced
orchestral conductors. In these circumstances,dREdleann had to rely on the
services, on loan, of conductors of Army Bandsntdiin the Army School of
Music under the late Colonel Fritz Brase. The twons officers who functioned
mainly in this capacity were Lieutenant (now LieQbl.) James Doyle up to 1940
and Lieutenant (later Captain) Michael Bowles fra8¥41 to 1948. That these
officers, whose
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musical training and experience were linked witlmixrbands, succeeded so well
as conductors of a symphony orchestra is a fibateito their natural talents and
abilities, and to their versatility and capacityr fadapting themselves to
circumstances.

The most important and far-reaching undertaking tloé Orchestra was
unquestionably the series of fortnightly public gany concerts which ran
during the winter and spring seasons from 1941-2946-7 without a break.
These have been dealt with in another article is blook, and | shall therefore
confine myself to the background to this seriesmicerts and to certain aspects
which would not be familiar to the ordinary reviawe

There had been public symphony concerts in 19381888 with distinguished
guest conductors and soloists and very attractregrammes, but they rarely
drew full houses. Here, for instance, is a notenfeoreport for one of these years:

Though the audiences were considerable, more sufior was given by the
public was anticipated, especially as the membétha Government showed
such an interest in the concerts, the majorityhef €abinet attending each of
them.

| myself recall one such concert held on a Sundgltnn the Gaiety Theatre
in this period with the late Sir Hamilton Harty aenductor and the famous
pianist, Solomon, as soloist. The Theatre holdsy osbme 1400, vyet
notwithstanding the issue of a considerable nunbe&omplimentary tickets the
house was by no means full.

It was, consequently, with a good deal of trepatathat the then Minister, Mr.
P. J. Little, and all concerned considered earl§941 a proposal from Michael
Bowles, acting Music Director and Conductor of tBechestra, that Radio
Eireann should sponsor a series of fortnightly uBlymphony Concerts during
the 1941-2 season. This proposal was for elevenetrts) five before Christmas
and five after Christmas in the Dublin Mansion Hesapacity about 800) with
Bowles himself as conductor, and a final concethva foreign conductor and
soloist in one of the Dublin theatres. In view oéyious experience a failure was
quite possible, and all concerned felt that thesivpossible service we could do
to music generally, and to Radio Eireann in paltiguwould be to sponsor a
rather ambitious effort which would not be reasdnalire of success. However,
Michael Bowles's persuasive powers prevailed; is wacided to take a chance
and sanction was given, with some reluctance nlatutay the Department of
Finance.

Every effort was made to advertise the first coneail. Ministers, diplomats
and distinguished people were invited; but thers m@occasion for worry. Some
300 could not gain admission, and from
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that time forward there were packed houses, alllabla seats being frequently

booked up an hour or two after the booking had egeiven a better idea of the
interest these concerts aroused will be gleanau tie fact that the concluding

spring concerts held in the Gaiety Theatre in 184@ 1943 had to be repeated in
the Mansion House on the Monday night following, tlee benefit of those who

could not gain admission on the Sunday night.

While the public Symphony Concerts obviously pr@ddthe highlight of
orchestral work during the years 1941 to 1947 rthefiearsal and performance
occupied the Radio Eireann Orchestra only durireyesl weeks (or portions
thereof) in the year, so that they really constidubnly a very small percentage of
the regular year's work of the Orchestra. The ramgitime was devoted to
broadcasts of studio concerts. It would be quitpadssible to give an adequate
idea of the wide range covered in these studio exsicbut it is safe to say that
they included important musical works from all tiheodern, romantic and
classical repertoires in so far as a permanentestc strength of 28, and later
40, would permit. Perhaps the following extractrthe report for the year 1941
regarding a series of Friday Orchestral Concerlisgivie a better idea of the type
of programmes covered by the Orchestra in the 8tudi

The series of Friday night Orchestral Concertsha $tudio was continued
throughout the year, and led to the performanceesfenteen Symphonies,
fourteen Pianoforte Concertos, three Violin Corezrtwo 'Cello Concertos,
one Double Concerto for Violin and Viola, one Fl@encerto, many Arias
from Operas and Oratorios performed by various h&tsawith the Orchestra,
besides Suites, Overtures, and other orchestrddsaadrsuitable standard, There
was also given a performance of the four Brahms [Bymies in successive

weeks, with an explanatory programme note spokdfdrpld R. White.

Music by Irish composers past and present was alwgaxen its due place in
the orchestral curriculum, and there were periddioadcasts of vocal and
instrumental programmes under the title Contempgoraish Composers.
Amongst those who contributed to these programmese vdr. J. F. Larchet,
Frederick May, Arthur Duff, Aloys Fleischmann, DaestrMcMurrough, Robert
O'Dwyer, Eamonn O Gallchobhair, Michael Bowles, faux Palmer, Redmond
Friel and Hubert Rooney.

With a view to the encouragement of Irish compgsamsannual sum of money
was made available from 1943 onwards to enabl®trextor of Broadcasting to
commission new compaositions and
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arrangements of music by Irish musicians and tofpaguitable works submitted
even if not commissioned. For the Four Masters Cemaoration in June, 1944,
and for the Thomas Davis Centenary in Septembet5,18usic was specially
composed by Eamonn O Gallchobhair, Redmond Friglédays Fleischmann.

During many of the years from 1938 onwards the @stla or members of it
gave valuable assistance to outside musical sesistich as the Dublin Operatic
Society and the Dublin Grand Opera Society, angeild-known Choral Societies
such as the Dublin Oratorio Society and Our La@¥isral Society.

It has always been the policy of Radio Eireann tee gevery possible
encouragement and help to outside bodies and msciaaking serious efforts to
develop the art of music throughout the countrytihis object in view it has
been the practice over the years to take broadfrastsproductions and concerts
promoted by societies such as the Musical Art Sgcieublin String Orchestra,
Dublin Orchestral Players, University Art Societyork, and Cork Symphony
Orchestra, Cork Municipal School of Music Choir d@thestra, the Culwick and
other Choral societies, branches of the Gaelic ueaych as the Keating Branch,
etc.

In so far as broadcasts direct from the Studiocareerned, all the principal
singers and instrumentalists in Ireland have beeengregular broadcasts. And,
apart from foreign artists invited for the publioghony concerts, there has been
a steady flow of such artists for ordinary broatiogs

It was strongly felt that too much of the music-nmgkemanated from Dublin,
and in order to remedy this to some extent, thgnarame called "Concert Tour"
was established. The idea was to encourage musriganisations in places
outside Dublin to arrange series of concerts ofdgowsic, employing the best
artists available. To help towards meeting the agps of such concerts, Radio
Eireann arranged to relay a portion of each sucfte at a specially increased
fee. This arrangement met with a good deal of ss;qaarticularly in centres such
as Cork, Waterford, Limerick, Sligo, Wexford, etcseveral such concerts being
given in the course of a year in some of theseeglac

Two very important additions to the musical stréngf the broadcasting
service were Cor Radio Eireann (Radio Eireann Qlesitablished in May, 1943,
and the Radio Eireann Light Orchestra, founded9481 C6r Radio Eireann, a
body of 24 trained singers, does not operate aslllairhe body. It gives
broadcasts once a month, or more frequently, fochvkhe members are paid
fees, and its services, particularly in co-operatiath the Orchestra, have been
most valuable. The Light Orchestra first condudigd



202

MUSIC IN IRELAND

Eamonn O Gallchobhair and later by Dermot O'Hasaa ffull-time body of 22
players. Its function is that of the normal LightcBestra of any broadcasting
station, and, in addition, it gives weekly broadsas Céili or Irish Dance music.

As a regular practice, Céili Band music is broattase a week in half hour
programmes. Apart from the Station Céili Band, kected number of outside
bands contribute, and these programmes have darge and enthusiastic public
which includes many listeners in England, Scotland Wales. Much of the work
done by the broadcasting service in recent yeasgt¢are an improvement in the
standard of Céili Bands, both as to the instrumesdmbinations used and the
orchestration of tunes, has borne fruit. It mustadenitted, however, that the
dearth of suitable material — new compositions, revangements, in MS or
published — continues to create a difficulty in theeparation of suitable and
varied programmes. It is hoped however that thstipm will improve in time.

Radio Eireann in its early years carried a consiolernumber of gramophone
programmes, but only a very small proportion of dwening listening time has
been devoted to recorded programmes in recent .yéAfsile recorded
programmes were used at first partly as an econdevice, the tendency later
was to utilise them with a view to providing thetéiners with the very best in
music and performers, making good certain deficesnm the "live" programmes
and at the same time catering for every varietiyaste.

There are many aspects of music in broadcastinghadannot be dealt with in
a short article of this kind, and any omissions nigsforgiven. With a symphony
orchestra of sixty-two and the addition of a lightchestra, the future for
concerted music seems to be full of promise. | Wpbbwever, like to conclude
by making certain recommendations which | feelrggty are vital to the future.

Firstly, I am of opinion that it is the nearestnifpito waste of talent to have the
present orchestra of sixty-two broadcasting wedklya comparatively limited
audience — an audience which largely repeats itseli the Phoenix Hall. |
consider that not alone should the fortnightly jpalgioncerts in Dublin, which
were successfully held for so many years in the $anHouse and later in the
Capitol Theatre, be resumed, but that in additidratws really our national and
only Orchestra should tour the country regularlyttees B.B.C., Hallé and other
orchestras do in England. So far as provincialg@ue concerned, a beginning has
already been made by visits of the Orchestra t&,G&aterford and other centres.
The question of cost should not be allowed to fater
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with what is really a national want, and, in angea doubt, having regard to the
size and personnel of the existing orchestra, ttiere would be any serious loss
on public concerts in the city, or on well-planriedrs of the whole country.

Secondly, there has been no permanent conductahdo©rchestra since the
resignation in 1948 of Michael Bowles, who held theal position of Music
Director and Conductor of the Orchestra, and whaaw making a name for
himself as conductor of the National Orchestra efv\Zealand. | feel that a
permanent conductor should be appointed as sogosmsble. A succession of
foreign conductors coming across for a month or tmanmths is obviously highly
expensive — more expensive, | should say, thariagee on the public concerts.
Apart from this, a conductor is only getting thelfef the orchestra, getting to
know its weaknesses and its strengths, when hertdefia be succeeded by
another who has to commence learning the samenlessal from the point of
view of the orchestra itself, while a little vageaelieves the monotony, it must be
very upsetting to have such constant changes afumor.

Thirdly, | hope that the project of an up-to-datedzicasting house, planned on
the most modern lines, will not be long delayedly@nose who have worked and
still work under the conditions which prevail irettudios on the top floors of the
General Post Office can appreciate how urgenth surcinstitution is needed.



The Music Department of Radio Eireann
General Post Office, Dublin
Music Directors:

Vincent O'Brien, D.Mus. 1926

Michael Bowles, B.Mus. 1941 - 1947

Fachtna O hAnnrachain, B.A., B.Mus., H.Dip.Ed. (Ag) 1947

Fachtna O hAnnrachain, B.A., B.Mus., H.Dip.Ed 509
Assistant Music Directors:

Arthur Duff, D.Mus. (Acting) 1945-

Fachtna O hAnnrachain, B.A., B.Mus. HDip.Ed 194B50
Conductors :

A series of conductors on loan in rotation from the

Army School of Music, including Lieuts. Doyle,

O'Hara and Bowles 1935 - 1941

Capt. Michael Bowles, B.Mus. 1941 - 1948

A series of guest conductors from abroad, in-

cluding Jean Martinon, Edmond Appia, Sixten

Eckerberg, Mosco Carner, Hans Schmidt-

Isserstedt, Francesco Mander, Norman del Mar,

Jean Fournet, Carlo Zecchi 1948-
Station Accompanists:

Kitty O'Doherty (Mrs. O'Callaghan) 1926

Rhoda Sinclair Coghill, B.Mus., L.R.A.M., A.R.C.M 1939-
Assistant for Vocal Programmes:

Mairéid Ni Phi6goid, B.A., B.Mus. 1947-

Radio Eireann Symphony Orchestra

Founded as a Station Orchestra 1926. Increasa@sent strength 1948.
Leader Renzo Marchionni
Deputy LeaderNancie Lord

2 Flutes, 2 Oboes, 2 Clarinets, 2 Bassoons ; 43l@frumpets, 3 Trombones, 1

Tuba; 1 Timpani, 1 Percussion; 1 Harp; 12 1st Vimlil0 2nd Violins, 6 Violas, 8
'Cellos, 4 Basses
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Radio Eireann Light Orchestra
Founded 1948

Conductors:
Eamonn O Gallchobhair 1948
Dermot O'Hara 1949-

Leader Jack Cheatle

1 Flute, 1 Oboe, 2 Clarinets ; 2 Horns, 2 TrumpktStombone ; 1 Percussion ; 1
Piano ; 4 1st Violins, 3 2nd Violins, 1 'Cello, A&

Cér Radio Eireann
Founded 1943
Conductors:
A series of conductors and guest conductors, imatud
Sir Hugh Roberton, Capt. Michael Bowles, Dr. Arthur
Duff, Fachtna O hAnnrachdin, Mrs. Agnes Boylan, Mrs
Alice Yoakley, Robert Howie, Dr. H Waldemar Rosen.

7 Sopranos ; 5 Altos ; 5 Tenors ; 7 Basses.



The Music Department of the
British Broadcasting Corporation, Belfast

Broadcasting House, Ormeau Avenue, Belfast

Directors of Music and Conductors of the B.B.C.tHern Ireland Orchestra:

E. Godfrey Brown. O.B.E., Hon. A.R.C.M. 1924-1937

B. Walton O'Donnell 1937-1939
Assistant Directors and Assistant Conductors :

Peter Montgomery 1933-1938

James Denny 1937-1939

Arnold Perry 1938-1939
Music Assistants:

Crawford McNair 1946

Edgar Boucher, B.Mus 1947-
Staff Accompanists:

Frederick Stone 1939-1940

Havelock Nelson, Ph.D., D.Mus 1947-

B.B.C. Northern Ireland Orchestra
Founded 1924. Disbanded on the outbreak of warteSdyer, 1939.

2 Flutes, 2 Oboes, 2 Clarinets, 2 Bassoons ; 4¢j@iirumpets, 3 Trombones ; 1
Timpani; 1 Harp ; 6 1st Violins, 4 2nd Violins, 2dlas, 2 'Cellos, 2 Basses

B.B.C. Northern Ireland Light Orchestra
Founded 1949

Conductor
David Curry
Leader: Wm. Mclnulty
1 Flute, 1 Oboe, 1 Clarinet, 1 Horn, 1 Trumpet,r@éribone; 3 1st Violins, 2 2nd

Violins, 1 Viola, 1 'Cello, 1 Double Bass, Piandliinpani and Percussion
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CEMA and Music in Northern Ireland

By
JACK LOUDAN

Organiser, The Council for the Encouragement of iglaad the Arts
(Northern Ireland)

In 1940 the Queen's University of Belfast Joint @attee for Adult Education
received from the Pilgrim Trug€Z50 for the promotion of concerts under the title
of "Music for the People". Encouraged by the susadghis experiment the Joint
Committee approached the Trust for assistancetédblesh in Northern Ireland a
Council for the Encouragement of Music and the Amsthe lines of the body
known as CEMA then operating in Great Britain. Thest agreed to contribute
£1,500 per annum for two years on condition that @mernment of Northern
Ireland would give a similar sum each year and wotake over financial
responsibility for the project after the end of tihwo year period. The
Government, acting through the Ministry of Educatiagreed to make the
required grant for the two years and intimated thetas prepared to agree to the
continuance of a grant after that period if thechte the work of the Council in
Northern Ireland was clearly apparent. The faitbvamh in this experiment was
entirely justified and CEMA (N.l.), now in its eigh year, has become an
important factor in the life of the community itrges.

It would be a mistake to give the impression tleré had been little or no
musical activity in Northern Ireland before CEMAnga into being in 1943.
Belfast has for many years had a fine musical tiadiand has been visited by
most of the great conductors and celebrity artttheir day. There has always
been considerable amateur musical life outside ditye but, prior to 1943,
orchestral music was entirely unknown in many tovamsl villages. The first
attraction planned by CEMA, therefore, — a visitthg Jacques String Orchestra —
was an event of some importance. The demand tleaect for string playing of a
high order has since continued and increased. abgué&s Orchestra has visited
Northern Ireland on four occasions and has playedatge and enthusiastic
audiences in a number of Ulster towns. Music lowarsughout the Province
have also heard the Boyd Neel Orchestra, the Z@iaing Quartet, the Carter
String Trio, the Clarinet Trio, the London Harpsictt Ensemble and many other
well-known groups of artists.
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As a general rule CEMA tours round the smaller @ntare arranged for
parties of three — a singer, a violinist or 'célasd a pianist with occasionally a
dancer or perhaps a wood-wind player. The average generally lasts two
weeks and consists of eleven or twelve evening iputdncerts and some
afternoon recitals in factories and schools. Anangnt and unique feature of the
organisation is that in spite of all transport idiffties a grand piano is sent on
tour with each party, thus avoiding the necessityusing the inadequate
instruments available in so many town halls. Inrregority of towns and villages
the work of CEMA is carried on either by a localnuuittee or by societies
interested in music. Concerts in Londonderry, foaraple, are organised by the
Londonderry Music Circle. In some cases these 8esiact only as unpaid agents
and CEMA takes entire financial responsibility. dther cases the local society
comes to an arrangement whereby they share with ALBBMf the loss on any
performance or, alternatively, half the profit.

