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Avant-propos

Gilles COUDERC et JeanPhilippe HEBERLE
Universités de Caen et de Lorraine

En 2013 le Royaumbni fétera le centenaire de la naissance du compositeur
britannique Benjamin Britten (191376), seul musicien de qeays fait pair du
royaume sous le nom de Baron Britten of Aldeburgh quelques mois avant sa mort.
La concurrence sera rude cette année qui célébrera aussi le bicentenaire de la

nai ssance de deux g®ants de | b6art Il yrique, Ri ¢
| 6®cho des mani festat i onsfficensque derrgtemtir ces deux s
bruyamment , il nbest pas s%r que | e centenaire

France. Nombre de romanciers, de poétes, de dramaturges, de peintres ou de
cinéastesnglais ou britannique ont acquis un renom international mais il est triste
de constater que les musiciens anglais savantsotassiques des XIX et XX°

si cles souffrent toujours doébun certain anonym
Léobj et dendeest nypm®r ode r ®parer cette injustice
compte de certains aspects lde«Renaissance de la Musique anglaiseu la

seconde Renaissance de | a musique angl ai se, CoO

différencier de la génération de musitgeanglais de la Renaissance, et de sa
descendance contemporaine dans sa <contribution
identit® britanni gqu ésiédle. leteane Remaissancededa cour s du XX
Musique anglaise désigne selon les musicologues &t deitiques cette période du

XIX®si "cle finissant 0% ®mergent des compositeur s
et internationale, comme Edward Elgar et Frederick Delius, puis Ralph Vaughan

Williams et Gustav Holst, dont les héritiers sont Benjamin Brig¢nMichael

Tippett, puis encore Harrison Birtwistle, Peter Maxwell Davies, Jonathan Dove et

Thomas Ades, pour ne parler que des plus célébres. Cette Renaissance a fait et fait

| 6obj et ddébune abondant e l'itt®rature des deux
American Musicological Society et notamment Charles Edward McGuire et avec de

ce cOtéci les analyses de Meirion Hughes et Robert Stradling daesEnglish

Musical Renaissance, 184®40, Constructing a National MusidManchester

University Press, 1993001, et de Meirion Hughes danshe English Musical

Renaissance and the Press, 18®14: Watchmen of MusicAshgate, 2002.

CHOMBEC (Centre for the History of Music in Britain, the Empire and the

Commonwealth)centre de recherches rattaché au département diealngie de

l 6Uni versit® de Bristol et cohtrbmeda®ssi paa r St ephen B,
ses divers activit®s ° Tuvrer en faveur dobéune n
la musique britannique savante de la seconde Renais$éamisgoour compredre le

phénomene qui, comme tous les arts, touche a bien des aspects politiques,

économiques, socioldgues, religieuxe t culturels de la vie dbdun |
n®cessaire dbéeffectuer un bref retour en arri r
A | 6®poque vVvi ct centiauwauires,payeduropéens) ta masiquee m

savante et les musiciens du Royatitha i ne b®n®ficient dbdaucun sout

Pas de prix de Rome pour lancer les jeunes compositeurs ni de postes de



6 REVUE FRANCAISE DE CIVILISATION BRITANNIQUEi VOL. XVII, N°4

Kappellmeistempour assurer leur carriere. La musique, ielige ou instrumentale,

est associ®e “~ |l a monarchie comme?®| 6op®ra | 0est
Charles |1, contami n® {raae LouistXlvbsselanlsest i s me de son
critiques, est le dernier souverain qui protége véritablementlagnousi dont | 6 ®t oi | e

palit sous la dynastie hanovrienne. Privé de ce soutien, les compositeurs deviennent

des chefs dobéentreprise d®pendant enti rement d
| 8indique la carri re doHaendel dih Angleterre

L6 re des Lumi res, o0o% r gnent | a Raison et | e:
méprise cet art qui fait appel aux émotions, et qui, aux yeux des premiers victoriens,

gagn®s ~ |l 6utilitarisme de Jeremy Bentham et de
d®cadence et déexc s aristocratiques. De plus,

est cantonné au décoratif et au fonctionnel, la musique est considérée avec suspicion
par les élites intellectuelles qui, comme Ruskin au °Xicle, y voient un
instrumentt r — s efficace do6éinstruction morale ainsi

r®vol uti on et de l a d®gradati on des miur s. L
d®vel oppement anarchique des villes 0% sbéentass
grande foietprétsal®d i t i on, m nent des r®f ormateurs soci .
prol ®t aires, objets déinitiatives ®vang®l ique
Toujours au XIX, | 6agitation chartiste comme | es r®voll
au son de laMarseillaiseencouagent cette perception négative de la musique qui

reste | 6apanage doéo®tranger s, comme Liszt ou Wa
révolutionnaires.

Pourtant la culture musicale savante de la bourgeoisie victorienne est florissante,

quoique souventmi t ®e |l a sph re priv®e avec notamment
de pianos, instrument synonyme des valeurs bourgeoises. Le déclin spirituel de

| 6®glise anglicane entra’ " ne cel ui des ma’ tri sec

musique chorale qui se dédeppent parallélement en province a la fin du XV

siecle et dans la premiére moitié du Xifécle a Birmingham, Leeds, Liverpool ou

Nor wich, souvent associ ®s ~ des Tuvres de chari
occasi ons do6 e n teesavahte.els rdunisséntadesnthosisteg issus des

classes laborieuses a qui le Tonic-Baldu pasteur congrégationaliste John Curwen

(18161 88 0) per met dobéapprendre rapidement l eurs no
comme doé®chapper aratx et duemuditalt naissans oudieela c a b a
revendication sociale. Si leurs programmes se cantonnent dans le répertoire religieux

débHaendel et Mendel ssohn et m nent Wagner " s 6
anglais pour aendelssohr, du moins donnerils a la musique la respectabilité

qui lui manque. La baisse des prix de la musique imprimée, la politique de

publication de | 6®diteur Novello et l e d®vel opr
| 6engouement pour | e chant ctibndoritanhiqugue tradui t |
divi s®e entre ceux qui chantent et |l es autres.
sa musique pendant la Saison de Londres aux concerts par souscription de la Société
Phil har moni que ou ° | 6op®ra italdbdnen de Her Ma
Entreprise commerciale prive®e, comme toutes | ¢
national qui ponctuent le XI¥%siécle et le début du X>6iécle, sa transformation en

1946 en salle nationale d®di ®e ~ I|ebop®ra et au
de J. M. Keynes, ®mi nente figure de | dEstabl i c
r®vol uti on culturelle, due en partie 7 cette

victorienne, alors que le British Museum ou la National Gallery bénéficient de fonds
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do®t atunh @awmsei gnement musi cal néest di spens® e
d6Oxford et Cambridge avant | a fondation de | a
établissement privé qui se voit accorder une charte royale en 1830, et tout

compositeur respectable estprotessr dduni ver si t® ou organiste.