The latter system works extremely well. It givesnmbers of the music
societies concerned a personal interest in theteaet also, if the concert is
financially successful, provides them with funds daange further musical
activities of their own. The municipal authoritimsone or two towns have begun
to take a keen interest in the work of CEMA. Calega for example, has an
official Three Arts Committee sponsored by the Bmjo Council, which gave
recently a grant from the rates to help defray agpe of a costly orchestral
concert. A few industrial organisations in Ulsteavh also welcomed the
opportunity of providing lunch-hour music for theivorkers and have been
willing to pay CEMA for this service. Mid-day reals have been given in
canteens in the Belfast shipyards, in linen faeoand foundries to as many as
1,500 workers. A considerable proportion of thosesent at these concerts now
form part of the audiences attending public perfmoes arranged by the Council
in the evenings.

A large proportion of the work of CEMA is in countdistricts but Belfast has
also its share. The Sadler's Wells Opera Compaiyitsafirst visit to Ireland in
1947 under the auspices of the Council and plagedhiree weeks to capacity
audiences at the Grand Opera House, Belfast. Sicdita Sargent and the
Liverpool Philharmonic Society attracted 15,000 gdeoin three nights to the
King's Hall, Belfast, which has a seating capaoit$,000. Plans for the future are
much the same as they have been during the pastyéiars. Concerts will be
given as often as possible in provincial towns waitidges and the tendency will
be to work more in association with local bodiebeTBelfast Corporation has
recently agreed
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to give CEMA an annual grant 62,000, and a municipal orchestra under the
conductorship of Mr. Denis Nulgan has now beenbdistzed.

The Council for the Encouragement of Music and thérts
(Northern Ireland)

Tyrone House, Ormeau Avenue, Belfast

Incorporated under the Companies Act (Northerraird) 1932

President The Right Hon. Dame Dehra Parker, O.B.E.
General and Financial Secretary. H. N. Downer

Organiser J. Loudan.



The Cultural Value of Festival and Feis

By
EAMONN O GALLGHOBHAIR

Composer; Adjudicator; Director of Music at the AdybTheatre, Dublin

ANY assessment of the value of an effort must baditmmned by the professed
aims and purposes that are the motive force bahméffort. The difficulty in any

enquiry about Festival and Feis is the hazy ideplogtivating them — the fact
that any attempted enunciation of their purposes been made in terms too
general to aid analysis.

The Festival and Feis are two variants of the afea.i The distinction in
terminology makes no pretence to accuracy in génesage, for despite the
difference in their origins, the two terms are stmes interchangeable. The
Festival is in direct descent from the English Cetitjve Festival, while the Feis,
generally speaking descends from the "Pattern" e- dlu-time festivities in
connection with saints’ days and holidays. But tigto the years there has been a
certain borrowing and interchange of ideas betweestival and Feis, making it
often difficult to distinguish one from the othefFhis similarity, though, is
superficial: the old differences persist underneath

Using the word in its widest sense, there is atipali difference between
Festival and Feis, and, naturally, this differerecenost apparent in Ulster where
political differences are most acute. There thetitasis often called the
"Protestant” Festival and the Feis has often beearded the title "Fenian" — a
derogatory term that may signify either CatholidRabel.

In Ulster, the Festival has grown out of a pre-18fgerial civilisation which
was safe, well-established and secure, in whichulwas a decorative
counterpart to fundamentally static social condsio The Ulster Festival is
cosmopolitan in outlook and very similar to itslé&s in England or Canada,
with English adjudicators providing an unquestiomagrimatur. As a formula for
recognition, such imprimatur is valid anywhere meldnd. Again, the Ulster
Festival is primarily concerned with music, maimWth technical proficiency in
the executive performance of cosmopolitan musidatier years the scope of the
Festival has been widened a little; the rise ofrahwerse-speaking in England has
been paralleled here by the establishment of catigret to encourage this art,
and, for financial reasons mainly, folkdance
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competitions have been provided. But the Festitéll lselongs to the English
Family, still is true to its cosmopolitan ideolodyy it programmes Sandborg or
Vachell Lindsay, Beret or De la Mare as willingly deats, Stephens, or Colum.

All of which leads to the recognition of but two rptbred Festivals in the
Republic of Ireland — those of Dublin and Sligottbof which, in an effort to
parallel changing conditions, have an Irish sectmtheir programmes — a section
distinct and separate from the general body ofivastork.

As for the cultural value of the Irish Festivalseocan only assess their results
by a comparison with those of their fellows in Eaxgl. The English "Mother"
Festivals, from small beginnings have developedfimaished, and some are of
world renown. For instance, not alone has the greete Choirs Festival brought
new lustre to English choral music, but it has beenimportant influence,
artistically and financially, behind almost evemtable English composer; Parry,
Elgar, Holst, Walton, Vaughan Williams, Ireland,i®8l and many others owe
much to the Festival in England. Local conditiorsvén precluded any such
creative development in the case of Festivals eteihd. Here there is a greater
tendency to judge success or failure by the nunobentrants for the various
competitions, just as the efficiency curve in thesio schools and academies
seems to be largely dependent on the numericadrfalcittle attempt is made to
integrate the Festivals in the scheme of generatienaducation, to use the
knowledge of prevailing standards of technical caéincy, gathered in the
Festivals, as criteria to be applied to the evalnabf the results of musical
education, i.e. to assist the music schools bycaghariticism, judgment. But at
their best the Festivals form a focus for the malsactivities of the community
which sponsors them, and generate an enthusiasioh wdven if partly born of
the competitive instinct, has a generally stimualgteffect on the consciousness of
the near-musical, as well as on the music-maketisnamsic-lovers themselves.
Moreover, the Festivals provide an annual forumcwhiruly reflects the type and
quality of the music-making of the towns or diglsich which they are held.

Meyer defines culture as "the inherited stock ofysatal and mental
peculiarities, ideas, habits and social arrangesneharacteristic of a group of
human beings ..." And this definition, applied tmarower field, underlines the
primary difference between Feis and Festival. frer Feis was (and often is) a
"political” gesture, an assertion of the distinetiess of Irish nationality, an
assertion of Irish separatism, originally motivatsdthe idea of the rehabilitation
of old-time Gaelic culture. Some ill-defined idea
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lay embodied in the Feis of the pure, noble, ugrigiard-working and Irish-

speaking peasant as the chosen custodian of thianal better way of life, and
early Feiseanna were displays of peasant cultaréhe same way as the old
"Pattern " was a display.

Foolish? Perhaps, and the resurgent nationalisamis after 1916 dealt hardly
with such sentimentalism; the fighting man haddlithterest in peasant or Gaelic
culture. Gradually, however, the Feis substitutedtlaer aim for the old — this
time to "establish a new Gaelic culture in Ireldn@raditional values only (a
rather hazy expression) are to be valid in this meay of life, and the Irish
language, Irish music, drama, dance and literatmeeto shadow forth the new
civilisation.

So is the battle joined between Festival and Reis: the old political battle
fought ideologically.

The Feiseanna came in on a high running tide angktathere have been no
happy landings. The years have been devoted ttaliigation, often to the mere
improvisation of techniques and routines to givdeorto efforts which might
easily have remained chaotic and undirected.

To this end of order, for instance, the competitdea was borrowed from the
Festival. A result, maybe unforeseen, was that, ediately the touch stone of
good performance changed from traditional fidetityaesthetic worth — a far-
reaching change with inherent implications notglear nor realised. This change
brought with it the need for qualified adjudicatoend the judgment of the
experienced "traditionalist” was replaced by tHahe technician, who in his turn
brought into the Feis world something approximatiega standard of ideal
performance. This standard in its turn brought maled for the creation and
publication of suitable music, choral and instrutaénfor the provision of
authoritative editions of dance-routines and thegpropriate music, for the
making available of an accurate knowledge of litkleown dances, for the
construction of new action songs — for, as it wegnavisioning the standard,
raising it and keeping performance in line with gexh cultural aims.

All this goes to show how the Feis superficiallypagpximates to the Festival,
how complex it is, how fervid, and how difficult wattempt must be to evaluate
its cultural worth.

Only one small facet of Feis activity will bear &msss from this point of view
— the Dance competitions of the Ulster FeiseanmatrGlled by the active Ulster
Council of The Irish Dance Commission, with intgdint co-operation from
Feiseanna teachers and dancers, a poor stand#&matitional dancing has, in a
short ten years, been transformed into a polishied lae effort has required
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the licensing of competent dance-teachers, thadiog and provision of qualified

adjudicators, the publishing of dances and mugjetteer with advisory activities

on all facets of dance work. But the important ¢ghis not this newly-spread

technical virtuosity but the fact that arising fralmmany new dances are being
created by technicians in Ulster, a creative movemes yet in its infancy, that

may be of great cultural importance.

It is yet too early to evaluate the cultural woofithe Feis as a whole, to say if
the limitation imposed upon it by its nationalistdaseparatist aim be strength or
weakness. Even now there are signs of further a@grsigns of internal stresses —
a growing dissatisfaction with the competitive idaatendency to return to the
"display” of the old Pattern; a tendency, in onetein particular, to experiment
by combining Irish and cosmopolitan music; andlyaastdangerous desire to have
a centralised body with some directorial influeng®n all Feiseanna, dangerous
because such centralisation tends to uniformitgnt@amposed standardisation that
would deprive Feiseanna of much of their strengthat pliability which enables
them to mirror the changing circumstances of tluamalities.

The problem at the moment is, can this loosely misgal, diverse Feis world
continue to function as heretofore, meeting and/isgl educational and art
problems that impinge upon it in increasing numbarg with mounting
complexity, and at the same time remain true t&aslic and nationalist aims?



The Principal Feiseanna and Music Festivals

An Feis Ceoil

AN Feis Ceoll, the first Irish Music Festival to fimunded, originated with a letter
written by Mr. O'Neill Russell to the Dubligvening Telegrapbn December 8th,
1894, in which he protested against the neglectrish music by the chief
representatives of musical activity in Ireland. Agorous correspondence
followed in which Dr. A. W. Patterson, Mr. Owen kb and Miss Dora Sigerson
took part, and as a result, a committee consistinrgembers of the Irish National
Literary Society and of the Gaelic League was fatroe February 2nd, 1895, for
the purpose of founding an Irish music festival. Patterson and Mr. P. J.
McCall were appointed Hon. Secretaries. The projexs publicised by means of
lectures on Irish music given by Dr. Patterson sindAlfred Perceval Graves.

The first Feis Ceoil was held in Dublin from Maytth& May 21st 1897, with
a programme which consisted of concerts of Iristsimjwocal and instrumental
prize competitions, prize competitions for compesérctures on Irish music, and
an exhibition of ancient Irish musical instrumeatgl manuscripts. The following
is an extract from the syllabus of 1897: —
The word Feis is associated with the ancient gatbef Tara, described in the
Book of Leinster and surrounded by a halo of roteanaditions, which date its
origin back into prehistoric times. The modern Feepoil, first established in
May, 1897, is a musical festival, and aims at thiévation of Irish music, and
its presentation to the public in a becoming manhealso includes among its
objects the advancement of musical education atidtgidn Ireland generally,
so as to regain for this country, if possible,dtd eminence among musical
nations.

The constitution of the Feis Ceoil Association ty+dncludes the following
aims: @) To promote the study and cultivation of Irish neygb) to promote the
general cultivation of music in Irelandt) (to hold an Annual Musical Festival, or
Feis Ceoil, consisting of Prize Competitions anch€&ots, similar to that held in
1897; @) to collect and preserve by publication the old af Ireland.

Entries
[Year] 1897 1910 1920 1930 1940 1945 194951
[Number] 417 587 605 1013 1094 154542131223
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An tOireachtas

An tOireachtas (literally assembly or convocatiean annual Gaelic cultural
festival similar to An Mod in Scotland and the Eddfod in Wales, and was
founded by the Gaelic League in 1897 as a separgemnisation from the Feis
Ceoil. The first Oireachtas was opened on May 1¥897, under the presidency
of Dr. Douglas Hyde. The competitive competitionssolo singing, choral music
and instrumental music were run in conjunction with Feis Ceoil, the advisers
on Irish Music to the latter body — Dr. A. W. Pasien and Mr. P. W. Joyce —
being also the advisers to An tOireachtas, but ha following year the
competitions of each festival were separately asgah Before establishing An
tOireachtas the Gaelic League sent representativébe Welsh Eisteddfod to
study the organisation of that festival and thetfiDireachtas resembled the
Eisteddfod in many features. Present at the openerg fraternal delegates from
the National Eisteddfod Council.

The main purpose of An tOireachtas is to encoueagkto help to create high
standards in language, literature, music, art ahdraspects of the native cultural
traditions. It has given an impetus to the creatba new body of Irish literature,
to the composition of Irish Music and to the popsiaion of Irish singing and
drama, and many of the Irish authors and compaegeoshave achieved a national
reputation were first discovered by An tOireachi&tse music section consists of
competitions for the arrangement and compositiorirish music, competitions
for solo singers, pipers and traditional fiddlesispral competitions, and a concert
at which prize-winning works are performed. Othect®ns include literary
competitions (drama, poetry, novels, essays) arattaaxhibition.

Feis Ceoil (1897) — Metropolitan Hall, Lr. Abbey St., Dublin; Abbedyecture
Hall; Scots' Church Hall
Entries 1,300 approx,
Hon. SecretaryMiss Margaret Griffith, Feis Ceoil Office, 37, Nésworth
St., Dublin.
Registrar Stanley Etherton
An tOireachtas (1897)— Mansion House, Dublin
Entries 230 approx.
Hon. SecretaryLe6n O Dubhghaill, 14, Parnell Sq., Dublin
Feis Chapman(1902) — Rotates from Wexford to Enniscorthy, New Rosd an
Gorey. Last Cycle: Wexford (1946), Enniscorthy (@p5
Entries 2,000 approx.
Hon. SecretaryLiam Moran, Church St., Enniscorthy, Co. Wexford
Sligo Feis Ce0il(1903)— Gillooley, St. John's, Presbyterian and Metholdlls,
Sligo
Entries 1,450 approx.
Hon. SecretaryMrs. T. A. Giffney, 43, Church Hill, Sligo
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Feis Atha Cliath (1904)— Mansion House, Dublin

Entries 500 approx.

Hon. SecretarySecretary, Feis Atha Cliath, 14, Parnell SquBreglin
Feis Lair na h-Eireann, Muileann Cearr (1904)— Mullingar

Entries 500 approx.

Hon. SecretaryPilib O Maolalaidh, 31, Oliver Plunkett St., Minjar, Co. Westmeath
Feis an Athar Maitiu (1908)— Father Mathew Hall, Church St., Dublin

Entries 4,000 approx.

Hon. SecretaryMaire Ni Sheinichin, Father Mathew Hall, Churah Bublin
Feis Maitiu (1927)— Father Mathew Hall, Queen St., Cork

Entries 2,250 approx.

Hon. SecretaryMiss M. O'Hanlon, Father Mathew Hall, Queen Sork
Feis Shligigh(1930)— Town Hall, Sligo

Entries 1,000 approx.

Hon. SecretaryD. A. O Maolcathaigh, Ardara, Oakfield Rd., Sligo
Feis Cheoil an larthair (1937)- Halla Cholumbain, Galway

Entries 1,000 approx.

Hon. SecretarySean Stafford, An Cheard-Sgoil, Gaillimh
Feis na B6inng(1941)— Presentation Convent and Whitworth Halls, Dratghe

Entries 1,250 approx.

Hon. SecretaryKevin Beattie, 14, Beechgrove Tec., Drogheda, @aith
Féile Luimnighe (1944)— Mechanics and Technical Institutes; Cruise's @edrge Hotels; St.

John's Pavilion, Limerick.

Entries 400 approx.

Hon. Secretaried~rank Lyddy and Miss Etna Kelly, 8, The Crescéimerick
Féile Cluain Meala (1945) Main Street and Technical Schools, Clonmcl

Entries 500 approx.

Hon. SecretarySéumas O Hérain, Slievenamon Hotel, Clonmel, operary
Oireachtas na Mumhan (1946} City Hall, Cork

Entries 300 approx.

Hon. SecretaryFionbarra O h-Eighceartaigh, An Grianan, Cork
Cor-Fhéile na Sgol, Corcaigh (1948jCork Schools Festival) — City Hall, Cork

Entries 72 (groups)

Hon. SecretaryRisteard O Murchadha, O.S., Model Schools, Cork

NORTHERN IRELAND

Londonderry Feis (1899)- Londonderry Guildhall
Entries 800 approx
Hon. SecretaryMrs. I. H. Wilson, L.R.A.M., A.R.C.M., Ulster B&rHouse, Londonderry
Feis an Duin (1903} St. Mary's Hall, Newcastle
Entries 2,000 approx.
Hon. SecretaryM. J. McClean, Kilcoo, Co. Down
Feis na nGleann (1904} Glens of Antrim (Glenariff, Ballycastle, etc.)
Entries 1,000 approx.
Hon. SecretaryAine Nic Alastair, Glenariff, Co. Antrim
Fermanagh County Feis (1905} Convent Hall, Enniskillen
Entries 2,000 approx.
Hon. SecretarySeamas McKenna, Arney, Enniskillen, Co. Fermanagh
Belfast Musical Festival (1908} Assembly Buildings, Belfast
Entries 2,100 approx.
Hon. SecretariesMrs. A. A. Campbell, Ballywillin House, Crossg&p. Down ; Miss M.
G. Brett, Gretton, Malone Road, Belfast
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Coleraine Musical Festival (1908} Town Hall, Coleraine
Entries 490 approx.
Hon. SecretaryMrs. M. M. King, "Kenona," 22, Institution Rd.,o&raine, Co.
Derry
Feis Dhoire Cholmcille (1921)- Guild Hall, and St. Columb's Hall, Derry
Entries 2,300 approx.
Hon. SecretaryVery Rev. C. McGoldrick, Adm., Long Tower, Deny
Portadown Music and Drama Festival (192p— Portadown Town Hall
Entries 1,100 approx.
Hon. Secretary Marshal E. Doogan, Lisdoogan, Ridgeway Park South
Portadown, Co. Armagh
Dungannon Musical Festival (1922} John Street and St. Patrick's Halls, Dungannon
Entries 550 approx.
Hon. SecretariesMrs. S. Dickson, Duncreggan, Dungannon ; Miss \ttue,
Northland Place, Dungannon, Co. Tyrone
Carrickfergus Musical Festival (1923)— Town Hall, Carrickfergus
Entries 700 approx.
Hon. SecretariesMrs. E. McCullough, "Sunlea”, Rhanbuoy Park, @fergus;
Miss M. Sproull, Scotch Quarter, Carrickfergus, Botrim
Larne Musical Festival (1925)- Victoria Hall, Larne
Entries 800 approx.
Hon. SecretaryMrs. J. C. Tweed, Ballygally Bay, Co. Antrim
Ballymena Musical Festival (1925} Protestant Hall, Ballymena
Entries 1,100 approx.
Hon. SecretaryMrs. J. M. A. Irons, L.R.A.M., Waveney Cottagealymena, Co.
Antrim
Newry Musical Festival (1929) Town Hall, Newry
Entries 2,000 approx.
Hon. SecretaryJ. H. Heather, Seaview, Warrenpoint, Co. Down
Feis Bhéal Feirsde (1932} St. Mary's Hall, Bank St., Belfast
Entries 9,000 approx.
Hon. SecretaryMairdéud Nic Eoin, 35, Gracehill St., Belfast
Feis Ardmhacha (1932)- City Hall, Armagh
Entries 550 approx.
Hon. SecretaryPadraig Ua hAdmhaill, 86, Railway St., Armagh
Feis Tir-Eoghain (Roinn an larthar) (1937)- Town Hall, and I.N.F. Hall, Omagh
Entries 2,000 approx.
Hon. SecretarySéamus MacCabhann, Lisonally, Omagh, Co. Tyrone
Portstewart Musical Festival (1946} Town Hall, Portstewart
Entries 1,700 approx.
Hon. SecretaryErnest Wilson, Town Hall, Portstewart, Co. Derry



The Plainchant Movement
By
HUBERT ROONEY

Professor of Plainchant, Royal Irish Academy of Muygxtern Lecturer,
University College, Dublin

THE cynic might well ask whether a plainchant moeeinexists in this country,

and if so, in which direction it may be said to rmo®ut of a welter of lectures,
competitions, broadcasts and festivals what spadiyi has emerged? It is nearly
fifty years since His Holiness Pope Pius X urgdtk"testoration of the use of
Gregorian Chant by the people so that the faithfaly again take a more active
part in the ecclesiastical offices, as was the @asancient times." Have we in

these fifty years restored the Chant to the people? answer is in the negative,
and though one might refer to the commendable wdrlch has been done in
certain dioceses, one must conclude with a cortfiessicomparative failure.

Criticism of past efforts, however, must not oveKovhat has been achieved
in the face of many difficulties and discouragemserin every country the
restoration of plainchant has been a struggle agaimeterate routine and that 'vis
inertiae' which in time must damp the ardour ofrgveformer. It is a true saying
that the music of any period reflects the life o fpeople at that particular time.
Can we then hope that the Chant may find a pladdanlives of those whose
mental pabulum consists of jazz and the cinema?gldrg of the hills endures in
spite of the skyscraper and the factory; the sresstill as blue (except in cities)
as they were a thousand years ago when this mwsscwitten; and its beauty
transcends time and place. The problem is how tkentlae people conscious of
that beauty, how to convince them that they carnlyebsng it into their daily
lives. In lectures one preaches to the convertedad®asts achieve little because
nobody listens. Competitions, though useful as agepda, have proved
disappointing for many reasons that it would beasseto enumerate or discuss.
Occasionally the adjudication of a faddist or atompetent has checked the work
of years, and even some winning choirs sing no ncbent until preparing for
another competition.

Memorable indeed were the great liturgical festat Ennis, Tuam, Limerick,
Armagh, Kilkenny and elsewhere. At some of thesedbmpetitive element was
successfully maintained, but
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everywhere the main feature was the massed simgitige Ordinary of the Mass
by thousands of children, and each festival seeimédghten the prospect for the
enthusiast; but in the words of the well-known &all"Hope smiled but to
deceive.”" How rarely one can hear in town or coumtiurch a weekly Missa
Cantata with the congregation exercising their profunction of singing the
Ordinary of the Mass! This was being done to sonterg in France, Belgium,
Holland, Germany and England, but how far it havisad the ravages of war |
do not know. It can be done here if, profiting by past mistakes, we go the right
way about it.

One of the chief obstacles is the lack of a unitedt among the teachers and
propagators of plainchant. When | first becameresieed in the Chant in this
country more than a quarter of a century ago, | stasck by the difficulty of
obtaining any authoritative guidance in the subj&iiccessive examiners of
school choirs contravened their predecessors’ adimoes in such vital matters as
phrasing, tempo, rhythm and interpretation. Writens the subject seemed
similarly at variance. They were more theoretitart practical, and seemed bent
on generating heat rather than diffusing light.ocBops at Solesmes, Farnborough,
Beuron and other monasteries gradually extendetarigon, but still | wondered
at the radical differences in the teaching of saathorities as Dom Johner and
Dom Gajard, or Sir Richard Terry and H. P. Allenhovworked with Dom
Mocquereau. If that quintet of famous scholars dddve been gathered together
in a room they would have disagreed as heartilyidishe learned members of the
Pontificial Commission which was appointed to restthe Chant. From the days
of the first Plainchant Summer School in 1904, \Wwhizy the way, was organised
at Appuldurcombe in the Isle of Wight by an Iristegt, Father Michael Moloney
of Westminster Cathedral, the spirit of discord sgeto have checked the
movement. When | first joined the Society of Ste@ory, the same divided
counsels prevailed, and, about twenty years agy, vearly wrecked it entirely.
However a few indomitable spirits guaranteed tharfces of the Annual Summer
School at Oxford, the crisis passed, some faddetsd out, and the Society
flourishes to-day.

Again, organ accompaniment for the chant has alwags a matter of violent
contention. Lifelong friends become estranged feanh other because one puts
his chords with the ictic notes, while another pilesm with the verbal accents,
whilst some of us wish that they would both putnthie the waste-paper basket
and sing the Chant as its composers conceivedriazecompanied. Occasionally,
as at Solesmes and Beuron, one hears the disenedtirusive modal background
which supports without trying to
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lead the singers, but many accompaniments merefhasise the historic fact
that Gregorian Chant at its best period was a cerapart-form and that as
harmony progressed melody declined. Those who disagp completely on this
and other matters of secondary importance wouldvdlh to study the Vatican
Preface and the very few Decrees of the Sacred r€gation of Rites that have
amplified it, and to base their labours on thesemials, in so far as any attempt
to popularise the Chant is concerned.

Turning to the future, the following would seem lbe the essentials for
success:

First of all there must be clear and explicit esw@stical guidance. Surely this
can be best provided by a Liturgical School of Muss in Rome, New York and
other centres. The cost would be infinitesimal cared with the financial streams
that flow in other directions. Professors and exsars from this School would
speak with due authority and unanimity. They wodifferentiate the essentials
laid down in the Vatican Preface and Decrees ofSthered Congregation of Rites
from the various niceties and refinements of spkydigined choirs.

In a Decree dated January 1911, it was specifissdlied that
the Vatican Edition of the Gregorian Liturgical Bo as published by

Apostolic Authority, with its traditional notatioand with the rules placed at the
beginning of the Roman Graduate, contains suffijesnd abundantly (satis

superque) all that is needed for an exact renderfitige Chant.

For examiners and adjudicators to insist on angttumther isultra vires and
does more to retard a general movement than tanadva

To teach the Chant according to the theories argeu®f the Benedictine
Fathers of Solesmes, as we do at the Royal Irigkdé&my of Music and at the
National University is, in my opinion, the best waytrain our students, many of
whom are the teachers, organists and choirmadtéhng éuture. But to insist upon
adherence to those theories in adjudicating or @xamis to betray the limits of
one's knowledge, and to hinder the spreading oCtient among the people.

Secondly, there could surely be some co-operateiwden ecclesiastical and
educational authorities, to facilitate and forwdah# movement in the schools
throughout a country which is frequently referredas being Catholic. If it is too
much to expect that special school time should Ilmeted for the study of the
Chant, need teachers be prevented from regardiag guitable matter for the
ordinary singing class? Again, teachers are engedgrand
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financed to attend summer courses in other subjeatshose who attend summer
courses in plainchant do so at their own expensk anthe sacrifice of their
holidays. Personal interviews have convinced mé dhscheme promulgated by
some competent authority (such as the suggestenigldal School of Music)
could be arranged, especially if the scheme engtsagamination.

This brings me to my third point — the awardingdgsflomas or certificates of
proficiency as teachers or exponents of the Chango far as these may be
considered desirable. This again is the function aofproperly constituted
Liturgical School of Music under ecclesiastical laarity. For any unauthorised
individual, cleric or layman, to award such dipl@amsiabsurd, especially to award
them to one's own pupils, as | have frequently esiked to do at the conclusion
of a course.

Finally, if Gregorian music is ever to become caugtional, the people must
be approached with a simple practical plan thatesako impossible demands
upon them. Anyone who has ever tried to teach gregation to sing knows that
they do not read music, either in plainchant off statation. They will sing by ear
or not at all. Gregorian tunes for the Ordinary sdveral Masses and for
Benediction are as easy as any other tunes, anckadity be taught to sodalities
by a competent musician who can sing and has avi@iking knowledge of the
essentials of the Chant. This calls for the co-af@n of musicians with their
clergy, such as has made the movement a succestew centres. The wise can
be left to wrangle in the jargon of the pundit abarchaeological obscurities and
aesthetic theories, for as | have frequently stic ifar more important that
thousands of plain, ordinary folk should sing thHea@t moderately well than that
a few eclectics should gather together and givekihdhat they do not sing as
other men.

Gregorian Chant is a sturdy natural growth, like thild flowers of the
countryside. Throughout the centuries, successeremtions have found in its
enduring melodies spiritual calm and the soul afypr. Each man will take from
it some echo of what he brings, be he poet or p¢asaholar or saint — there is
joy and solace for all. As we seek out and chetigse wild flowers of the
world's childhood, redolent with the simplicity bygone days, let us beware lest
the faddist lead us into his hot-house where blonty the exotic growths of his
own hyperbole.
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AN essential condition of a spirit of culture incavilisation is that it should
continue to develop and evolve. The self-satisiad complacent attitude which
is too often to be found among the practitionershefarts, as well as among the
general public, leads to stagnation, and frustrdiesessential evolution of any
cultural movement. On the other hand it is far &msy to grouse and be a
destructive critic; even though this may to somealsrextent stimulate the
evolutionary process.

In Ireland the musician has every reason to compfar he has perhaps fewer
opportunities than in any other European countryréalising his ideals. It is
therefore important to give as objective a viewassible of the conditions in this
country, but in avoiding complacency one must @leware of defeatist criticism.
The description of orchestral and chamber musiDublin, which follows, is an
attempt to produce an objective survey, in theesmhope that it may stimulate
Irish musicians and those who have the welfarenefdountry more directly in
their hands to do something which may improve ousical culture.

It must not be forgotten that Ireland is a younagtestin which political and
nationalist ideals naturally loom foremost in thends of our statesmen, and that
social conditions, especially outside the chiefiesit have not yet become
sufficiently stabilised to allow a normal degree miusical evolution. Some
progress has indeed been made, but it is to nailitegainst the danger of
stagnation through complacency and self-satisfadtiat the inadequate state of
orchestral and chamber music in the country isss&@. Certain reasons will be
suggested why these activities are not flouriskisighey should.

ORCHESTRALMUSIC

There is but one professional symphony orchesttaeland, the Radio Eireann
orchestra, and apart from isolated visits to prowh cities its activities are
confined to the capital. This orchestra affordsous sole opportunity of hearing
live orchestral music, played with
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a professional standard of technical proficiencxcept for the rare occasions
when an English orchestra pays a visit to Dublihe Tpeople of most of the

country towns however have no means of hearingsaethg the greatest musical
instrument that has been developed, except inrsasfaertain amateur orchestral
societies have made valiant efforts to give themesdint of the possible power
and beauty of the modern symphony orchestra.

The concerts given by the Radio Eireann Orchestadaalt with in another
article in this book. Suffice it to say that botietstandard of playing and the
general quality of the programmes have improvethéraously within the past
few years, during which the orchestra has givenleggoncerts of a semi-private
nature in the Phoenix Hall, and that there is aegjuead agitation for the
resumption of the public symphony concerts, abaadam 1947.

The recent formation of the Radio Eireann Light i@stra has taken a burden
off the shoulders of the symphony orchestra; foronthestra which sets out to
give first class performances of the great mastesvof the repertoire can afford
to waste its time and energy on hack work whiclhrgbeoadcasting station seems
bound to provide in the form of meal-time concddsthose who prefer to eat
their sausage and mash to the background of ligisianThis kind of music, until
recently, was provided by the symphony orchestra.

The salaries offered to the members of the Radiealin Orchestra have lately
been increased. Hitherto, the very low rate ofrgalaas largely responsible for a
certain feeling of discontent amongst the playeasd proffered little
encouragement to those who could not resist thg watural temptation of
seeking more lucrative employment across the wétenay be added, however,
that the present rate of remuneration still comp@aorly with that of orchestras
in England.

The fact that a popular demand for orchestral missigrowing, at least in
Dublin, is shown not only by the audiences whoratésl the public symphony
concerts given up to recently by the Radio Eire@wohestra, but also by the
enthusiastic numbers of young people who come &o tiee three concerts which
are given every year by the Dublin Orchestral Rlaydhis is an amateur
orchestral society, founded by Constance HardimgeHtavelock Nelson in 1939.
The author of this article is its present conducldre aims of the society are to
train young players in the art of orchestral plgyinand to give public
performances which aim at a musically, if not tachlty, perfect rendering of
works of educational merit, and such as will enagera high standard of taste.
Their repertoire is of course greatly limited bg tiechnical proficiency of the
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individual players, though it can be claimed thatheir twenty-nine concerts to
date no work of doubtful musical value has evembeerformed. This orchestra
consists of about fifty players when at full stréng

The Dublin Orchestral Players have made a poinintvbducing a new or
unusual work in each of their programmes. Apartmfroyumerous first
performances of works by contemporary Irish commseuch works as the
Mozart Bassoon concerto, the Fifth Brandenburg edocof Bach, the Vivaldi-
Bach concerto for four pianos, and other standdadsics have (surprisingly
enough in the case of these latter well-known wobleen given for the first time
in Ireland by this orchestra. It is the constargre¢ of the progressive and
adventurous committee of management that theyimited in their programme
building by the technical resources of amateurrimsentalists; for there are so
many fine pieces of orchestral music from the do@bs romantic and
contemporary repertoires which have never beeropeéd in Dublin, and which
they would like to introduce were it possible fdretmm to do justice to the
performances of technically difficult music.