Dans |l e mitan du si <cl e, | 6i nfluence de | a fi
dont les oratoriofaulus(1836) et surtouElijah, créé au festival de Birmingham de
1846, connaissent le succes que le public fait depets lustres auMessie
déoHaendel , i mpose une nouvelle vision du music
famille juive convertie au protestantisme, exemplaire dans sa vie de famille, élégant
et raffiné, parlant couramment anglais et adoubé par la familléeydi@ndelssohn

pr®sente des garanties de respectabilit® encore
de |l doratorio angl ai s, chantre du protestanti s
habile ani m® doédune conscience @gepmdisal e et pilie
compositeur déop®r a, ce genre diabolique, adop
comme musicien national S i | 6on en croit I a fon
et la création des grands festivals Haendel avec des effebiifisyloniens», selm

Berlioz, au Crystal Pal ace ° partir de 1859.
Mendelssohn procéde en partie du renouveau évangélique des anné&84®B3Qi

secoue aussi | 6®glise dbéAngleterre, et sa mor
cataclysme national. Mais o n exempl e confir me dans | 6esprit
| 6oratorio constitue la voie royal e du sal ut

compositeurs indig nes s6®vertuent N ®gal er

international duDream of Gerontiudl 6 Ed war d 9BI0garLéend ®e qgue | e succ

en musique puisse étre source de fierté nationale nait avec la Grande Exposition de
1851 impulsée par Albert, le Prince Consort, et le réformateur Henry Cole. Installée

dans South Kensington, | 6rgstalpgPalace, tonstitue, abrit®e pa
la vitrine des productions industrielles du pays. Son succés confirme la supériorité

de | 6Angl eterre dans tous | es domaines sauf I 6
celle de ses rivaux continentaux, et suscite des appel®&larr me de | 6 ensei gne ment
et de la pratique des arts appliqués. On envisage sur son site la construction
déinstitutions visant ° d®velopper |1 06influence

dont le musée des Manufactures, rebaptisé South KensingtoeauMusn 1857,
ancétre du Viaria & Albert Museum, et unécole de musique, projet qui met trente
ans a aboutir.

Entre temps, | G-aavis de ld noudicue, domme viBM ii st edse viidsar t
en g®n®r al ®volue favorabpe@enhjsatoimmes | Huimdl §
facteur de progrés social, de Matthew Arnold dankure and Anarchyle 186768,
qui dénonce le philistinisme étriqué de la classe moyenne victorienne. La loi sur

| 6enseignement de 1870 met edanspebécoles | 6enseignen
® ®mentaires. Léann®e 1871 se signale par deux
de la salle colossale du Royal Albert Hall dans South Kensington, avec la cantate

Shore and Sed 6 Ar t hur Sul |l i van, | e musntampen indig ne |

grace a ses célebres opérettes écrites en collaboration avec le librettiste William

Schwenck Gilbert entre 1871 et 1896, et la parution du grand classique victorien sur

le pouvoir régénérateur de la musique savaltesic and Moralsdu Révérend

Hugh Hawei s. M° me sb6i l confirme |l e pr® ug® n®ga
dénonce le philistinisme musical des anglais, comme le fait le musicologue Carl
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Engel, auteur du célébralas Land ohne Musik cens® d®crire | 6Angl et er |
sonlintroduction to he Study of National Musjoublié a Londres en 1866, Haweis

encourage la création musicale pour la santé morale de la nation, sur le modéle

all emand et mendel ssohnien, et celle dbébune ®col
renaissance musicale découlesaude la parution d&tudies in the History of the

Renaissance in Italyde Walter Pater (1839894) en 1873. Véritable défi aux

conventions de | 6®poque, Pater y appelle -~ | a
fond®e sur | 6amour d mn podiique €t laplibarté del 6ar t la p
| 6i magination <c¢r ®atrice, dont rethd compte pl us

Aesthetic Movement in Englande 1882. Ceci intervient au milieu de
bouleversements au plan national, avec la résurgence brutale des nationalismes
«celtiqgues » et du débat sur la questiontthme Rulecomme au plan européen.

Suite " | 6®crasement de | 6Autriche ° Sadowa en
ou la musique est reine et Verdi son champion, voit son unité se faire en 1870,
comme nadgAnlel een 1871. Source dbéun intense rayon

révele alors aussi comme rivale du Royatsmé au plan militaire et économique.

La guerre de 1870 réussit a unir des ennemis aussi opposés que Wagner et Brahms

dans leur triomphalisme affian - ai s et | a d®f ense de | d6unit® al
culturelle contre le rival allemand passe alors par la Renaissance de la Musique

Anglaise. Comme la premiére Renaissance, & laquelle elle se réfere explicitement

comme exempl e et c omoete Rermaigsanceerésdlté dundéspi r at i
déinclure |l a musique dans | a construction dobun
combat contre les influences étrangeres dont la premieére salve est tirée avec la

publication de la premiéere édition (18198 8 9 ) ndemseDictionarg of Music

andMusiciansde George Grove en 1879.

George Grove (1820900), architecte, ingénieur, homme de lettres et mélomane

passionn® est i mpliqu® dans |l organi sati on de
déplacement du Crystal Palacerssesydenham ou il met en place s®sturday
Concertsc o mme | e Festival H a comsidéegeint lecomspdctBs5 9 et dbaucu

pour le dictionnaire qui fait sa gloire comme le manifeste de la Renaissance de la

Musique Anglaise. Il fait appel aux chercheussopéens les plus qualifiés et écrit

lu-m° me | es articles |l es plus | ongs. I est aussi
sur les musiciens anglais de son tein@sarry, Stanford et Sullivan, qui contribuent

au dictionnaird comme sur ceux des siéglpassés, notamment ceux des débuts du

XIX® si “cl e que | 6hi stoire avait oubl i ®. Le di
réévaluation de la musique ancienne anglaise, de la polyphonie Tudor et de

musiciens comme Taverner, Tallis et Byrd, et conduit a la puldicatesEnglish

Carols ofthe Fifteenth Centurpar J. A. Fuller Maitland en 1893 et &itzwilliam

Virginal Book (18941899) dirigé par Barclay Squire et Fuller Maitland, qui

orientent plus tard les recherches des artisans de la Renaissance de la deuxiéme

génération. La notice de Grove sur Purcell, plus longue que celle sur J. S. Bach

indique assez le but de son entreprisgontrer que, malgré les apparences, le pays

poss de une tradition musicale qui ne demande
aveclesati en des enfants d6Al bert et Victoria, de
premier ministre Gladstone, en défendant la cause de la fondation du Royal College

of Music, établissement qui permettrait de faire de la musique un facteur de progrés

social et maal en dispensant un enseignement de haut niveau et de renouer avec la

|l ongue tradition musicale du pays battue en br
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musiciens étrangers. Avec le RCM la musique serait la source qui circulerait dans
|l es veinestdeohbtempuereait ° |1 d6dunit® nationale.