The Society has recently extended its services dong conductors and
composers who wish to practise their art, or hawertworks tested. Each
composer or conductor, who is approved by the cdteajiis allotted a portion of
three rehearsals. This is the only body in the tgumhich offers such facilities.
A system of Associate Membership, with special gefar students, enables those
who are interested in orchestral playing to attesttearsals and study orchestral
music in greater detail than is possible at cosc&timerous other privileges are
offered to associate members.

There are several other orchestras in Dublin, spemmanent and some which
perform occasionally.

(1) The Dublin Municipal School of Musitas two orchestras, a senior and a
junior. These orchestras exist for training purgpsand they give very fine
performances of the easier works for orchestra witideenthusiastic directorship
of Michael McNamara. The standard achieved, pdartuby the juniors, reflects
great credit on the patience and inspiring leadpershtheir conductor.

(2) The Royal Irish Academy of Mudias two student orchestras, for junior
and senior players. The junior Orchestra of striggse is conducted by Anthony
Hughes, B.Mus., and the senior Orchestra, whiclorapanies advanced student
instrumentalists in concerts at prizewinners' cascand also performs works for
string and chamber orchestra, is conducted by titerw
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(3) University College, Dublirhas an orchestra, partly composed of students,
which performs at concerts given in the Universityis conducted by Dr. J. F.
Larchet.

(4) Dublin Universityhas an orchestra, which takes part in the perfocemnf
the D. U. Choral Society, under the conductorshiposeph Groocock, B.Mus.

(5) The Orchestra of the Keating Branch of the Gaekadue a rather more
recent foundation, has made a speciality of théopaance of works by young
Irish composers.

(6) Our Lady’'s Choral Societywhen not making use of the services of the
Radio Eireann Orchestra, is accompanied in orafmitormances by an orchestra
which has been recently assembled. Their condig©liver O'Brien, B.Mus.

(7, 8) The Dublin Grand Opera Socieand theDublin Operatic Societgach
assemble an orchestra for their regular opera seasonsisting for the most part
of members of the Radio Eireann Orchestra, togetiitbrthe resident players of
the theatre in which the operas are produced.

The list given above does not include Salon andht_@rchestras, specialised
combinations such as Brass and Reed Bands, noestrak which have only
recently become inactive, such as the Dublin Stwghestra which for many
years under the conductorship of Terry O'Connoregasrformances of a higher
standard than any other orchestral body outsiddRéidio Eireann Orchestra, and
introduced many fine modern works to Dublin audesnc

Such a large list of orchestras functioning in Dubmight suggest a
considerable amount of musical activity. But thember of orchestras is
misleading, being due rather to a regrettable teeyldor artistic activities in
Dublin to split up into a number of rival factionsis doubtful whether there are
enough competent instrumentalists among all theteumdodies listed to form
even one really good orchestra. The same leadiagerd actually form the
backbone of these orchestras, each one playirggfaral different organisations.

Turning now to some of the details connected wittateur orchestral playing
in Ireland, a description of the difficulties enovered in running the Dublin
Orchestral Players should cover the various probledmch beset other societies,
including those admirable orchestral societies tvHignction under very great
disadvantages in one or two provincial towns.
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Most fundamental of all, perhaps, is the lack o&l renusicianship amongst
instrumentalists in Ireland. This is a problemtself, which cannot be discussed
at length in this article. Its only cure is a coetpl reorganisation of musical
education. Among amateur instrumentalists, them@nlg a minute percentage of
really musicianly players, who enjoy playing mugic its own sake, and realise
that they are practising an art rather than a.cfafarge number of the remainder
attach more importance to being seen on a platfiman to the art of music-
making, and display an appalling ignorance of mggnoerally. These facts are
perhaps borne out by the virtual impossibility mflucing an orchestra to rehearse
for the sole enjoyment of playing music togethethaut the stimulus of public
performance, and by the difficulties encounterethwhose players who will
refuse to play if they are placed amongst the S&a6alins. Such attitudes have
of course a most cramping effect on the essenpialt ®f co-operation without
which a good ensemble is impossible. Within regeatrs, however, a new spirit
of enthusiasm has been growing among amateur metrtalists, so that the
above strictures are less true now than they whalte been four or five years
ago.

One of the great advantages of an amateur orchestesn compared to a hard-
working professional body, is that they are ableefoearse a programme over a
considerable period of time. In this way, the playkave time to assimilate the
direction in which phrases and climaxes are mowings attaining (as far as their
technical proficiency allows them) the essentiainalyic movement which
characterises a living performance. It is for tl@ason that the Dublin Orchestral
Players insist on a 75% attendance at rehearsalshe earlier days of the
orchestra we were here faced with another problé¢natof the young player who
had won cups at the Feis Ceoil competitions, antsidered it an insult to be
asked to attend more than the last couple of rehkabefore a concert. In this
way we lost many good players, though significarglyough, the ensemble
improved enormously despite the loss of ‘star’ play

Wind players present a different problem. Four geago there were no
amateur Horn players, and only two Bassoons andQiyee player of amateur
status in Dublin, so that it was necessary to eagagfessionals to fill the gaps in
the Wind section. It is financially impossible fan amateur orchestra to engage
professionals for more than two rehearsals, with tbsult that the ensemble
suffered very considerably. The Dublin OrchestrialyBrs have now a complete
amateur wind section — but the struggle to atthis goal in the capital city
reveals a serious dearth of such
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players. It seems extraordinary that more youngplee@o not learn Wind
instruments, in preference to struggling with th#iallties of the piano — an
instrument which so few finally master well enouighbe able to take part in
ensemble playing. In a comparatively short timey arusically inclined person
can become sufficiently good on a Wind instrumeribe able to enjoy playing in
an amateur orchestra. Perhaps one reason for dinih @é Wind players in Ireland
is to be found in the monstrous import duty whigamy doubles the price of an
instrument in this country. The financial problem$ running an amateur
orchestra are considerable, especially if onetethe temptation of playing to the
gallery by engaging popular soloists. The Dublirctigstral Players' policy of
encouraging young soloists who have not yet becampepular draw has always
ended in a considerable loss of money, which hastbhde made good by the
generosity of those who are interested in the aitise Orchestra. It is practically
impossible for an amateur orchestra to exist in IDuwithout some degree of
private support, and this will be the case untibdequately equipped concert hall
is built. There is at present no available hallDuoblin suitable for orchestral
performances or which has a stage large enougltdomanodate a symphony
orchestra. A very large proportion of the expersfes concert go to the building
of a special platform extension.

CHAMBER MusIC

It is significant, in view of the lack of true ma&nship noted in connection
with orchestral playing, that chamber music is gdidhited in Ireland. At present
the initiative in regard to chamber music of a pssional standard is almost
entirely in the hands of members of the Radio Eine®rchestra. Among the
active combinations are the Girulli and Dublin SgriQuartets, and the Prieur
Instrumental Ensemble. Musical activity, however,developing rapidly at the
time of writing, and there are signs, such as thakaning of enthusiasm among
some of our younger players and the recent perfoces of seventeenth and
eighteenth century music by ensembles under tleettbn of John Beckett, that
chamber music may soon become part of the regatants of instrumentalists.
But we have a long way to go before the practicehaimber music in Dublin will
be in a healthy state. The very serious effecthef dearth of chamber music
groups on the Irish composer is too obvious to redaldoration. Not only does the
average instrumentalist seem to show little desirplay chamber music, but the
public also have very little interest in what mayregarded
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as the purest form of music. A most interestingeseof chamber music concerts
were organised some time ago in Dublin, and werergso little support that the
venture had to be abandoned after the first fewcexts. It is useless to point to
the size of the audiences at the R.D.S. recitaldefience of a public taste for
chamber music, for these recitals are social eamddree to members.

The fundamental reason for this sad state of affaito be found in the lack of
proper musical education. The Irish people are @y musical, but they are
largely ignorant of how to listen, nor have theyamwpportunity of learning how
to listen so long as teachers and schools of margicconcerned almost entirely
with the craft of music, with their eyes fixed oraenination successes, and so
long as the appreciation of music remains a neggestibject in the schools.

Having painted so gloomy a picture of the stateoafhestral and chamber
music in Ireland, it may be advisable to stress dlggamic object of active
dissatisfaction. There is no need to give way tsthation, or cynicism, for there
is a goal to aim at and work for, namely, the depeient of our latent musical
capabilities, until the time is reached when an teomaor even professional
orchestra will exist in each of the larger towndiew a great national orchestra
will absorb all the latent instrumental talent, amgen activity will develop in the
field of chamber music comparable to that whichseed in the days when
Merrion Square alone could boast about a dozenafaristring quartets. In
addition, we must aim at creating an appreciativé knowledgeable public, who
will realise that music has something of more peremt value to offer us than
Hollywood.

This may seem a fantastic dream, but is not thevan® be found in Germany
before the war? In that country, music was considi@n essential part of national
education. Every town had its orchestra, pracicaivery family its
instrumentalists and all the people enjoyed musicama art, rather than as an
accomplishment to be admired at a distance. Thad gan certainly be reached
here in Ireland within a few generations, providieat those who have the fate of
the country's education in their hands are willogecognise music as a valuable
factor in the school programme, and to give itgleee which it already has in the
English and Continental systems.



The Principal Orchestras

Radio Eireann Symphony Orchestra(see p. 204)

Radio Eireann Light Orchestra (see p. 205)

Senior Orchestra, Royal Irish Academy of Music (196, re-formed 1950) -Str. 9, 9,
5,4, 1. Concert Hall, R.I.LA.M.
ConductorsBrian Boydell, B.Mus., L.R.[.LA.M., 1950- ; JaraslVanacek 1950—
Leader Miss Joan McElroy 1950—-
CorrespondenceCommdt. Connery, Secretary, R.I.A.M., WestlandvkDublin

Dublin Municipal School of Music Orchestra (1928) -Str. 10, 10, 4, 4, 2. Wwd. 2, 2,
2,2.Bwd. 2, 2, 3, 1. Timp. 1 Perc. Aberdeen Héklnsion House.
Conductors Arthur Darley 1928; Miss Petite O'Hara 1930; Migsaud Davin
1932; Joseph O'Brien 1934; Michael McNamara andplo®©'Brien 1935—
Leader Miss Clara Greene 1943—
CorrespondenceJoseph O'Brien, Director, Dublin Municipal Schaifl Music,
Chatham Row, Dublin

Ceol-Fhuireann Chraohh an Chétinnigh (Orchestra ofthe Keating Branch of the
Gaelic League (1934) -str. 6, 6, 2, 2, 1. Wwd., Bwd. and Perc. engaged f
special concerts. Mansion House; Aberdeen Hall.
Conductors Proinnsias O Ceallaigh, L.R.I.A.M. 1934; Fachtdeh-Annrachain,
B.Mus. 1942; Gerard Victory 1947; Sean Cremer, 3949
Leader: Peigi Ni Cheilleachain 1943-
Hon. Secretary Doirin Ni Thomais 46, Parnell Sq., Dublin

Cork Symphony Orchestra (formerly The University Orchestra, 1934) -Str. 12, 12,
5, 6, 2. Wwd. 3, 2, 2, 2. Bwd. 4, 2, 3, 1. TimpP&rc. Aula Maxima, University
College, Cork ; City Assembly Hall, Cork.
Conductor Aloys Fleischmann, MA., B.Mus. 1934—
Leader W. E. Brady, L.T.C.L. 1934—
CorrespondencéAloys Fleischmann, Glen House, Ballyvolane, Cork

Dublin Orchestral Players (1939) -Str. 12, 12, 5, 6, 2; Wwd, 2, 2, 2, 2. Bwd. 4, 213
Timp. 1 Perc. Metropolitan Hall; Abbey Lecture Hallansion House, Dublin
Conductors Havelock Nelson, Ph.D. 1939; Brian Boydell, B.AB.Mus,
L.R.ILAM. 1943
Leader Miss Hazel de Courcy 1944—
Hon. SecretaryCharles Acton, 2, The Hill, Monkstown, Co. Dublin

NORTHERNIRELAND

Belfast Philharmonic Orchestra (1874)- Str. 12, 14,8, 8, 3. Wwd. 3, 2, 2, 2. Bwd. 4, 2,
3, 1. Timp., 2 Perc. Ulster Hall, Belfast.
Conductors Henry Stiehl 1874; Sir Robert Prescott Stewart7718 Adolf
Beyschlag 1880; Francis Koeller, D.Mus. 1887; EdivaBodfrey Brown,
A.R.C.M., O.B.E. 1913; Denis Mason Mulgan, B.A.M&is. 1950
Leader E. A. A. Stoneley, D.Mus. 1940—
Secretary Robert Bell, F.S.A.A., 2, Wellington Place, Baifa

City of Belfast Orchestra (1950)- Str. 9, 7, 5, 6, 2. Wwd. 3, 3, 3, 2. Bwd 4, 313,
Timp., 1 Perc., Harp. Ulster Hall, Belfast
Conductor Denis Mulgan, B.Mus.
CorrespondenceDenis Mulgan, 28, Castle Gardens, Belfast
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B.B.C. Northern Ireland Light Orchestra (see p. 206)

Walden String Orchestra (1930) -Str. 6, 5, 2, 3. Town Hall, Newry.
Conductor and LeadeMrs. Alma Henry
CorrespondenceMrs. Alma Henry, Walden Lodge, Goraghwood, New@g.
Down

Cafolla Junior String Orchestra (1944) — Str. 7, 7, 2, 3, 1. Piano. Guildhall,
Londonderry.
Tutor-Conductor O. P. F. Cafolla, L.T.C.L., M.R.S.T.
Hon. SecretaryMiss S. O'Doherty, 163, Strand Rd., Londonderry

Corelli Orchestra (1946) —Str. 12, 9, 2, 2, 1. Wwd. 1, 1, 1, 1. 80, Gt. Vi@EoSt.,
Belfast.
Conductor G. A. Vincent
Hon. SecretaryMiss Madeline Firth, L.T.C.L., 5, Divis St., BaHt

The Studio String Orchestra (1947) -Str. 12, 8, 6, 2. Performers' Club. Belfast; B.B.C.
Belfast.
Conductor Havelock Nelson, Ph.D., D.Mus.
Leader Phillis Tate
Hon. SecretaryMrs. D. Rodgers, 174, Albertbridge Rd., Belfast

University Orchestra, Queen's University, Belfast1948) —Queen's University, Belfast
Conductor Ivor Keys, MA., D.Mus., F.R.C.O.
Hon. SecretaryHon. Secretary, Music Society, Queen's Univer&sifast



Chamber Music Groups

Ceol Chumann Quintet (Previously — 1933 to 1940 -hé¢ Ceol Trio) (1940) —
Radio Eireann Studios
Personnel Mollie Flynn (Flute); Jack Cheatle (Violin); Kdden Rankin
(Viola); Aileen Foley (Cello); Eamonn O Gallchobh@Piano)
CorrespondenceEamonn O Gallchobhair, 92, Pembroke Rd., Baliig®]
Dublin

The Cirulli String Quartet (1949) — Radio Eireann Studios
Personnel Zola Cirulli (Violin); Alfonso Evangelisti (Violn); Mario
Gavagnin (Viola); Maurice Meulien (Cello)
CorrespondenceZola Cirulli, c/o Radio Eireann Orchestra, PhaeHall,
Exchequer St., Dublin

The Dublin String Quartet (1949) — Aberdeen Hall; Leinster Hall; Mansion
House, Dublin; Radio Eireann Studios
Personnel Francois D’Albert (Violin); William Shanahan (Mia); Maire
Larchet (Viola); Maurice Meulien (Cello) (Temporary
CorrespondenceDr. Francois D’Albert, "Edelweiss,” 17, Lr. Kimma
Rd., Harold's Cross, Dublin

Prieur Instrumental Ensemble (1950) -Radio Eireann Studios
Personnel André Prieur (Flute); Zola Cirulli (Violin); Ma#& Larchet
(Viola); Maurice Meulien (Cello ); Mercedes BolgéHarp); Gerard
Shanahan (Piano)
CorrespondenceAndré Prieur c/o Radio Eireann Orchestra, Phoetailt,
Exchequer St., Dublin