Gr©ce " des dons priv®s et une mis®rabl e subve
portes en mai 1883 avec Grove comme directeur et comme professeurs trois des
figures les plus importantes de cette Renaissance, WaHherat (18411924),
Charles Hubert Hastings Parry (18%818) et Charles Villiers Stanford (1852
1924). Parrat, organiste, est un progressiste dont la nomination comme Master of the

Queends Musi ck en 1893 consol i de | 6alliance d
Renai ssance. Parry, pur produit doEton et Oxf o
son motet du couronnemeinivas gladet sonJerusalema défaut de grands succés

comme compositeur, m° me S | 6onSefesaccorde ~ cor
from Shelleg s Pr omet h e(1880) ddmnieolau satdé de naissance de la

Renai ssance, apporte au RCM | 6i mage i mpeccable
®rudition et continue de d®fendre | a cause sactr
g®ni e national . pdpage la dokaudu RGMy rfohdées sur lay u i

vénération des 8 B », Bach, Beethoven et Brahms, avec Schubert, Mendelssohn et
Schumann comme prophétes mineurs, et la nouvelle histoire de la musique anglaise

qubi l e X The are of Musinde 1893, ou des pédes de rayonnement

intense, celle de Dunstable, de Tallis, Byrd, Gibbons et Purcell, alternent avec des

ann®es déintense obscurit®, | a Guerre des de
cromwel l i en et Il a mort pr ®matur ®e de Purcell,
étang re, marasme dont | 6®mul ation du mod | e all
Stanford jouit alors débune r®putation national
déun de ses op®ras en All emagne. Ses dieux son

Brahms, ses béte®ines Liszt et Wagner. Piqué par les publications de Carl Engel

sur les musiques nationales, notamnieme Literature of National Musi¢1879), et

les exemples de Grieg ou des russes gduissant peti» Groupe des Cing, il met en

avant le folksong commeéondement ddéune ®col e nationale de m
devient avec Parry un des vipeésidents de la Fol8ong Society fondée en 1898,

lancant ainsi un mouvement qui caractérise de maniére caricaturale la musique

anglaise des années 190840 et un déliadont les répercussions se font sentir

jusque dans |l es ann®es 1960. Contrairement ° P
honni , Stanford <croit fer mement que | 6op®r a, é
constitue le meilleur des instruments pour battre lmceoence étrangere,

notamment Wagner. Professeurs a Cambridge et Oxford comme au RCM, Parry et

Stanford propagent la doxa du RCM, que Parry dirige de 1895 & 1918, dont héritent

des ®l "ves comme | e chef dbéborchestre Eugene Goc
Arthur Bliss, Frank Bridge, Herbert Howells, John Ireland, Gustav Holst et Ralph

Vaughan Williams, qui constituent la deuxiéme génération de cette Renaissance.

Grove sbébemploie ° ®t abl ir un partenari at ave
sO6i nst allbcaux dedPringe Corsat Road. La tache des pionniers du RCM

est immense. Il faut tirer le publdes sociétés chorales de la routine des oratorios

déHaendel , Haydn et Mendel ssohn comme de ceux
profitent de | 6engouement du public pour 1| e gen
débun renouveau cert ai resthétigupuet moralecdewrsa e des qual
musique chorale comme de son statut de pére de la musique savante moderne, et
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|l autre vu |l a n®cessit® de susciter un grand ¢
qui fasse oublier Haendel. Ardents partisans de la tradition lder@mn et Brahms,

Stanford et Parry rejettent la musique de Wagner a cause de son esthétique et des

di ssensions qudelle suscite. Les premi res ann®
succession ddédifuvres chorales entladlechestral es dit
Symphoniest dirigée en Allemagne par des chefs prestigieux comme Hans Richter

et Hans von Bulowet, honneur supréme, Stanfotd ® n ®f i ci e doéun concert
entierement dédié a sa musique a Berlin en 1889. Grove trouve dans la presse des

alliés quipppagent | 6i d®e d econimacellR defaaécsssitalen ¢ e , tout
fonderune école de musique nationalauatGrand Opéra national subventionné par

| & Rrépeenhantinsi sur ce point 6 i d ® e éa ¥6&8rpar @/dliandDavenarite

plus influent, J.A Fuller Maitland (1856L936), associé de Stanford a Cambridge,

chargé de la critique musicale @imesa partir de 1889, successeur de Grove a la

direction duDictionnaire, contribue a la premiére mouture ee Oxford History of

Music, aux rubriques musia | e s Enayadopaddia Britannicacomme a la

propagation du dogme de la sainte trinité Folksong Tudor Purcell. Bagish

Musicinthe XIXthCenturge 1902 il accr®dite | 06i d®e de | a Re
son livre en 2 partiesBefore the Renaissa@d1801-1851) etThe Renaissance

(1851-1900). Celleci recoit son certificat de baptéme grace au critique Joseph

Bennett duDaily Telegraph,” | occasi on d¥xe Qymphonigle®at i on de | a
Parry en 1882. Il souligne sa modernité comme ses liens apasdé, confirmant le
|l ien des compositeurs du RCM avec | 6Age do6Or d

inscrivant le mouvement impulsé par Grove et consort dans le roman national.

Cette renaissance musicale ne se | imite pas
créations indiquent un renouveau certain de la musique dans le pays, cesnme |
fondatiors du Royal College foOrganistsen 1864,qui obtient sa charte royale en
1893, du Trinity College of Music d®di ® © | a mu
qui réinventela tradition desEvensongsl 6 auj our ddhui , de | a Car | Ros a
1875, qui sdempl qncet a'mnk@ft e nl doroep ®nNfeupa®rgal ai s en a
National Training School of Music en 1876, dirigée par Sullivan et bientdt absorbée
par le RCM, de l&uildhall School of Music par la City of London Corporatiem
1880,et du Royal Manchester College of Music sous
Charl es Hall ® en 1893. La construction de | a
entreprise commerciale privéd,la création des Promenade Concerts a prix réduits
dirigés par Henry Wood a partir de 1895 attestent de cette vitalité musicale en
mettant des compositeurs anglais a leurs programmes. Mais ils introduisent le loup
dans la bergerie avec les Russes, des;éia comme César Franck et S&agns et
surtout Wagner, hai au RCM, compositeurs qui sont utilisés par certains critiques,
notamment G. B. Shaw et Arthur Johnstone dansld@chester Guardignpour

souligner |l e conservatiosnmedddEd gh 6 i nswaigtnugtrii cem. el
progressiste convaincu, sur la scéne musicale anglaise ne doit rien guRGNs
estadoub@ ar | 6 Al Il emagne, not amment par le tr s infl

Enigma Variationsde 1899. Son Dream of Gerontiusde 190 dome a la

Renai ssance un premier compositeur dbéenvergure
avec l e couronnement déEdouard VI I en 1902, P
incorporant, a la demande du roi, ce qui devient plus tard le célélamd«of Hope

and Glory», en font le musicien anglais le plus populaire de son temps. Le

renouveau de la musique Tudor et du Folksong impulsé par Grove et ses acolytes
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inspirent a leur tour nombre de compositeurs comme Gustav Holst et surtout Ralph
Vaughan Williams qui, a la nmbde Holst et Elgar en 1934, devient de fait le doyen

de la musique anglaise et le symbole de sa renaissance. Avant de se lancer dans des
compositions plus expérimentales, ils propagent a leur tour cette tradition historico
pastorale qui colle depuis arausique anglaise.

Pour l a grande majorit® du public, l e renouve
anglais est néanmoins souvent associé au seul nom de Benjamin Britten. La
premieére de son second opéPater Grimesen 1945, marquant pour beaucoup le

d®b ut de |l a renaissance de | 6op®ra angl ai s, m°
compositeursdu XXsi ~cl e, avant | ui, contribuent ° donne
des iles britanniques. En 1947, Britten crée sa propre compagnie, The English Opera
Group,nors eul ement pour quobelle joue ses propres pa
festival qgubi l fonde ° Al debur gh, mai s pour q
nouvelles Tuvres | yriques ° dbautres jeunes com
| 6op®ra rmnnglai sil Dage de Britten dbéautres comp!
Tippett, William Walton, Alan Bush, Lennox Berkeley ou encore le gallois Alun
Hoddi nott sbattachent ° revigorer l e r®pertoir
dosage de ce (qgtwérnaculilte passe (rediécouvetieadp Puecell, etc.)
et de ce qui rel ve de | 6influence ®trang re. C
| 6op®ra mais ®crivent ®galement de |l a musique
traits typiquement britanniquese smélent souvent a des influences étrangéres,
participant ai nsi N | 6®mergence de <cette nouve

difficile a saisir comme le laisse entendre James @asEnglishnes§in Music
from Elizabethan times to Elgar, Tippett andt®®n, Thames Publishing, 1999.

La génération suivante, celle née dans les années trente, avec en particulier trois
musi ciens i ssus d érhe dvanchepterd $chosl @armsenl | e o
Birtwistle, Peter Maxwell Davies et Alexander Goehr) cherclénmtroduire la
moder ni t ®gardisme Habhsala eusifjue anglaise en se passionnant, entre
autres, pour les compositeurs de la seconde école de Vienne (Schoenberg, Berg et
Webern). M° me s plus tard, certains doéentre e
atonalisme rigide, |l eurs premi res Tuvres t®moi
couper de ce qui se fait alors de plus contemporain en matiere musicale sur le
continent. De la méme génération que Birtwistle, Davies et Goehr, Richard Rodney
Bennettquid udi e ° Paris avec Pierre Boul ez, compose
si plus tard, il écrit des partitions moins atonales, voire tonales (on pensera plus
particulierement & ses musiques de film) ou influencées par le jazz, comme en
témoigne son concerto po saxophone Concerto for Stan Getf1991). Tout
comme les compositeurs précédemment cités, Nicholas Maw et Jonathan Harvey
il lustrent aus s i-galdeamusioald irRoyaurn®i. @uantdlad av ant
génération actuelle, représentée par des catepes comme Jonathan Dove,
George Benjamin, Marldnthony Turnage ou Thomas Ades, elle continue a porter

haut et fort l a banni re de | 6op®ra et de | a 1
2011 fut encore une année trés riche pour les compositeurs anglaisyment
déop®r as, avec |l a cr®ation ° LoAndar es de deux

Nicole de MarkAnthony Turnage eiKkommilitonende Peter Maxwell Davies) ainsi
gue divers représentations francaisesRileg Saga(1990), la réduction pour 18
interprétege la Tétralogie de Richard Wagner par Jonathan Dove.
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Enfin, on ne saurait clore cet avgmbpos sur larenaissance de la musique

angl aise sans parler ddébun ph®nom ne musical as
soulign® doembl ®e avartseos <lansigedsdesXbfet X°n gl ai s s

si cles souffrent toujours dbéun certain anonym
dé°tre | e cas pour |l es musi ciens britanni ques
repr®sentent souvent ce oquamatee. Pbugtant ou sdest f
certains déentre e ux ®prouvent | e besoin, ma |

indiscutables en tant que musicien de musique populaire, de composdieztdrs

fuvres ¢ »cquias sllesgauseient souvent la polémique, léprs,

| 6admiration parfois exag®r ®e ou | a moqueri e, t
trait qui semble particulierement développé et présent en Angleterre depuis quelques

années. Si on peut sans doute faire remonter cette pratique au milieu des9anée 1

avec leConcerto pour piano n°X1977) de Keith Emerson (Emerson Lake and

Palmer), il faut bien admettre que depuis quelques années plusieurs musiciens pop et

rock britanniqgues ont compos® des Tuvres dites
Paul McCam e vy , dont la derni re Tuvre du genre en
Oceands (2axlY Roges Waters (Pink Floyd), auteur @ ira (2004)1

opéra trés « puccinien » sur la révolution frangcaiséony Banks (Genesis), pour

sa suite orchestralBeva i A Suite for Orchestrg2004) et pourSix Pieces for

Orchestra(2012), ou encore Jon Lord (Deep Purple) pour, par exerDpldam

Concerto (2007). Le dernier musicien a se joindre a cet « aréopage » du rock

britannique est John Paul Jones (Led Zeppdlin)travaille actuellement sur un

proj et Tted Ghps® Bomafadont la premiére est prévue a Londres dans

environ deux ans. Le livret de cet opéra, écrit par Helen Cooper, se fonde sur la

piece du dramaturge suédois August Strindberg @ntitsle en francais La Sonate

des spectres Jusqub” p r ®classigties » deeces musiciens eesrock

néont aucun -gardisteéact e gste ddvainltl eur s | 6une des crit
faite et sont de facture trés post ou rémantique. Fauil sdben ®tonner quand |
musicologue Nors S. Josephson, dans un article intituBack Meets Liszt:

Traditional Formal Structures and Performances Practices in Progressive sRock

(The Musical Quarterly Spring 1992, Volume 76, Number 1, -82), inscrit

clarement la musique progressive rock des années 1960 et 1970 dans le sillage de la

musique romantigue ainsi g uedirdavand lacel ui du | ar
r®volution de | 6datonalit® initi®e par Arnold Sc
Si | es classique® de ces musiciens dénotent une certaine approche

conservatrice, voire anachronique, de la musique, et relancent le débat entre culture
populaire et culture savante, notamment dans la construction identitaire, ce qui nous
entrainerait trop loin ici, nous ven®icependant de voir combien la musique de la
seconde Renaissance, des origines a nos jours, est foisonnante, variée et aussi

innovatrice que celle ®crite par |l es musiciens
reconnus au plan musical. La musique anglaiseen tous cas assez riche pour
influencer dbéautres artistes, comme des po tes,

cette richesse, cette variété, cette tension entre des formes nouvelles et passéistes,
entre des traits vernaculaires ou étrangers, @orencette difficulté a saisir une
«anglicité» mythique ou réelle, sans oublier le cadre institutionnel dans lequel
toutes ces 1 uv,ragesslesmeides dende nugnérd oontebuent a
illustrer.