The Academy String Quartet (1950) —Royal Irish Academy of Music;
Metropolitan Hall, Dublin
Personnel Joan McElroy (Violin); Eileen Parfrey (Violin); &hleen Green
(Viola); Pat Lavery (Cello)
Correspondence Miss Joan McEIlroy, 33 Anglesea Rd., Ballsbridge,
Dublin

The Dublin Society for Renaissance Music (1950) 16, Strand Rd., Merrion
Gates, Dublin
Personnel Michael Morrow (Recorders and Lute); Brigid Monro
(Soprano voice and Recorders); Peter Schwarz (BRexs)r Rosemary Wall
(Recorders); John Beckett (Bass voice, Violin, ¥i@nd Harpsichord);
Francesca Shaw (Soprano voice, Viola and Recordars)Graham (Tenor
voice); Stewart Cross (Countertenor voice)
CorrespondenceMiss Brigid Morrow, 16, Strand Rd., Merrion Gates
Dublin

NORTHERNIRELAND

Amati String Quartet (1949) — Sir William Whitla Hall, Queen's University,
Belfast
Personnel William Mclnulty (Violin); Henry Tye (Violin); Kesm
McEndoo (Viola); Claire Matthews (cello)
Correspondence William Mclnulty, 218, Merville Garden Village,
Whitehouse, Belfast
231



Choral Singing in Ireland

By
FACHTNA O hANNRACHAIN, B.A., B.Mus., H.Dip. in Ed.
Music Director, Radio Eireann

IT has been suggested that the real test of thécatliedlucation of the citizens of
any country is the degree to which music-makingfastered by individual
members or groups of the community within their olmomes. If this test were
applied to Ireland, few would contend that we coadjuit ourselves with credit,
for such music-making has no real foothold in ttosntry, and over large areas is
practically unknown. We are accustomed to attribthe lack of cultural
developments to our unhappy history, and the camditof turmoil which lasted
up to recent years, and such an argument may haecertain amount of
justification, but it is high time that we scrused critically what has been done
since conditions here have been stabilised, aratigengovernment has come into
being. Instrumental combinations and choral groangsthe two chief outlets for
local music-making. To establish a nation-wide ri@$¢ in instrumental music and
to train a generation of capable players would besk which would at this
juncture seem too formidable, too remote for rasilis. Choral singing, on the
other hand, can be implanted with relative easd,@m be brought within the
reach of the average citizen who has neither the tor the ability to master a
musical instrument well enough to take part in evted work. Let us then deal
with the possibilities of a widespread choral moeeimin Ireland, and the
preparatory work which must be done before suchozement could have a
reasonable chance of success.

SINGING IN PRIMARY SCHOOLS

The preparatory work for any progress in choralgisig must naturally
commence in the schools. Few children are withouateskind of singing voice,
and even if they display little ability at firstei progress surprisingly when
placed in a musical environment. The teaching mdisig has improved greatly in
recent years in most primary schools, so that bytithe sixth standard is reached
the children have acquired some theoretical knogdeas well as the ability to
sing a number of songs in unison, and perhaps gmartesongs as well. Part-
singing in the primary schools is the nucleus framch choral singing in the
country must develop.
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It is a promising sight to see twenty or thirty gBofrom primary schools
competing at Feis Atha Cliath, or at the DublinsF€keoil, or performing at the
recently established non-competitive festival, Ebgile na Scol, in Cork. Yet in
relation to the potential number of choirs all otiee country, those which do
perform in the local churches or at local feiseaara practically negligible in
number. Some scheme of bringing the best choira frountry or provincial town
schools to compete at the larger festivals woulssidy be a stimulus, though it
would involve the creation of a fund to defray thgenses involved. Hurling and
football teams can travel to compete in other @istr and it should be possible to
organise similar travelling facilities for schodhairs, a task which might await
the formation of a national federation of feiseanna

STUDENT TEACHERS

The future of these school choirs rests in the bavfdthe teachers. If any
progress is to be made, the standard of musicaagion of student-teachers must
be raised. Many teachers who are anxious to urderthoral work with their
classes feel they are not sufficiently equippedioally to do so. Summer courses
in music and the advice of music organisers undaiptdo much to help, but the
real groundwork should be done before the teacheyualified. The Training
College syllabus contains many elements which mogry teacher will ever use
in his school work, nevertheless music, which isfulsif not essential in every
school, and must usually be taught from first pgples, is allowed too little time
to enable young teachers to arrive at a stage whn can tackle choral work
with confidence on taking up a position.

The standard of music in the Training Colleges, éav, depends on whatever
knowledge the student-teachers have derived dtnegourse of their secondary
or preparatory education, and this is usually quitadequate. If a proper
foundation had been laid during the secondary epgmatory school years, the
work in the Training Colleges could be directed aoss preparing the students for
the skilful training of choirs and the actual teaghof music in the schools,
instead of being largely devoted to the inculcatbrudiments.

Much progress has indeed been made in the prin@dngots during the last
decade, and a number of school choirs have sho#mdideis competitions and
on the radio what enthusiasm and team spirit cuieae even amidst the most
unfavourable conditions.
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SECONDARY AND VOCATIONAL SCHOOLS

The division of secondary schools into those foysband those for girls
provides a convenient line of demarcation as famasic is concerned. In the
boys' schools, generally speaking, music as a suigjezery much neglected, and
this is true also of choral singing. The unseté&ate of boys' voices during their
later secondary school years cannot excuse thiecte@s special arrangements
of choral music are available for boys' voiceshat 'tbreaking" or "sliding" stage,
and adequate guidance is at the teacher's disp®salhow their voices should be
treated.

Some colleges do good work in annually producingoperetta or musical
comedy, usually Gilbert and Sullivan. The boys wtake part in these
performances must, after five or six years of elgpee, have at least acquired
some knowledge of musical theory and notation. H@wreonly a certain section
of the students participate in these performanaed,as the preparation for them
must necessarily be done outside the normal classshthe music must be
drummed in as quickly as possible, with a minimurfwaste".

If even one hour's music per week were assigneedoch class during class
hours a remarkable improvement would be effectspe@ally in regard to sight-
reading, and the spreading of a live interest i shibject among the boys in
general, as against, its cultivation by a smallarity. Too often boys leave the
secondary school without a vestige of interest usiay or else without interest in
any but the most vulgar music, a fact which ex@apartially at least, the dire
shortage of male singers in most choral societideeiand, and the non-existence
of male voice choirs in most areas.

The situation in girls' secondary schools is on Wiele far better. Sight-
reading is often developed to a considerable extrd choral work reaches at
times a surprisingly high standard, the reasongy@hcourse, that music in such
schools is regarded as an ordinary school sulgadtireated accordingly.

Since secondary school work is more advanced thah ih the primary
schools, none but those with special qualificatiang ability should be given
charge of secondary school choirs. The DepartmieBtiocation should refuse to
sanction unqualified teachers of choral or instmtake music in secondary
schools, just as in the case of teachers of otligests. The recent appointment of
an Inspector of Music for Secondary Schools wasoaemn the right direction,
but, until music is made an obligatory subject linsacondary schools, progress
will be slow, and a nation-wide advance cannotdigeexved.
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As regards vocational schools, one of the diffieglin organising choirs is the
continual departure of students during the schealr yaccording as they secure
positions. A still more serious one is the factt thiusic is not yet regarded as a
compulsory subject in vocational schools, and hemdg those students who are
really interested join the school choir, whichhsig a voluntary class, and has to
be taken before or after the normal school houdserwthe students are too
exhausted to gain the full benefits of the workcé&bent work is undoubtedly
being done in many vocational schools, but muchenmould be achieved if
music were given an integral place on the schdtdlmys.

FROM SECONDARY SCHOOLS TOCHORAL SOCIETY

It is principally from the secondary and vocatioselhools that the ranks of our
choral societies are filled, so that the goal ofsioal education in the schools
should be to impart to the students not only thiditylbut also the desire to
continue with choral singing when they leave schatls is the crux of the whole
problem. We have little or no choral tradition, aruding people are seldom given
the lead by their seniors as regards the joininigadl choirs. The music teachers
in the schools and conductors of school choirsacoohtribute much in effecting
a change by remaining in touch with members ofrtbleoirs after they have left
school, and inducing them to join any existing @h@ocieties. Such continual
youthful additions to our adult choirs would in iugive them the vitality they
need to prevent their becoming fossilised.

There is no town in Ireland which could not hawedihoir, large or small. Even
in country places, if the material for a seculauladhoir should be unavailable,
there is an obvious opening and a need for a ¢hapnnection with school or
church. Choirs have been formed successfully injurmtion with country
branches of the Gaelic League, and there couldobeetter instrument in aiding
the language revival than an enthusiastic bi-lihgbair.

In a centre such as Dublin, choral groups of maifferént types afford an
outlet to choristers of varying tastes. But in dnpabvincial centres there is no
such choice, and, in forming a choir, if later fioo is to be avoided, the general
musical policy to be followed should be decided ufi@fore rehearsals begin.
This will usually result in a certain loss of suppfmom those who disagree with
that policy, but it is far better to do without theupport from the start than to
have a cleavage after the society has been ireexistfor some time.
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When a choir has been formed, the principal difficis to maintain a steady
attendance at rehearsals once the novelty has wfbrrAdded to this is the
problem of maintaining a steady influx of new mensb® fill up the vacancies
which will occur in spite of all attempts to avoifections. Operatic societies
usually attract sufficient numbers for chorus wdddies, for reasons which it
would be ungallant to enumerate, being always albkil Operatic chorus work,
however, is necessarily limited in scope, and itagrettable that pure choral
music, viz., unaccompanied singing and oratoriondbattract more support, for
it is in such types of singing that the full rangfechoral nuance is exploited, that
real teamwork and subordination of the individuslexacted, that social and
religious barriers are most effectively cast asiegd that men unite with their
fellow-men in true exaltation of spirit.

APPRECIATION OFCHORAL MUSIC, AND LIMITATIONS OF CHORAL SINGERS

The creation of a public for choral music is a slewcess, and one which still
awaits fruition in Dublin, not to say in smallerntees. A consistently high
standard of performance will alone achieve lastasylts. As it is, the visits of the
Glasgow Orpheus Choir to Dublin and the choral ediscpresented occasionally
by the few groups in Dublin which concentrate oe thigher forms of choral
music, such as Our Lady's Choral Society, the Gidw@hoir, the Dublin Oratorio
Society, and in the realm of Irish music Cér Chitaab Chéitinnigh, have shown
that while a small minority is always willing towg its support, only works of
popular appeal, such as "The Messiah", can bedrelgon to draw capacity
houses. The number of choirs, however, is on tleease, and the more
numerous the choirs and choral performances, the mablic appreciation will
grow.

Unlike instrumental players, whose musical absitiand taste have been
developed from an early age, choral singers aie rade regrettably limited both
as regards technique and in their general outl@sld even if this be true
everywhere it is particularly true in Ireland. Caomstbrs should not impose music
on their choirs which is beyond the members' poafeappreciation. Nothing
could be more likely to ruin the chances of sucadsa newly-formed choir of
average ability than to commence rehearsals witltdt Elizabethan madrigals,
or to attempt a performance of a work likdhe Dream of GerontiusThe
insurmountable difficulties would almost inevitaldyive the singers to despair,
and cause the disruption of the choir. Where chairading is a new enterprise,
the
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scope of the music chosen should correspond to, thed grow with the
experience and capacities of both the singerslangublic. The male sections of
choirs are generally weak as regards reading wbdihd it is no uncommon
experience in the case of some choirs that whemtrefail to make a reasonable
attempt at their parts at the early rehearsalst #adf-consciousness, fanned by
the cynical looks and comments of the more caplalolge members, often causes
them to leave the choir altogether. To counter thaficiency, sight-reading is
sometimes made part of the rehearsal routine, thsitefffort seldom meets with
success. Hence the standard of our choral sogietidsast in provincial centres
during the formative years, is almost entirely defsnt on the competence in
sight-reading which their members possess on |lgaswiool. The type of work
which can be performed and the technical level wic&n be reached are in direct
relation to the work done in the schools, whictthen the essential target for
improvement, if improvement is to manifest itsdlad.

CHOIRS—AMATEUR AND PROFESSIONAL

It is sometimes held that choirs must be profesdiohthey are to give
performances equalling those of professional otchgesBut an amateur choir can
afford to spend a few months rehearsing a programumieh a professional
orchestra will be expected to perform after a feaysd rehearsal. If the proper
enthusiasm permeates the choir, the singers wilk\@s hard as the members of
any orchestra to secure artistic perfection, anthes efforts are spaced over a
much longer period of time they will assimilate tineisic more completely, and,
given the necessary ability and direction, shouicteed at least as well. Of this,
the fine performances given by voluntary choirstla world over should provide
sufficient proof.

However, there is also need of groups of profesgisingers, especially in
connection with broadcasting. The formation of ®adio Eireann in 1943 was
welcomed by all who had the future of choral musithis country at heart, since
it was a body which could be expected to give perémces of choral works
which would not be practicable for the ordinary ichapart from the possibility
that the choir would specialise in Irish choral ioua particular. It will probably
be agreed that this choir, though only a few yearexistence, has more than
justified its formation.

Apart from Cor Radio Eireann, a number of amatéwirs and choral societies
are doing excellent work for choral music in vasatentres. In Dublin we have
among others the Culwick
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Choral Society, Our Lady's Choral Society, the @onChoral Society, An Cor

Laoidheogach, the Teachers' Male Voice Choir, drel ¢hoirs of the Gaelic
League branches — especially Cér Chraobh an Chghtin€ér Chraobh Dhiun

Laoghaire, Cor Chraobh na gCuig gCuigi and Cor AalCraoibhe. In Belfast,

the Belfast Philharmonic Society, the Ulster Sisgand Coér Gaelach Bhéal
Feirsde have given some fine performances, antdimk St. Fin Barre's Oratorio
Society, the University Choral Society, the Aeol@moir, Cér Chois Laoi and the
choirs of the Cork Municipal School of Music havené and are doing good
work. Choral activity is not very widespread in thevinces, but St. Columba's
Choir in Derry, the Brisbane Choral Society in Ligk, the Cecilian Choir, the

Wexford Male Voice Choir, the Tramore Singers ahdF&ac's Male-Voice Choir

in Graiguecullen are among the most active grolips. initiative of the County

Cork Vocational Committee in appointing a Chorastinctor who has already
organised a large number of choirs throughout thentty has set a headline for
others to follow.

CHURCHCHOIRS

Church choirs offer an ideal training ground in i@losinging for young
singers, all the more so as these can continue tmdmbers after they have left
school. The standard of a church choir, howevagredds to a great extent on the
ability of the choirmaster, and, as everyone knolath the facilities for the
training of church musicians and the general statghurch music in this country
leave much to be desired. It has been suggestedhtih@reat choral tradition in
Wales developed hand in hand with congregatiomgjiisg in the churches, and it
is certain that if we are to progress here it witlly be in conjunction with a
revival in church music. In fact, the state of neusiour churches can be regarded
as a barometer which will indicate the state ofrahginging in the country
generally.

In Dublin we have witnessed the formation of Oudy'a Choral Society — a
choir formed from the combined choirs of the Cathohurches in the city. This
choir has now given performances of Handel&ssiah Franck'sLes Béatitudes
Verdi's Requiemand Beethoven'€horal Symphonyin 1950 the members of the
choir went on a Holy Year pilgrimage to Rome andiega very successful
performance of theMessiahthere, and of Verdi'Requiemin Paris. Such a
movement offers a lead to the entire country.

With the development of choral singing in the sdhpoongregational singing
in the churches should improve correspondingly.
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The Xmas Carol Service broadcast annually from T@athedral may be quoted
as an instance of what may be achieved in thisestsgfor this service some
hundreds of children in conjunction with about &yglenors and basses sing
harmonised carols, with surprising unanimity, aacyrof pitch and spirit. If such

or similar services became more widespread, chomasic in Ireland would take

on a new lease of life.

IRISHCHORAL MusIC

Irish music, especially choral music, is still irrelatively undeveloped state.
The sum total of part-songs, arrangements and @ateohoral works set to Irish
words is a meagre total indeed when compared \mghoutput of other small
nations such as Holland or Denmark. If choral $iggis to develop in Ireland,
composers will have to do their share in makingrahonusic available, in
proportion to the increase in the number of chaimel the growth in choral
technique. While the best works in the internatiauecert repertoire will always
form the bulk of the programmes, the conductorshafirs should seek out new
works by Irish composers, where possible even casioning works specially
for their choirs. Only then will a choral revivdtige genuine roots, and composer
and performer mutually help each other in the dgwalent of vocal music here.