Le r1l e de | 6action publ
renaissane musicale anglaise (1940960)

Cécile DOUSTALY
CICC, Université de CerglPontoise

Les relations entre Etat et culture au Royaduné fondées sur la doctrine du
laissezfaire, ont suivi des chemins opposés a ceux de la France, de tradition

volontarise. Cependant, a partir du milieu du XIXi ~c | e, |l e soutien 7 |l dart
tour a tour comme le ciment de la nation, un droit des futurs citoyens, un outil
ddencouragement aux |l oisirs respectabl es, VOIiTre

économiques, déhdant le r6le des musées dans le maintien de la compétitivité des

arts appliqués britanniques, pésent également sur des décideurs plutbt Ligtifs

premiére moitié du XXsiécle, pourtant marquée par les débats sur le droit au loisir,

estunstatuquodens ce domai ne de | 6intervention publ i gt
montré comment le&BecondeGuerre mondiale a précipité la rupture avec cette

traditi onétranfeu & la et calturelle du pays soulignant les arts de

facon délibérée car cewt doivent rester dibres de survivre ou de péri. Sans

désir de réforme a long terme, ce dernier se montre initialement interventionniste

pour r®pondre ° | 6urgence et Ats€auhcdtn | e rapport
«improvise un organisme pour éviterbéackout des arts> et soutenir le moral de

la population, le CEMACouncil for the Encouragement of Music and the JArise

t h®Gtre et l a musique, l ongtemps entach®s dobi mn
popul aire et commémobaleed, ddontsoainein fpaibt i ¢ c
partir de 1940. Face a la menace immédiate, grace aux efforts consentis par les

artistes et a la forte adhésion populaire, la Nation partage un temps une méme

culture, décloisonnant les frontieres entre amateursprefessionnels, entre

divertissements et arts. La gen se de | 6action
en GrandeBretagne difféere donc fortement de celle des autres pays européens qui,
dans des contextes de paix, ont privil®gi ® | es

1 CécileDOUSTALY, « La genéselu soutien public aux beaiarts & Londres aux XViilet

XIX® siécles »in Jacques CARRE (dir.),.ondres 17061900: nai ssance ddéune capital
culturelle Paris : Presses Universitaires de RP&dsbonne, 2010, pp. 2@29.

2 Janie MORTIER, 4es originesd e | 6 Ar t:s |®ofutnacti Ibritannique se d®cou
mission culturelle a la faveur de la guesten FRISON Danielle (dir.)La Société anglaise

en guerre Paris: Ellipses, 1996, p. 181.

3 & body improvised é {o prevent the black out of the &ifARTS COUNCIL OF GREAT

BRITAIN (ACGB), The First Ten YearACGB, 1956, pp. 3.
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Apr s de |l ongues d®cennies doindiff®rence, | e
déexp®ri mentation exceptionnel qui a marqu® dur
La fin de la guerre ouvrit des questionnements sur les priorités a choisir parmi les
missionspr f oi s contradictoires assigAf®es au CEMA (
Counci) : démocratisation de la musique savante et de sa pratique ou
encouragement © |l a cr®ation nationale et ° | 6ex
deniers limités, John M. Ken e s devenu pr®sident de | 6organi s
privilégier la qualité et le rayonnement international, tendance qui se confirma
durant les années 1950. La création@mvent Garderen 1946 devait pallier le
manque doéinstitutiieaursse sc eltt vartetl®neuserprleestsiegnt i men
caus® par | 6endettement du pays et par |l a pert e
opéra« national» fut pourtant critiqué pour la faiblesse de sa gestion, le niveau
inégal de ses productions comme des agtisten at i onaux qui y officiaien
qubi l pesait tr s | our dAasnCountil Lesréet poites fi nances
ddbachoppement de | dorganisme r®sida cependant
musicales originales destinées a étoffer un répertoiradngl | i mi t ®. é | ccasior
Festival of Britaind e 1 9ABts Countildb an-a un concours d p®r a qu
tourner au fiasco. Lors des célébrations du couronnement de la reine Elizabeth en
1953, Glériana &g Benjamin Britten recut quant a lui waccueil trés
d®f avorabl e. Ces m®saventures refl tent | 6embar
pl ace des politiques débencour agement : la cr ®:
| 6®t ude, | Arts Cdumtibont ecépendarit encouragé une renaissance
musicak anglaise fondée sur la démocratisation et la diffusion des productions, et la
professionnalisation des professionnels et des institutions musicales. Leur role dans
une renai s&m@usique angdld@sesnreotion dont il faut souligner la
définition mauvante, faisant tour a tour référence a des compositions en langue
anglaise, a des compositeurs anglais, voire a une école anglaise, est beaucoup moins
tranché.

6o
6o

Le role déclencheur du CEMA (1940945)

Quand, lors de la déclaration de guerre du 3eselpte 1939, la premiére réaction
du minist re de | 6l nt®rieur est de d®cr ®t er | a
des lieux de réunion publique, le contexte et la pression des intéressés
professionnels et usagersle conduit a revenir presque imniggment sur sa
décision. LeBoard of Educatioroctroie sa premiére subvention au CEMA en auvril

1940: «Cb e st |l a premi re fois que | 6£tat assume di
artistique et a la diffusion des productiom$ Depuis le début de la guerrkes

forces ar m®es b®n®f i ci ai ent des di verti sseme
(Entertainments National Service AssociajidBependant, les civils étant durement

touch®s par |l e conflit, il appara’t vite essen:

artistigues en cette période troublée ou la population est éprouvée, souvent évacuée,
et privRe de | d6offreLar@BHMAj opneduéet dddlme s®r o

4 Alice VALDIN -GUILLOU, «Un aspect de la politique culturelle en Graiitetagne le
role de I'Arts Councib, Les Cahiers Charles,Wniversité Paris VII, 3 avril 1981, p. 80

® John Maynard KEYNES, &he Arts Council: its Policy and HopesThe Listener12 July
1945, p. 1.
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pragmati que typique de nombreuses institutions
mesure que la gae durait, suivant une logique expérimentale inspirée des acquis
de | d6initiative priv®e et assPogdmBusti ve. 11 coll a

une fondation culturelle présidée par Lord Macmillan, également ministre de
I 61 nf or ma teicomaentre dudles asdogiatisns, comnigritish Federation
of Music Festivalou lesRural Music SchoolsLa devise du CEMA, te meilleur

pour le plus grand nombreé ThedBest for the Mo&t) |, trouv®e par l vor Bro
résume bien les arbitrages quippsent probl i me © |1 6avenir

- entre artistes professionnels et amateurs

- entre la priorit® ° donner au travail de |

satisfaction du publi¢
- a propos de la définition de la culture et des formes artistiques a
soutenir;
- a propos d la définition de « 6 e x ¢ @1 idéalnditiste
th®oris® par Matthew Arnol d ou expressi ol
peuplé.

La musique était le principal budget du CEMA et, selon Janie Mortier, le secteur
dans | equel il fit preuvlee dkei aciosurdad@enetp odlbiitnag
vol ontariste de d®mocratisation et de d®centr al
usines, le métro et autres lieux inédits. Parcourant villes et villagedviusi
Travellersaidaient les amateurs a monter orchestres et clorddedonnérent au
passage 184 concerts devant un public de 38 000 personnes la premiére année, pour
atteindre 1411 concerts en 1943. Dés 1940, le CEMA organise aussi une tournée de
concerts dans les usines, le matin, a la pagjsas, ou encore a minulte succes
gudils rencontrent aupr s des ouvriers encourag
leur généralisation en 1943, la dizaine de trios qui comptent parfois de grands
talents, tels Yehudi Menuhin ou Kathleen Ferrier, présem@92concerts dans
|l 6ensemble du pays. € L o n diuBtitg, |es concerta n t l a p®ri oc
de midi de Myra Hess a Idational Galleryvi d ®e de ses Tuvres que |60
éloignées de Londres, séduisent un public nombreux et en partie nouveau grace au
caractére ird r me | du Il ieu et au’ prLide nd @ mth ime s dieo nc emmo d
actions permet © | 6organisme de se faire conna’

Dans les quartiers les plus touchés, le CEMA dépéche des brigades

volantes de musiciendl y a en tout une soixantaine deogpes qui

se produisent deux a trois fois par nuit. Ces Blitz concerts, donnés par

ces artistes qui vont dbéabri en abri au mili
déobus joueront, " coup S Y%r, un grand rt] e

® Ivor Brown, critique de théatre, dirigeait la commission théatre du CEMA.best for the
mo s JadetMINIHAN, The Nationalisation of Culture: thBevelopment of State Subsidies
to the Arts in Great Britain,.ondon: Hamish Hamilton, 1977, pp. 2289.

7 Janie MORTIERp. cit, p. 184;EL 1/20, CEMA,The Arts in Waittime, A Report of the
work of CEMA 1942943 p. 4; AngusCALDER, T h e P e o p Landor: PiMia, ,
(Cape, 1969) 199Gp. 373374; Gwen & Roy SHAW@The Cultural and Social Settign
Boris FORD éd), The Cambridge Cultural History, vol. 9, Modern Britai@ambridge:
Cambridge UP, p. 5.
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CEMA; ils constituent, on en convidra, un étrange prélude au

patronage de$% arts par | o6£tat.
€ | 6i mage de nombreux artistes, Benjamin Britte
«un peu nbéi mporte o07%, d an §jouard surdesovieuki t i ons | es p

pianos désaccordé$ chaniant des programmations faciles, mais toujours de
qualité». 1l déclara également avoir rencontré ses plus grands succes aupres des

publics | essimpléesiis. sienpsesc (® populaire des actio
permit, comme 7 ddoauwtar ecsonasrctrii ptté o,n, dd @vijtuege st
devait étre complétement libre de mener & bien son travalil Léapproche

mi ssionnaire ®tait pourtant lestablshnetre f ai re conse
ont décrié le manque de qualité des initiatives sulimemées, sans pour autant

définir cette notion qui semblait aller de soi. Certains regrettaient la perte de
distinction sociale associ ®e au prestige de | 6a
1940, John Christie, peétre dépité de ne recevoir aucuwutien pour le festival de

Glyndebourne, déclarait que les fonds sont gaspillés danee «mer de

médiocrité»'® et & la méme période, un article @imesreprochait au CEMA de

privilégier les activités amateures et de négliger les grandes institutionsecomm

Sad| er 8 .des\ux dpgroches étaient pourtant partiellement réconciliables.

Ce fut gradce aux subventions que les orchestres symphoniques purent rester actifs,

mais aussi toucher un public nouveau. A partir de 194Q,oledon Symphony

Orchestra et le London Philarmonicévitent ainsi la faillite en donnant vingt

concerts dans des quartiers industriels de la banlieue de Londres. Le succés du

CEMA est tel gudé”™ partir de mdandedelsa 4 2, il néa p
mission et, apreés avoir \&¥ un total de 6300 livres sterling, I&Pilgrim Trustse

retire, affaiblissant la défense des amateurs au sein du Conseil. Commence alors ce

que Mar y Gl asgow d®f i nit comme une bataill e
«missionnairee et | 6appr oleh Sur propasition sles M oButiee |
ministre de | d£ducation, John Maynard Keynes,

financier du gouvernement et trés actif dans la vie artistique, malgré un emploi du

temps chargé et une santé fragile, devient préside@=MA le 1* avril 1942. Il

avait déclaré ouvertement son manque de sympathie pour la politique suivie

jusquodal or s, qui faisai't | 6err ewedfaresel on | ui de
sid) aux d®pens d estahdardédfuMary Glasgow arelatélasut i que ( 6

8 Janie MORTIERpp. cit, pp. 184185.

° 6 advér the place, under the strangest conditibpiying on awful old piandssinging
easy, but al way,B. Btten, dit¢ papHumpghneyaGARREBITERenjamin
Britten, A BiographyLondon: Faber & Faber, 1992, pp. 1¥B7.

10 & sea of mediocrity F. M. LEVENTHAL, fiThe Best for the Moét CEMA and State
Sponsorship of the Arts in Wartime, 193943 in Twentieth Century British Historyol. 1,

n° 3, Oxford: Oxford UP, 1990, [301.

14 s Sadlerods Wells to recebsmpmidngoperaandbaliet agement whil e
on a generous scale and of high artistic excellence to a not ungrateful pgbliMusic and

the Arts», The Times15/06/1940, p. 7.

12 ACGB, The First Ten Year®p. cit.,p. 9.C6 e s t  eCGarsagie Wnied Kiegdom Trust
qui soutient la musique amate. Ifor EVANS, Mary GLASGOW,A Study of Recent
OrganisationsL.ondon: Falcon Press, 1949, p. 47.