THE FUTURE

To sum up, without an enlightened and determinéattdby the Department of
Education to raise the status of music and to fasteve for and a competence in
choral singing among students in all types of stdyabere can be no future for
choral singing in this country. All the work of eking choirs, both religious and
secular, derives its potentialities from the fouratalaid at school, and even the
creative work of our composers in the choral sphergependent on this prime
condition. Without the demand of a home marketlh® little stimulus to write.

The Gaels are reputed to be a musigng race. Let us, of this generation,
contrive to make it a musitrakingone.



The Principal Choirs and Choral Societies

The Hibernian Catch Club (1680)- A.T.B.B. 20. Glees and Male Voice Part SongslsViiall,
Dublin
Conductor G. H. P. Hewson, MA., D.Mus., F.R.C.O.
Correspondences. H. P. Hewson, i, Ashbrook Tee., Leeson PadglD

The Hibernian Catch Club is probably the oldestyboflits kind still in existence. It
was founded about 1680 by the Vicars Choral of €h@hurch and St. Patrick's
Cathedrals, Dublin. The records go back to 1770erwlkay members were admitted,
though before this date the Vicars Choral had besmustomed to invite friends to the
dinners of the Club, and to take part in the pastgdial singing. Originally the Senior
Vicar Choral present was in charge of the musith wie organist of either Cathedral as
accompanist, but since 1922 Dr. G. H. P. Hewsonphasided over the meetings of the
Club. Sir Robert Stewart and Dr. Jozé were membieifse Club, and wrote glees for it.

Similar to the Hibernian Catch Club is the StrdleClub, except that Male Altos are
not included in the choir. The Club consists of bn@dred members who attend monthly
dinners from October to March, and of whom abowgrtty-four form the choir and sing
for the delectation of the other members and tiedsts.

The Clef Club, a still more recent club run on mtich same lines, consists of thirty
members, all of whom must be capable of sight-reatheir parts in the choral singing at
the monthly dinners.

Ladies are excluded from the functions of all thckas, even aa guests.

University of Dublin Choral Society (1837) — S.A.T.B. 120. Oratorios and Cantatas.
Examination Hall, Trinity College, Dublin
Conductor Joseph Groocock, B.A., B.Mus. (Oxon.)
CorrespondenceHon. Secretary, University of Dublin Choral SdgjeTrinity College,
Dublin

The Strollers' Club (1865)— T.T.B.B. 24. Male Voice Part Songs. Mills' Hallublin
Conductor T. H. Weaving, F.R.[.LA.M.
CorrespondenceDr. J. Beckett, Longwood, Wynnsward Park, Dublin

Cork Municipal School of Music Choir (1878) — S.S.T.B. 85. Unaccompanied Part Songs,
Cantatas. City Hall, Cork
Conductor J. T. Horne, B.Mus., A.R.C.O.
Correspondencerlhe Director, Municipal School of Music, Cork

Culwick Choral Society (1898)— S.T.A.B. 82. Unaccompanied Part Songs. MetrtgolHall,
Dublin
Conductor Mrs. Alice Yoakley, L.R.A.M.
CorrespondenceEdgar M. Deale, 51, Lr. Leeson St., Dublin

The Clef Club (1905)- A.T.B.B. 30. Glees, Madrigals, Folk Song Arramgats. Standard Hotel,
Dublin
Conductor William J. Watson, M.A., B.Mus., F.R.C.O.
CorrespondenceC. W. Sholdice, 62, Garville Ave., Rathgar, Dubli

The Choir of the Music Soriety, University College Dublin (1917)— S.A.T.B. 80. Part Songs,
Cantatas. Aula Maxima, University College, Dublin
Conductor J. F. Larchet, D.Mus,, F.R.[.A.M.
CorrespondenceHon. Secretary, The Musical Society, Universitl€ge, Dublin

S. Fin Barre's Cathedral Oratorio Society (1923)- S.A.T.B. 60. Oratorio. S. Fin Barre's
Cathedral, Cork
Conductor J. T. Horne, B.Mus., A.R.C.O.
CorrespondenceC. G. Marchant, 117, St. Patrick's St., Cork.

Cér Chraobh an Chéitinnigh (Choir of the Keating Beanch, Gaelic League) (1932} S.A.T.B.
55. Arrangements of Traditional Irish Songs, Chdfaisic in Irish translations. Aberdeen
Hall, Mansion House
Conductor Sean Cremer
CorrespondenceDairin Ni Thomais, 46, Parnell Square, Dublin
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Cor Club na Muinteoiri (Teachers’ Club Male Choir) (1936) — T.T.B.B. 24.
Madrigals, Part Songs, Sacred Music
Conductor Mrs. Agnes Boylan
CorrespondenceMichael Hanratty, Teachers' Club, 36, Parnell&@gquDublin

Clontarf Choral Society (1940)- S.A.T.B. 65. Oratorio, Part Songs
Conductor Sidney Bryans
CorrespondenceC. E. Pyke, Tigh-na-Sith, Sutton, Co. Dublin

Wexford Male Voice Choir (1941)— T.T.B.B. 40. Folk Songs and Part Songs. Town
Hall; Theatre Royal, Wexford
Conductor John Clancy
CorrespondenceSamuel Coe, Old Pound, Wexford

Cor Radio Eireann (1943)(See p. 205)

The Tramore Singers (1943 S.A.T.B. 30. Unaccompanied Part Songs. Rockfield
Tramore; Town Hall, Waterford
Conductor Mrs. Stella Jacob
CorrespondenceMiss B. MacKinnon, Main St.; Miss P. Downey, "Fihch",
Tramore, Co. Waterford

Our Lady's Choral Society (1945)- S.A.T.B., 305. Oratorio. Capitol Theatre, Dublin
Choirmaster Oliver O'Brien, B.Mus.
CorrespondenceRev. Andrew Griffith, C.C., Pro-Cathedral, Dublin

University Choral Society, Cork, and Aeolian Choir(1945)— S.A.T.B. 120. Oratorios,
Cantatas. Aula Maxima, University College, CorktyGHall, Cork
Conductor Aloys Fleischmann, M.A., B.Mus.
CorrespondenceHon. Secretary, University Choral Society, Unsigr College,
Cork

St. Fiacc's Male Voice Choir (1946)— T.T.B.B. 30. Folk Songs. St Fiacc's Hall,
Graiguecullen
Conductor Aidan Murray
CorrespondenceRev. N. Gullen, C.C., Graiguecullen, Co. Carlow

Cor Chois Laoi (Leeside Choir) (1947)- S.A.T.B. 40. Madrigals and Part Songs,
Arrangements of Traditional Irish Songs. City Halbrk
Conductor Pilib O Laoghaire
CorrespondenceH. F. Bowen, 41, South Mall, Cork

The Cecilian Singers (1949} S.A.T.B. 95. Irish and Scottish Part Songs. @jlcand
Town Halls, Sligo
Conductor Proinsias O Suilleabhain
CorrespondenceMrs. Egan, John St., Sligo

Radio Eireann Men's Octet (1949)- T.T.B.B. 8. Irish and foreign Folk Songs sung in
the vernacular, German Male Chorus Classics, cqudesny Male Choruses.
Radio Eireann studios.
Conductor Dr. H. Waldemar Rosen
CorrespondenceDenis Maher, 28, Charlevillc Rd., N.C.R., Dublin

An Cor Laoidheogach (1950) S.S.A.T.B. 20. Pre-classical a capella musian@e
romantic music (with orchestra), contemporary Bamgs. Radio Eireann Studios.
Conductor Dr. H. Waldemar Rosen
CorrespondenceDenis Maher, 28, Charleville Rd., N.C.R., Dublin

The Thirteens Musical Society (1951} S.A.T.B. 60. Rare classical and modern choral
works. Concert performances of Opera. Aberdeen Hall
Conductor Michael O'Higgins.
CorrespondenceMichael O'Higgins, 5, Mt. Harold Tce., Leinsted . RDublin.
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Belfast Philharmonic Choir (1874)—S.A.T.B. 260. Cantatas, Oratorios. Ulster Hall,fBet
Conductor Denis Mason Mulgan, B.A., B.Mus. (Oxon.)
CorrespondenceRobert Bell, F.S.A.A., 2 Wellington Place, Belfas

Newry Philharmonic Choir (1908)— S.A.T.B. 55. Oratorio. Town Hall, Newry
Conductor F. G. Carter, F.R.G.O., AT.C.L.
Correspondencel. A. Craig, "Ormiston,” Newry. A. Cooper, Rail#nd Rd., Newry, Co.
Down

Queen's Island Male Choir (1913) T.T.B.B. 46. Madrigals and Part Songs, Folk Song
Arrangements
Conductor Robert Simpson, A.R.C.O., L.G.S.M.
Correspondencelohn M. Keith, 145, Roseberry Road, Belfast

Victoria Male Voice Choir (1917) — T.T.B.B. 50. Part Songs and Sacred Music.
Assembly Hall, Belfast ; Main Hall, Assembly Buitdj, Belfast
Conductor Douglas Armstrong
Correspondencel. Willix, 119, Brookmount St., Belfast

Belfast Excelsior Male Voice Choir (1918)- T.T.B.B. 48. Male Voice Part Songs.
Assembly and Ulster Halls, Belfast
Conductor Stanley Firth, L.R.A.M., F.T.C.L.
CorrespondenceW. H. Duffin, 262, Cregagh Rd., Belfast

Belfast Choral Union (1920)— S.A.T.B. 70. Part Songs and Elizabethan Madsigal
C.I.Y.M.S., Donegal Sq. East, Belfast
Conductor James Graham
Correspondencelames M. Smith, 45, Willowbank Gardens, Belfast

Killowen Male Voice Choir (1921)—- T.T.B.B. 36. Male Voice Part Songs. Town Hall,
Coleraine
Conductor Miss Winifred Thompson
CorrespondenceD. McCrotty, Hawthorn House, Bushmills Road, Calge,

Portadown Male Choir (1927)— T.T.B.B. 41. Part Songs. Town Hall, Portadown
Conductor John Donnan, A.R.C.M.
Correspondencel . McCann, Victoria Tce., Gervaghy Rd., Portadp®n. Armagh

The Ormiston Choir (2936)— S.A.T.B. 88. Unaccompanied Part Songs
Conductor William Boyd
CorrespondenceR. V. Neely, 13, Donegall Sq. West, Belfast

Linenhall Mixed Voice Choir (1936)— S.A.T.B. 47. Madrigals, Part Songs. Town Hall,
Ballymena
Conductor Goodlett Leetch
CorrespondenceMiss Mollie Lynn, 92, Bridge St., Ballymena, Gantrim

Londonderry Male Singers' Choir (1936) — T.T.B.B. 38. Part Songs, Guild Hall,
Londonderry
Conductor Mrs. I. H. Wilson, L.R.AM., A.R.C.M.
CorrespondenceWV. R. Gilliland, 28, Miller Street, Londonderry

Coleraine Linnets (1937)— S.M.A. 35. Irish Folk Songs and Part Songs. hizth
School, Coleraine
Conductor James Moore, F.T.C.L., AR.C.O., F.T.S.C.
CorrespondenceMiss M. Christie, Strand Rd., Coleraine, Co. Derr

The Northern Ireland Singers (1938) S.A.T.B. 12, Madrigals and Part Songs. B.B.C.
Studios, Belfast
Conductor Edgar Boucher, B.Mus.
CorrespondenceEdgar Boucher, Broadcasting House, Ormeau AvafaBt

Ulster Girls 9 Choir (1938) — S.S.A. 50. Part Songs, Irish Folk Songs. Assegrhlalll,
Belfast
Conductor Miss Irene G. Browne
CorrespondenceMiss Ina Clarke, 43, Groce Ave., Bloomfield, Bt
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Ulster Singers (1940)- S.A.T.B. 37. Madrigals, Irish Folk Song Arrangsnts. B.B.C.
Studios Belfast
Conductor John Vine, F.R.C.O.
CorrespondenceMiss Florence Cooke, 52, Rosemount Gardens, 8elfa
St. Columb's Mixed Voice Choir (1943)—- S.A.T.B. 62. Gaelic and Anglo-Irish Part
Songs. Derry Guildhall
Conductor Samuel J. Burke
CorrespondenceMichael Ultan McHugh, 8 Dungiven Rd., Derry
Cor Gaedhealach Bhéalfeirsde (1942} S.A.T.B. 68. Irish Music, Madrigals. St. Mary's
Hall, Belfast
Conductor Miss K. McDermot, L.T.C.L.
CorrespondenceHon. Secretary, c/o St. Brendan's P.E.S., Milfétd Belfast
Ulster Transport Choir (1943) — S.A.T.B. 48. Part Songs. DonegaU Square, Meghodi
Church Hall
Conductor Douglas Armstrong
CorrespondenceMiss Eva Dunlop, c/o Ulster Transport Authori@ueen's Road, Belfast
Willowfield Male Voice Choir (1944) — T.T.B.B. 36. Part Songs. Assembly and
Grovenor Halls, Belfast
Conductor James Woods, Junr.
Correspondencelrhomas McCord, Junr., 32, Templemore Ave., Bélfas
St. Patrick's and St. Anne's Male and Mixed Voice Goirs (1944)— S.A.T.B. 80. Irish
and Anglo-Irish Part Songs. St. Columb's Hall, Derr
Conductor John McCabe
CorrespondenceGeorge M. White, 20, Maryborough Road, Derry
Shaftesbury Male Voice Choir (1944)- T.T.B.B. 49. Musical Comedy Part Songs.
Assembly Hall, Belfast
Conductor William Boyd
CorrespondenceH. Simpson, 17, Vara Drive, Belfast
Londonderriaires (1945)— S.S.A.A. 30. Irish Folk Songs and Part Songsington P.
E. School
Conductor James Moore, F.T.C.L., AR.C.O., F.T.S.C.
CorrespondenceMrs. J. Moore, " Glenbank," Glen Rd., Londonderry
Ards Choral and Orchestral Society Choir (1947} S.A.T.B. 60. Oratorio. Guild Hall,
Newtownards
Conductor Ernest W. Browne, B.A., A.Mus., T.C.L.
Correspondenceloseph T. Daggert, 20 Victoria Ave., Newtownaf@is, Down
Larne Choral Society (1947)- S.A.T.B. 85. Part Songs. Victoria Hall, Larne
Conductor Miss Rita Crossey-O'Boyle, L.T.C.L.
CorrespondenceMiss Geraldine O'Neill, 127, Main Street, Lar@s. Antrim
The University Choir (1947) — S.A.T.B. 80.Part Songs, Cantatas. Queen's University,
Belfast
Conductor Ivor Keys, M.A., D.Mus,, F.R.C.O.
CorrespondenceHon, Secretary, The Music Society, Queen's UsitierBelfast
The Studio Singers (1948} S.A.T.B. 25. Early Church and Modem Choral Musig,
High Street, Belfast
Conductor G. Frank Capper
CorrespondenceMiss L. Heaney, 63, Shandon Park, Knock, Belfast
Belfast Girl Singers (1948)- S.S.A.A. 100. Folk Songs and Part Songs. Assehiall,
Ulster Hall, Belfast
Conductor Miss Kay Simpson
CorrespondenceR. Smart, 38, Downshire Road, Belfast
Northern Ireland Festival Chorus (1951)— S.A.T.B. 220. Oratorio and Standard works.
Ulster Hall, Belfast
Conductor Denis Mulgan, B.Mus.
CorrespondencéA. V. Froggatt, 38, Mount Charles, Belfast.



Opera in Dublin

By
A. E. TIMLIN
Hon. Secretary, Dublin Grand Opera Society

DUBLIN has always had the reputation of being aisalsity, and its beautiful
Georgian buildings and wide streets bear mute s#trie the time when it was a
social and cultural centre of the British Isles,ewh- as it was said — the success
or failure of a new work might be gauged by itseq@on in the Irish capital. Be
that as it may, the pleasure of "going to the Opbkes appealed and still appeals
strongly to the citizens of Dublin, but the polgidcistory of the country and the
relatively limited size of its capital have miligat against the formation of a
permanent opera company here.

During the last century opera was presented in iDublyy many visiting
professional companies. Mr. Mapleson's Italian @p@ompany, conducted by
Luigi Arditi (who composedI Bacio in Dublin in 1859 during one of the opera
seasons), was followed by Rose Hersée's Englisna@pempany, Blanche Cole's
Opera Company, Sir Augustus Harris's Italian Op€@mpany (one of the
principal tenors in which was the Irish Joseph Odlaho was later to form his
own opera company) and the Carl Rosa Company, utslésunder-conductor,
Carl Rosa. During the first quarter of this cenfuvr. Charles Manners and his
charming and accomplished wife Madame Fanny Moodk pride of place with
the Moody-Manners Opera Company. In close compatiteme the Quinlan, the
O'Mara and the McNally Opera Companies founded Hgy Itishmen Thomas
Quintan, Joseph O'Mara and Walter McNally respettivand finally the re-
formed Carl Rosa under Mr. and Mrs. H. B. Phillipke latter company staged in
Dublin the first Irish performances of Thomakiggnon and The Cadi Guirard's
Piccoling Offenbach'dvadame Favarand Ponchielli'$ Promessi Sposi

The first serious attempt to form a resident I@bera Society to cater for the
Dublin music-loving public was made by Signor Ade\fiani of the Royal Irish
Academy of Music. This was in 1928, and for somargaunder the name of the
Dublin Operatic Society it presented opera in thg with varying success, first
under Signor Viani, and later under Mr. George \lar, during which time the
competition of visiting professional companies vaae of the difficulties which
prevented it from achieving the
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success which the venture deserved. The direcppdhithe Society then changed
hands, being taken over in 1942 by Miss Cecilia Maimin who succeeded in
maintaining the Society until last year, when MedTCollins became Director. In
the meantime, the National Opera Society undeditextion of Mr. George W.
Sleator had been formed, but after a brief exigehis Society came to an end.

The difficulties inherent in the presentation of adeur grand opera are
obvious, and have been encountered to the full tbypromoters in Dublin.
Because of the peculiar nature of the circumstantesnot feasible to present a
major opera, involving the employment of singers thé first calibre, on
consecutive nights, as in the case of musical cgroeéven repertory plays — this
would impose too great a strain on the participadtsthat even in a short season
a repertoire of several operas is necessary, witexpensive wardrobe, scenery
and properties. A relatively large orchestra ural@ompetent conductor is also
necessary, and the prices charged for admissioh meugasonably low to attract
the greatest number to the performances. In coesegu the successful
presentation of opera entails the heaviest expamskefrom the earliest days it has
been made possible only by the benevolence of kawgk princes or wealthy
patricians, or through government or municipal giypsBy this means opera has
been kept in the forefront of cultural activitigBractically every great city in
Europe has its National or Municipal Opera Housel fiequent performances of
grand opera on a very high level are given, withth& everlasting worry of
whether a half empty house does, or does not, inaakruptcy.

A decade ago the present writer and Captain (Il@@nmandant) William
O'Kelly of the Irish Army had many discussions asthe best method of
furthering the cause of grand opera in Ireland, @rtie same time avoiding some
of the many pitfalls which lay on the way. It wasdlly agreed that only by a
scheme of patronage could this be done, with a sewety which would first
have to establish itself in the confidence of tlhublig. On February 14th, 1941,
the Dublin Grand Opera Society was formed with abgect of fostering native
talent and of laying the foundations of a natics@iool of opera, evocative of the
Irish spirit, which would provide the city of Duhliwith performances of a high
standard. The Society had no funds, but had aasgets the private financial
guarantee of a few music-lovers, and the enthusa@dsta first members. Dr. John
F. Larchet, one of the Governors of the Royal IAslademy of Music, became its
first President, Captain (later Commandant) Willi@iKelly became Chairman,
and Captain
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J. M. Doyle (later Lieut. Colonel, and Directortbg Irish Army School of Music)
became Musical Director. They are still in office.

The Society was born in the midst of World Wardihd its beginnings were
made with the help of Irish artists, some of wha® @ow the guest artists of the
Administrators of the Covent Garden Opera Trusbr-the commencement the
standard of the Society's performances was magdain a high level. Invitations
were soon received to give performances in theipceg, and successful and
repeated visits were made to Cork, Limerick, Beléasl elsewhere.

Shortly after the war ended the Society was invitegive a short season of
opera in Belfast for a charitable purpose, andad the gratification of seeing a
cheque for£2,000 handed to two Hospitals there as a resuitsofisit. The
confidence of the public in the Society was novelelsthed, and in 1944 a scheme
of patronage was inaugurated at a public dinned relDublin. At this dinner
Count John McCormack, the Irish tenor, said: "Weudth get the best talent
available and bring it to this country as an enagament and example. Let them
show us what they have to give to grand opera enthem see what we have to
give, and, no doubt, in this way we will learn &4cand they likewise — and in the
end grand opera will benefit."

The patrons of the Dublin Grand Opera Society areled into Life Members
and Annual Members. For their subscriptions, wiielp towards the nucleus of a
fund, members receive a voucher for two free seaeach of the Society's two
seasons of Opera in Dublin and in addition secuify booking rights over the
general public. It is usual to allocate these s&atshe first night of one of the
operas, and this has come to be called "PatrorghtNiwhen only Patron
members or their friends are admitted to the Di@ssle of the theatre. His
Excellency the President of the Republic of Irelalodether with many members
of the Diplomatic Corps and other distinguishedpgteograciously attend one of
the performances on what is now known as "Gala iNigh

From rehearsal rooms at the top of the Theatre Rteya by the management
free of charge, the Society graduated to its ovatisiis rehearsal rooms, and has
gradually built up an extensive wardrobe valuedvatr£2,000. The repertoire has
included about thirty different operas from Moz#&ot Puccini, some of them
performed in Dublin for the first time. Many famosisigers and conductors have
appeared as guest artists. The members of the Padsa Comique came to
Dublin and presented Claude Debusskslléas and Mélisandeaunder the
distinguished baton of Roger Désormiere and marentty a complete cast of the
post-war Hamburg State Opera has presented two igzeras -bon
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Giovanni and Cosi Fan Tutte These visits, under the auspices of the Dublin
Grand Opera Society, were the first of their kiadd were interesting in that they
showed the production and trend of the leading-p@stopera organisations in
Europe. In each case the scenery and sets weteahdilpainted in Dublin, and
the chorus, where necessary, was supplied by tbet$oA return visit by the
Hamburg State Opera was made in 1951, when ReRarber of Sevillewith a
remarkable and original setting, and MozdttSeragliowere presented.

The scheme of operatic production in Dublin wasmafch interest to our
visitors from the continent, where even in the g$ematities grand opera is
presented in theatres run by the municipality giaeal government, and where
everybody, including the members of the choruspaid on the basis of a yearly
contract. It was a new experience to them thatdyogera could be presented on a
high level by a Society governed by Army officecsyil servants, professional
and business people, with an impressive chorudaigncomposed, all of whom
spend their days labouring at their own professiarsl their nights in the
administration and rehearsal of opera, simply dabaur of love. Dr. Gunther
Rennert, Director of the Hamburg State Opera, esga@ his surprise and pleasure
at the spirit of enthusiasm and cooperation whigh said, "could be sensed the
moment one went back-stage, and which reflectesdf itglvantageously in the
performance."

In the early years of the last decade the prodmabibopera in Dublin was
beset with difficulties concerning the recruitmeftan adequate orchestra. Most
of the suitable instrumentalists in the city wemaptboyed in the theatres as
resident musicians, or were members of the Radah&3tra, and it was usual to
seek permission from the Minister of Defence toagegBrass and Woodwind
players from the Army School of Music, whilst th&ifgs were engaged from
private sources, the leader being usually a sotdigtstablished reputation. This
was often a prohibitive expense, and as the menabi¢he orchestra rarely met as
an ensemble until shortly before the opera seapeneaa, the want of sufficient
rehearsal together was sometimes only too apparent.

The Directors of the Dublin Grand Opera Society evdrowever, doggedly
persevering, and they had the good fortune to imdhe Government of the
country Ministers who had a sympathetic and beretohttitude towards their
aims. In particular they were helped by the Minsstef Education and of Posts
and Telegraphs, and as a result the Radio Eiregmpl®ny Orchestra of over
sixty players of the highest standard was madelablai some seasons ago for
engagement for opera in Dublin. The instrumentalist
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of this organisation now form the bulk of the Orstia during the two seasons of
opera in the city. Realising that the cultural walf some of the great operas
presented should not be lost to the thousands aicntavers in the provinces,
Radio Eireann, which is under state control, frediyerelays the Society's
productions from the Gaiety Theatre. This theatradoustically excellent, and its
management most favourably disposed towards theetgscefforts, as is proved
by the numerous instances in which the Society haeived from the
management very practical forms of help.

The Department of External Affairs has recently@pied a Cultural Relations
Advisory Committee, which has shown interest in Bwiety's work, and has
agreed that the Society is worthy of financial didfact, before the visit of the
Hamburg State Opera to Dublin under the auspicabefSociety, the Minister
accepted a recommendation from the Committee thahis project the Society
should be guaranteed against serious financial loss

It may thus be seen that opera in Dublin is alivé #ourishing and the Spring
and Autumn seasons, amounting to six weeks of ojpead, have now become
occasions of cultural importance to the capitali&xged already is a great annual
festival of music, with a strong national trend, e lines of the Edinburgh,
Glyndebourne and continental festivals, in whiclanda, symphony concerts,
recitals, competitions of various kinds, and grapéra will all be featured. In the
organisation of such a festival the Dublin Grandef@pSociety will automatically
take its place.



The Principal Operatic Societies

Rathmines and Rathgar Musical Society (1913} Gaiety Theatre, Dublin (two seasons
annually)
ConductorsC. P. Fitzgerald 1913-17; T. H. Weaving F.R.I.A, #1917
Productions Thirteen Gilbert and Sullivan Operas; three Ediv@erman Operas;
twenty-six Musical Comedies, elglac Time The Vagabond Kinggtc.
President Miss Eva Murphy
Hon. SecretaryA. E. Glynn, 4, Leeson Park, Dublin

Cork Operatic Society (1917) — Opera House, Cark §easons annually)
Conductors Theo Gmdar 1917-29 ; J. T. Home, B.Mus., A.R.C1629-32 ; B. B.
Curtis, L.R.A.M. 1932-35; P. J. Navan, L.T.G.L. 5936; T. A. Sheridan-Moffitt,
L.R.A.M. 1936
Productions Nine Gilbert and Sullivan OperakdelweisgTheo Gmir); twenty
eight Musical Comedies, e.ges Cloches de Corneville, No, No, Nanette, Bless
the Bride etc.
PresidentE. T. Mahony
Hon. SecretaryP. A. Buckley, 17, Flora View, Boreenmanna Rd2drk

Dublin Operatic Society (1928) Olympia Theatre, Dublin (one season annually)
Conductors Adelio G. Viani (Founder); Arthur Hammond; Lt. Cd. M. Doyle;
Dr. Vincent O'Brien; Louis O'Brien; Godfrey Browi@. P. Fitzgerald; Lothar
Ludwig; Michael Bowles; Arnold Perry; Michael Mudh; Charles Lynch; Staf
Gebruers; Major Sauerzweig; Michael Brierly 1945—

Productions The Barber of SevilleLa Somnabula Lucia di Lammermogr
Cavalleria Rusticanal Pagliacci, Gianni Schicchi, Carmen, L’Elisir d’Amore, La
Traviata, The Bohemian Girl, La Tosca, La Bohémerovatore, Madam
Butterfly, The Lily of Killarney, Faust, Mignon, @tDaughter of the Regiment,
Manon, Der Freischutz, Montana, La Favorita, Ridtde Lurline, The Magic
Flute, Martha, Lohengrin, The Tales of Hoffmannnf®o and Juliet, Ernani
President Alderman Peadar S. Doyle, T.D.

Hon. Secretary Miss Carmel O'Callaghan, 25, Hollybank Road, Dcondra,
Dublin

Dublin Musical Society (1937)- Gaiety Theatre, Dublin (Two seasons annually)
Conductors Earnest Broadhurst, William Reidy, Gordon Spidery O'Connor,
Dr. Waldemar Rosen, Dr. Walter Beckett
Productions Fifteen Musical Comedies, includinthe Cingalee, The Count of
Luxembourg, The Magyar Melodstc.
Chairman Bernard J. Wafer
Hon. SecretaryMiss Cecilia Helly, 37 Ard Ri Rd., Arbour Hill, iblin,

Old Belvedere Musical and Dramatic Society (1939) Gaiety Theatre, Dublin (two
seasons annually)
ConductorsHarold R. White; Ernest Broadhurst; Comdt. J.Dyle; Lieut. J. G.
Doherty; Michael Bowles; Oliver O'Brien; Wolseleyh&les; Thomas F. Doyle
Productions Twenty-two Musical Comedies, e.llaid of the MountainsGipsy
Princess etc.
President A. E. Jones
Hon. SecretaryJohn Meagher, 7, South Gt. George's St. Dublin
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The Dublin Grand Opera Society (1941)- Three seasons annually — two in the Gaiety
Theatre, Dublin, and one in the provinces.
Conductors:Permanent Musical Director: Lieut. Col. J. M. DoyBeMus., 1941—;
Guest Conductors: Arthur Hammond, Charles Lynchnofd Perry, Edgar
Boucher, Roger Désormiére, Arthur Griiber
Productions: La Bohéme, La Tosca, Madam ButteltfyTraviata, Il Trovatore,
Rigoletto, Aida, Faust, Carmen, Samson and Delildie Marriage of Figaro,
Don Giovanni, The Barber of Seville, Cavalleria #mna, Pagliacci,
Tannhauser, La Favorita, Hansel and Gretel, The @vian Girl, La Gioconda,
Romeo and Juliet, Tales of Hoffmann, The Flyingcbuan, Pelléas et Mélisande
(with Roger Désormiére and cast from L'Opéra Com)gDon Giovanni, Cosi
Fan Tutte, Il Seraglio and The Barber of Sevilletlfjwcast from Hamburg State
Opera House) Un Ballo in Maschera, Don Carlos.
President:Prof. J. F. Larchet, D.Mus., F.R.[.A.M.
Chairman:Commdt. W. O'Kelly
Hon. SecretaryA. E. Timlin, 2, Hollybrook Park, Clontarf, Dublin

Nigel Hay Productions (1950} Opera House, Cork. Two seasons annually.
Productions: The Mikado, The Yeomen of the Guard.
Conductor:Michael O'Callaghan, B.Mus., L.T.C.L.
Chairman:James N. Healy.
Hon. SecretarySean Murphy, A.L.A.A., 12, Magazine Rd., Cork.

NORTHERNIRELAND

Ulster Operatic Company (1909)- Grand Opera House, Belfast (two seasons anfually
Conductors:Madame Gertrude Drinkwater, M.B.E. 1909 ; Jamesh&mrg 1946—;
David G. Leinster, 1949-7
Productions:Nine Gilbert and Sullivan Operas, thirteen Musi€alimedies, e.g.
Chu-Chin-Chow, Show Boat, Waltzes from Vienna, etc.

President:Madame Gertrude Drinkwater, M.B.E.
Hon. SecretaryO. W. Peacock, 16, Knock Lofty Park, Belfast

Bangor Amateur Operatic Society (1919) Bangor (Spring Season): Dufferin Hall,
1919-36; Tonic Theatre, 1936; The Little Theat@5Q; Belfast (Autumn Season):
Royal Hippodrome and Empire Theatres
Conductor E. H. Emery, D.Mus., F.R.C.O., F.T.C.L., 1919
Productions Seven Gilbert and Sullivan Operas, two Edwardnter Operas,
twelve Musical Comedies, e.§.Country Girl, The Toreador, Katinkatc.
President Mrs. K. Hadow, M.B.E.

Hon. Secretary A. V. Haslet, "Ashdene", Crawfordsbura Road, BangCo.
Down

The Three Arts Operatic Society (1945)— Empire Theatre, Belfast (one season

annually)

Conductor John Patterson, 1945

Productions Vagabond King, Merrie England, Rosemarie, Tom Jo&sha,
Rebel Maid, Show Boat

Hon. SecretaryF. N. McElwee, 43, Wandsworth Rd., Belfast

The Lyric Light Opera Company (1948)— Empire Theatre, Belfast
Conductor Douglas Armstrong
Productions The New Moon, The Lisbon Story, Merrie England
Chairman Denis F. Wheeler
Hon. SecretaryR. J. McAlester, Glengormley House, WhitewellJfBst.
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If the question were posed as to whether music ublid has shown any
consistent signs of progress since the beginnirthetentury, one might answer
with a hesitant affirmative. Musicians and peopleiested in the performance of
music, however, invariably pass judgment on thestexg state of music from
their own particular niche in the musical life, ita little or no account of musical
activities in which they have no place. Thus, tleist will follow the interests of
pianoforte playing, and know little or nothing abdloe progress of choral music,
and so on. To give an estimate of the part whickimbas played and is playing
in the life of Dublin, we must examine the situatisom all phases of musical
activity in order to form a balanced judgment.