13 John Maynard Keynes, (188®46) était membre groupe de Bloomsbury et directeur
b ®n ®v o Arts Thibatredé Gambridge, fiancé par souscriptions publiques a partir de
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premiére entrevue«l |  voul ait savoir pourquoi Il e Conseil
en faveur déinitiatives - mastle possibisté Pourquoi n
évidente de soutenir des projets artistiques prestigiené € 6 & faaualité qui

importait, la sauvegarde du secteur professionnel sérieux, pas les concerts obscurs

dans des salles de village.. Entre 1942 et 1945, | 6or gani s mi
politique en faveur de | dexcel”Deh9dle, not amment

© 1943, afin de ne pas gCamegeirusprendénudget de | 601
charge le financement des orchestres symphoniques par un systéme de garantie,

quand le CEMA joue un role centralisateur en faisant coopérer les six orchestres

symphonigies nationaux que compte le pays en 1944 (nombre inédit par le passé).

Ce dernier peut alors libérer des fonds pour aider les ensembles de musique de

chambre, la recréation deBallet Rambertqui tournent dans les foyers de

travailleurs, et pour financendotalitéS a d | e r & Rturdv@indagnie nationale

déop®ra et de ballet. Léactivit® musicale du CE
1944: 6 140 concerts sont organisés dans les lieux les plus divers, dont environ la
moitié dans des usines, unecéntae dans | es fo-gkrssddddauei esde s

encore dans les hopitaux. Le type de concert reste Maséartistes professionnels
sbacquittant de 804 <concerts symphoniques et |
chambre quand 420 impliquaient des amegteUn des bénéfices a long terme de ces

initiatives est de susciter des vocations artistiques, amateurs ou professibhnelles

En distrayant la population et en ouvrant le patrimoine artistique au plus grand
nombre, le CEMA remplit deux des trois fonct#o classiques des politiques
culturelles: | 6ani mation et la diffusion. Les <circon
favorables a la troisiéme, le soutien a la création, en particulier dans le domaine de
la musique. Outre Beethoven, Mozart ou Bach, étaienbdugirogrammeés les
compositeurs issus du courant romantique et cel
son premier concerto pour piano, Beethoven, Braling,o SRakhmaninov ou
Sibelius). Le CEMA entreprit de diversifier et de renouveler le répertoireéamtcr
un fonds en faveur de la musique contemporaine. Cette tentative eut peu de succes
face aux réticences du milieudmiéme, qui souhaitait avant tout satisfaire des civils
cherchant a étre rassurés, et, selon Kenneth Clark, réaffirmer par la musique des

val eurs ®ternell es. Myra Hess refusa pour cett
expérimentdf. Alors que la Premiére Guerre mondiale avait été une période de
grande cr®ativit®, |l e CEMA fut donc accus® dobav

et chauvineKenneth O. Morgan a écrit que la Seconde Guerre mondiale se serait
limitée «a donner une nouvelle vie a de vieilles valemwrsLa contribution

1934, ce qui lui fournit une expérience en gestion culturelle. Lettre de John Maynard Keynes

a B. Ifor Evans, 28/01/1942, EL P. E., MOGGRIDGEMaynar d Keynes, An Economi st
Biography London: Routledge, 192, pp. 697698, pp.705711; W. M. KEYNES (ed),

Essays on John Maynard Keyn€ambridge: Cambridge UP, 1975, gF2-279.

“6He wanted to know why the Council was spending so
was it missing this obvious opportunity tapport artistic ventures of standing?é ]t was

standards that mattered, and the preservation of serious professional enterprise, not obscure

concerts in village hall§. Mary GLASGOW, «The Concept of the Arts Counci]in W. M.

KEYNES (ed), op. cit, p. 262.

SAAD/ EL/ 1/ 4, CEMA, 062P5/00glr/els9s4 ORteI8%% E.NAhe Sur vey

Fifth Year of CEMAop. cit, pp. 511.

18 EL/2/12 citépar Janie MORTIERpp. cit, p. 187;AngusCALDER, op. cit.,pp. 373374.
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principale des artistes auraléestdessthe@ | e soutien
Henry Moore exprimant leourage de la population, les chansons folkloriques,
| 6adaptation de | %€rémade®sur Bnog coget addéd43) dans | a

de Benjamin BritteH. Sel on Bertrand Lemonnier, l oin du my
artistique nourrie par les aides pupli e s , cbest | 6i d®e dbébun d®cl in
généralisa « Les années de guerre génerent une célébration trés consensuelle de la

« britannité ». 1 sbagit ddédune contribution morale et
et non doéun apoperhkto®mpiisi f -~ la vie

Si une certaine démocratisation culturelle fut atteinte, il ne faut pasesbooser
la dimension captive de ce nouveau public, pendant et juste aprés la guerre, car il

®t ait priv® de ses | o0oisirs uveabdldfmddss et du choi
restrictions. En outre, une partie du publ i c
province suite 7 l a dispersion de |1 06intelligen
toutefois de prise de contact. Le dernier rapport du CEMA déclarait\ainkir

poursuivre en temps de paix | éanimation musica

ouvriers au golt aiguisé regrettaient ouvertement la médiocrité des concerts de

| 6 E R°SLA BBC avait précédé le CEMA dans cette tache de démocratisation, et

selon Keaneth O. Morgan, ce fut cette institution qui marqua le plus la guerre et

contribua a former un geuple plus curieux et éduguélesPromenade Concerts

qui initiaient le grand public a la musique classique depuis 1895 de facon privée,

avaient recu des9R7 le soutien de la BBC. Le public étant tres affecté par la

destruction duQ u e e n 6 gar lésabbmbardements durant le Blitz, on rouvrit le

Royal Albert Hallpour y organiser leBromsaprés 1941. Construit en 1871, et bien

que dot ® dounoeusmoiignuse ,b ocnenegraacnd b ©ti ment pouvait
5000 personnes en deux moi s. Apr s |l e d®c s du
(18691944), qui dirigeait ledProms depuis leur création, le populaire Malcom

Sargent, dit &lash Harry», connu pour sa picipation auBrains Trust en prit la

t°te. Ce dernier attribuait | dengouement du gr a
au fait que les lieux ou ils étaient organisés lui étaient familiersc 6 ®t ai e nt |l es
théatres, les musicalls, et les cinémas fréqués avanguerre. La musique

classique conserva aprés la guerre une place de choix, sa valeur universelle offrant

une possibilit® doé®vasion bienvenue. Thomas Ru
London Philarmonic Orchestras e f ®1 i ci t a aldeliew prgserieune cent ai ne
régulierement des concerts, situation totalement inconnue dix ans auparavant. Le

contexte, conjonction du plein emploi et de pénurie de biens de consommation,

restait favorabl e : | apparition ddéun publ i c
ouvriers®.
1] sbéint®ress e mentidalitéoaiundsT hper iwnacri pgaalvee some new | i fe

valuesq Kenneth O. MORGAN (ed), The Oxford lllustrated History of Britair{1984),

Oxford: Oxford UP, 1992p. 564.Gwen & Roy SHAW op. cit, pp. 45.