Perhaps the greatest handicap to musical progresBublin is musical
sectarianism. Our musicians exist in separate cadmpats, neatly labelled as
Pianists, Violinists, Orchestral Players, Condust@omposers, Professors, and
(by courtesy only) Singers. Each group pursuesows narrow pathway, and
neither knows nor cares what is going on in thet stpeet. The general public
interested in the performances of music can alsaddeketed, opera lovers,
symphony concert enthusiasts and — need one addne goncerto fanatics
forming the largest groups. There is a small barehthusiasts for choral singing,
and an infinitesimally small section of the pubtiaims any interest in chamber
music. This condition of affairs has existed in Dubfor as long as | can
remember. Undoubtedly the audiences for orchestusic have increased within
the last ten years, and this fact seems to haveedgueople to take an exaggerated
view of the amount of progress which has takenepl&ut the increase in our
concert audiences has not been offset by an ireraggersonal music-making.

Rather than give a detailed and documentary reefemvusic in Dublin during
the last thirty years, it may perhaps be preferdblgive a series of personal
impressions, not necessarily in chronological grdi®m which the reader may
draw his own conclusions as to how much progressabtually been achieved.
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In the early years of this century the main fornenfertainment for the public
was through the medium of the concert. These ctscanged from the popular
ballad type, with instrumental relief, to the chaninusic recital. It was quite a
usual occurrence for three concerts to be heldnennight, and | have known that
prince of baritones in his time, J. G. Doyle, toroence an evening by singing at
the Round Room of the Rotunda, proceed to a coratetthe Antient Concert
Rooms, and from there to the Rathmines Town Hhlls tcontributing to three
concerts within a few hours. He would sing twicerhaps, at the Rathmines
Concert, and return to perform in the second Hadfach of the other concerts. His
co-star of the period was Agnes Treacy, soprand,lkerth shared an enormous
popularity in Dublin. While their songs followedettbeaten track of the ballad
concert, | later came to appreciate the artistrg arnusicianship of J. C. Doyle
when he took part in works of musical importance.

The usual procedure at these popular concerts wangage a quartet of
singers — Soprano, Contralto, Tenor, Baritone orssBa- perhaps an
instrumentalist, but certainly a raconteur or séonmrorous singer as a light relief.
Other singers prominent on these platforms werealBnffy, Crissie Owens,
Willie Rathborne, W. J. Briscoe, May Durkin, Frexffd, Sealy Jeffares.

More serious music was in the hands of a smallgfunstrumentalists, and
pianoforte recitals were given by Annie Lord, Victmve, George O'Neill, violin
recitals by Signor Simmonetti and Petite O'Haraor@hmusic was not neglected
and periodic concerts were given by various cheoaleties.

Grand Opera was in the hands of Barton McGuckir, the society he
conducted ceased activities after his death. Amathadowy boyish memory is of
a production of an Irish OpeEthnecomposed by Robert O'Dwyer, which was
produced at the Gaiety Theatre in 1910. Among thacipals was Joseph
O'Mara, but even this attraction only drew a hahdfyeople to the theatre each
night.

What might be termed the "celebrity" concerts o greriod were held in the
Round Room of the Rotunda. For these, popular Emglingers were engaged, in
addition to local artists.

An effort to introduce music on a higher plane iabln was made by Signor
Esposito, then Senior Pianoforte Professor at iwaRIrish Academy of Music.
A man of great personality and with a broad intenesnusic, he established a
small symphony orchestra with his colleague Sigeonmonetti as leader, and
gave Sunday afternoon concerts in the Antient GoriReoms. A regular patron
of these concerts was Archbishop Walsh, a keen
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musician who was always anxious for the developroéBublin's musical life. In
spite of his influence these concerts could notaett the general public
sufficiently to make them a financial success.

Nevertheless, Esposito's work was not wasted,d@utceeded in awakening a
portion of the public from its musical lethargy.€él'standard of pianoforte playing
in Dublin commenced its upward trend under hisuiafice, and he became the
acknowledged leader of Dublin's musical life. Chamimusic recitals were now
frequently given by Esposito, Simmonetti, and Clyaeelvetrees.

Unlike other capitals, where wealthy industrialispend lavishly in patronage
of the arts, Dublin had no patron until Sir Stan@ychrane came on the scene. He
built a splendid concert hall on his estate at Wwodk, near Bray, Co. Dublin,
and organised a series of orchestral concerts wiviete conducted by Signor
Esposito. A special train service was arranged fBublin and Bray to facilitate
the concert goers, but the venture did not gain hmpablic support. Other
spectacular musical events were promoted by Sil&taat Woodbrook, but the
twelve mile journey seemed to be too much for Dndsks, and Bray residents took
little interest in these musical ventures. The fival is now only used by local
musical societies for annual productions of opemauwosical comedy.

Meanwhile the popular concert, in aid of this aatfhcontinued to hold sway.
In the sphere of Grand Opera an event of consiteemaportance was the visit of
the Quinlan Opera Company to the Theatre Royal witigers of international
fame, about 1912, to give a performance of thetghtsgner cycle of operashe
Ring

The advent of the cinema had a distinct influencemuisic in Dublin. At first
incidental music for the pictures was provided bgiano. Versatility rather than
competence was demanded of the pianist. As conguetieveloped among the
cinemas, music began to play an important partrungental trios, quartets and
combinations of up to eight or ten players were leygal. The services of the best
instrumentalists in Dublin were in keen demand, #uedeader of the combination
was usually a soloist of note. Dublin was not atde supply the demand
completely and a number of players were broughthfather countries. This new
form of employment gave a transitory impetus totdaehing of string playing.

A small choral society, the Aeolian Glee Singer&] lgained in numbers and
was attracting attention. It was reorganised asA#haian Choral Society, and T.
H. Weaving was appointed conductor. Its first begture was the performance of
Sullivan'sGolden Legendt the Gaiety Theatre in 1917, when the Englisbrten
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Walter Hyde was among the soloists. Later Verdegjuiemwas performed. For
these performances the chorus was increased bperatmn with the Rathmines
and Rathgar Musical Society. These brave effodsdver, came to an end when
a repeat performance of the Verdi work was givethatOlympia Theatre, then
known as the Empire Theatre. In spite of its mahyaatages, the theatre was not
a rallying centre for the public interested in sad music, and a disaster was the
result. The Aeolian Choral Society continued inseetce for a few years longer,
but mainly for the purpose of paying off the debthad incurred by this
performance to an empty house.

As regards the lighter side of music, the Rathmiaed Rathgar Musical
Society was then on the crest of the wave. With liDubff the itinerary of the
D'Oyly Carte Opera Company, the Society gave aifgint's season of Gilbert and
Sullivan operas at the Gaiety Theatre to packeddmulhe very respectable bank
balance gained from this season rapidly vanishest 4016, for, from this year
on, Dublin was principally interested in war andifps. The public showed little
desire to visit the society's ill-chosen productmnMerrie England which had
previously been a prime attraction. Other produngtidnad to be postponed or
abandoned owing to curfew, to say nothing of threestrisks of the time. A
rehearsal was one night interrupted by the BlackEans, who took away one of
the principals. "Bloody Sunday" sent the Socieprsducer back to England by
the next morning's boat. Still, the "R & R" surviivthis troubled period, and to-
day is as flourishing as ever in its thirty-fouaye of existence.

When peace was finally restored to Dublin, a begiperiod was ushered in for
music in the city. Our native government, under teesidency of W. T.
Cosgrave, decided to establish an Army School otiMdor the creation of
military bands. To organise these bands and treerptayers, army commissions
were given to Colonel Fritz Brase and Commandanie&aveig, two noted
German authorities.

Colonel Brase became a decided force in musicaltensat He had the
competence and thoroughness to make a brilliardesscof the Directorship of
the Army School of Music, and when the first Armwari®l was ready, regular
band performances were given in the Theatre Rayas. field of work, however,
did not give sufficient scope to his talent andrggeHe entered wholeheartedly
into the musical life of the city. Under his leasl@p the Dublin Philharmonic
Society came to life: and once again Dublin hadhestral concerts. It was a new
experience for our instrumentalists to work under baton of this expert and
dynamic conductor.
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Among some memorable performances, one may wellrdee performance of
the Ninth Symphony, given for the Beethoven Centgen®ratorio was not
neglected, and the Choral side of the Society wakeuthe direction of Turner
Huggard. Among the productions were Elgabseam of Gerontiusand
Mendelssohn'$t. Pau) But even the strong-willed Brase was unable tepkihe
Philharmonic Society alive for very long, and itotgoined the long list of
departed musical organisations.

Orchestral music was greatly stimulated for a genothe ‘twenties, when the
committee in charge of the Mater Hospital Fund oiged a series of Sunday
orchestral concerts in the La Scala (now Capitdigdire, with considerable
success. Dr. Vincent O'Brien was the conductohesd concerts, and visiting and
local singers contributed song groups. Though tlegmammes tended to be
popular in their appeal, nevertheless they weigoofl quality.

Broadcasting was the next powerful influence to endkelf felt, in 1926,
though 2 RN, as our radio station was then knovad, Very modest beginnings.
The Director, Séamus Clandillon, a civil servangsvkeenly interested in Irish
music and was a well-known collector of Irish aks. a singer he was a popular
figure at Gaelic League concerts. Dr. Vincent GEBriwas the first Music
Director, and Séamus Hughes was appointed as aoeioWith an office staff of
three or four, Séamus Clandillon set out to bladze trail of broadcasting in
Ireland. The station "orchestra” consisted at fafsa Piano quartet, led by Terry
O'Connor, with Kitty O'Callaghan (then Kitty O'Datye and practically
unknown in Dublin) as the station pianist. The pamgmes followed the lines of
the better-class concerts, and all the principatea artists of Dublin made their
bow, sooner or later, before the microphone.

An event of importance in 1924 was the revival lbé tancient Tailteann
Games, in connection with which a festival of musigs arranged. Three Irish
Operas were produced at the Theatre Royal — Stisf@hamus O'Brien
Molyneux Palmer'sSruth na Maoileand Harold White'sSean the Postloseph
O'Mara, the great Irish operatic tenor, was thefcprincipal among the cast of
local singers, including the writer of this artic/hen the curtain rose f@ean
the Posthowever, | was so astonished at the fact thaetbeemed to be a greater
number of people in the orchestra than in the auegiethat | missed my opening
lead! There was complete public apathy about thique operatic festival. As far
as | know Palmer's attractive opera has not sieea she light of day. The Carl
Rosa Opera Company subsequently gave a perfornofusean the Post
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Dublin sank into its humdrum musical life, until affort was made by Signor
Viani to establish a society for the productionGrand Opera with local soloists
and chorus, and the Dublin Operatic Society cartebring. A short season was
given at the Gaiety Theatre, but poor support frdma public caused the
committee to change its policy of casting the pgpaktparts with local singers,
and star artists were introduced at the next seddwm change brought financial
stability to the Society, but as it was contrarySignor Viani's idea of a purely
local presentation of opera, he resigned from tbeiedy. Regular seasons were
continued in the Gaiety, which were well patronibgdhe public.

From this Society there sprang a new body, the iDuBtand Opera Society,
which supplanted the Dublin Operatic Society on Gaety Stage. Its musical
director was, and still is, Commdt., now Lieut-Cdl. M. Doyle, and here there is
a direct link with the late Col. Brase, for J. Moy)e was his first cadet. The
Society gave many productions during the world-wariod, filling the entire
casts with Irish singers, and a sound standardeofopnance was achieved.
Latterly, visiting operatic stars fill the castsafiable organisation has placed the
Society on a firm basis, so that it holds a leadmogition in the present-day
musical life of the city.

The Dublin Operatic Society, however, has continitedctivities and presents
operas regularly each year at the Olympia Theatein spite of all the activity
as far as opera production is concerned, Dublielfitsas given very few solo
singers to the stage.

Choral music had been kept alive principally by @@wick Choral Society.
The chief personality in this sphere of music wae fkate Turner Huggard. He
conducted the Culwick Society, the Dublin OratoBociety, and the choral
productions of the Musical Art Society. After higadh in 1946 the Culwick
Society came under the direction of Alice Yoakleyd the Oratorio Society
under Edgar Boucher. Oratorio performances werergin the Capitol Theatre,
but only the Messiah has had a drawing power with the public. A first
performance in Dublin of Vaughan Williani3bna Nobis Pacemattracted only a
handful of people.

The formation of a huge choir of 350 voices drawont the Catholic Church
Choirs of Dublin for the performance of thdessiahin 1945 awakened
considerable interest. Once again the veteran Dubiusician Dr. Vincent
O'Brien took the conductor's rostrum for a uniqgwerg, A repeat performance
was given, when his son Oliver O'Brien conducteatge audiences gave hope of
a revival of public interest in choral music. Frahis beginning, Our Lady's
Choral Society was born, and performances have peem of Dvorak'sStabat
Materand Franck'ées Béatituded-or the
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Harpsiciiornp BY FErDINAND WEBER, DusLin, ¢.1770

In National Museum. Now restored, and used for the performances of
the Bach Bicentenary.
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Upricnt PIANO, SHERATON STYLE

by William Southwell, Dublin, apprentice of Weber, and maker of
upright pianos from 1786. In National Museum.
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latter event the French Conductor Jean Martinonspasially engaged, but again
there was a deplorable lack of support. Appardntlplin audiences only want to
hear one great work, namely Hand&fsssiah However, there is enthusiasm and
good will behind this Society, which is likely tonpress itself upon the public
sooner or later.

Reference has already been made to the Musicabdaiety, which for some
years gave orchestral concerts under Ferrucciosirasd oratorio performances
in the Metropolitan Hall. This Society provided aogl training ground for string
players. Internal dissension on matters of polowyever, led to its disruption.

A patrticularly live organisation is the Dublin Oedtral Players, which
commenced under the direction of Havelock Nelsam has since been taken
over by Brian Boydell. Its present policy is to ypiate a platform for young
conductors, a training ground for orchestral playeand a medium for the
performances of works by local composers. If thases are wholeheartedly
pursued, this Society should have a big influentéhe musical life of Dublin.

A brief outline must now be given of the developteh our broadcasting
station from its humble beginnings as 2 RN to thpartant position it now holds
as Radio Eireann. Its early days were spent in gyemnd only those who were
intimately concerned with its working can appreei#iie heroic struggles that
were made by the late Séamus Clandillon and the Dat Vincent O'Brien to
provide acceptable programmes for listeners. Indeede it not for the friendly
co-operation of all classes of musicians, togetingr those connected with other
branches of entertainment, 2 RN might have diedtdninfancy. Slowly and
painfully meagre sums were drawn from the Governnfenthe provision of
special programmes. Studio performances of Granerdwere given, and the
orchestra was gradually increased in numbers. dieroto introduce symphonic
music to the general public, a series of symphoorycerts were held in the
Metropolitan Hall, at a nominal charge of sixpermmeone shilling. The charge
might as well have been a guinea, for it was imides$o awaken public interest.

With the resignation of Dr. O'Brien, the musicakedtion of the station
together with the post of conductor passed to @ession of officers from the
Army School of Music, seconded for different pegddr this important work.
Chief of these officers was Lieut-Col., then Captdi. M. Doyle, who exercised a
strong influence on musical policy before his retakhe Army School of Music,
where he is now Director.

Lieut. Michael Bowles, who was also trained by @albBrase, then took over,
with an eagerness for work commensurate with the
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magnitude of his task. The opportune moment hadearfor a further experiment
with public symphony concerts. Cinema-minded Dubthrough the agency of
Hollywood, had become aware of the existence ofatbd's best orchestras, and
symphonic music had lost its terrors — though m@@agons may be advanced as
to why a public, mainly youthful, was clamouringr fockets for the Mansion
House series of symphony concerts promoted by Réidéann and conducted by
Lieut. Michael Bowles. The new music director watamed from year to year,
and given the rank of Captain. Eventually he wdiafly appointed as Director
of Music to Radio Eireann, and severed his conamctiith the Army. The
symphony concerts continued to be events of outstgnimportance and the
more suitable venue of the Capitol Theatre was ls¢eured. After the initial
enthusiasm had quietened down, a basic audienceinasered which became
the mainstay of the concerts. This audience wasohgteat numerical strength,
and may be said to have been more enthusiastiadisanminating. Gradually its
taste and judgment developed, though the preferehdbe vast majority was
naturally enough for the classical composers. Thetdations at these concerts
were interesting to watch. The inclusion of a pfane concerto in the
programme, particularly one which had been expioitea film, sent up the box-
office receipts. Works by Brahms and Sibelius wasklly received in the early
days, but gained in popularity. The colourful Tekbasky gave a fillip to the
attendance. These Sunday afternoon theatre corwerésbeen discontinued for
the past two years, and Radio Eireann now broaslitasbrchestral concerts from
the Phoenix Hall studio, which has a seating capaiabout 400.

| have referred to the heroic work of the pionegfrroadcasting in 