18 BertrandLEMMONIER, Histoire culturellees oci al e de | 6Angl eterre de 1939
Paris, Belin, 1997. http://berlemon.net/articles/belin.pdf, consulté le 12 mai 2011.

¥ FE| 1/21, CEMA,The Fifth Year of CEMAThe end of the beginning: Report on the work of

CEMA for 1944p. 7.

20 |bid. Le Brains Trustétait une émission de débat trés populaire de la BBC {1981).

Angus CALDER, op. cit.,pp. 372373, p. 385. Pour les programmes &esmsdepuis leur

création, voir http://www.bbc.co.uk/proms/archive.
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Dés la premiéere réunion du CEMA, ses membres avaient envisagé sa continuité

apr s |l a guerre. En cing ann®es, il s6®tait d®v
dirigiste, ) la fois d®ci sionnaire et consul t
impliqué dans de nombreux projets au niveau régional et national. John M. Keynes

tira la conclusion suivante de cette expériencé: «1 6 or i gi ne, notre but ®t
remplacer ce que la guerre avait empartéais nous réalisames vite que ce que

nous proposilks nbéavait jamais exi.ftL®ormameé sme temps
dépassa le simple soutien au moral des civils et la protection du patrimoine artistique

pour sb6i mposer comme : ywbe CEMAtaedémontré qup ar t enti re

| 6i ntervent i enartsh poavaii Etrauaeitand caurannéd de succes que

celle du secteur privé par le passé, non seulement en satisfaisant les besoins du

public mais aussi en remplissant le double objectif de soutenir le prestige national et

de o6civilis¥iPéur | @esn snearsvseers c et ®l an, Il e gouvern
guer r eArtxCo@nail ofl Great Britain par | 6i nter m®di aire duquel
des activit®s artistiques sont encore subventio

La cr®ation de | 6Arts Counci l of Gr e

Les élections de juillet 1945 sont marquées par la victoire aussi nette
qgubdinattendue des travaillistes et , d s sept e
« Proposition de réorganisation du CEMA comme organisme permanent en temps
de paix» qui recoit un accueil plutt f avor abl e. ArtsaCoonoillost i tuti on d
Great Britainpar charte royale ndest approuv®e que |
retard®e par des discussions sur l e statut d
souhaitaient voir leur identité cultukelprise en compte. Elle refléte les convictions
libérales de son premier président, J. M. Keynes, établissant un organisme
autonome, protégé des tentations de censure comme de dirigisme et soutenant les
arts a distance, en octroyant les fonds ades @gartii ons pl ut tt qud” des in
afin de garantir le respect de la liberté des arfistB®s 1943, les milieux cultivés
sO6®t ai ent pourt ant -pravidencep®mosépar 3. MIKeyngsetoj et dOE£t at
William Beveridge. éti cbnéeRvhteuc dirigéopar Winston 1 9 4 5 |l e pai
Churchill se battit en tant que démocrate> (entendre partisan de la liberté
doéentrepri shanpauctateét ( ¢ €8 Ies d®f enseurs de | 6 ®¢

e
e
e

dirig®e) avec | esquel s aumepaossiieoEnpéaliemi s nd®t ai t
|l 6opposition ~ | 6interventionnismeé ne faisait p
et | a conclusion de Fran-ois Poirier sdapplique

26 At the start our wa haotakemavaytbat we seqn foand eut thah a t

we were providing what had never existed even in peacedtidudhin MaynardKEYNES,

6rhe Arts Councit its Policy and Hopésop. cit, p. 1.

Z6CEMA demonstrated that st aatéasiassuecessfidast i on in this
the private sector had previously been, not only in fulfilling the needs of the public, but also in

advancing the twin objectives of national prestige and the "civilising" of the magses.

GRAY, The Politics of the Arts in Bain, London: Macmillan, 2000p. 39.

2 John MaynardkEYNES,6 The Arts Counci lgop. dittps *2PmME.j cy and Hopes
MOGGRIDGE,op. cit, p. 704.

24 Antoine CAPET, . 6 amb i t i o n » mn@BEoisPOIRIER (die).ondres 1939

45, Richeset pauvres dans le méme élan patriotiqueerriere la légende.,.. Paris:

Autrement, 1995, p262-263; E. H. H. GREEN Ideologies of ConservatisnConservative

Political Ideas in the Twentieth Centyui@xford: Oxford UP, 2004, A.0.
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publique: «xLe consensus qui s buereta teaw quelquesu i t durant
d®cennies sur | 6acceptation g®n®rale du changen
tout © la fois, autour (farsharas)caquineveat ddun partag
pas dire égal ou égalitaire™> Gr ©ce ~ | 6 e x p GEBMAdarcaltere fut®ussi e du C
int ®gr ®e au projet de | a Nouvelle -J®rusalem, ce
providence. Cela r®pondait “ un besoin exprim®

salles de théatre et de musique commengaient a fermer a caus®deulaence du
cinéma et de la télévision. Cette culture de masse, en particulier américaine, était

consi d®r ®e c¢comme une menace. Dans ce contexte,
nécessité de subventionner les arts, a la fois pour préserver des formes moins

popul aires et pour i nt ®gr er un nouveau public
politique du jeuneArts Counci qui renonce peu ° peu ° l 6ambi t
CE MA, mais sO6i mpose dans | e monde artistique e
desaidepubl i ques. La p®r i-guaetre esdainsi marquéemp@&d i at apr s
| opti mi ste autour -deovliidewcc®at idoonubld® dédn atcl
international qui encourage le Royauldei a voir dans le soutien public a la

culture | 6exprteds sliiobnr ed 6eutn ed &nooccir® t i qu e . Mal gr ®
qguel ques artistes majeurs, el l e ndest cependant
terme de création. Cette derniére, mise & mal par la guerre, prend une dimension de

plus en plus confidentielle. Le dévelappent autonome de la forme aux dépens du

fond est particuli rement perceptible dans | 6ai
Cdbest |l e ballet qui est jug® comffme |l e lieu priv

La r®ussite du CEMA amueiapaarapport pux paysdas qu® | e m
continenti de sceénes nationales prestigieuses et de batiments appropriés pour les
accueillir, manque que | a situation doéinf®riori
rend que PpArtsGouncilrsélom tetsoudit Hedson fondateur, octroie les
fonds considérables nécessaires a la création de grandes institutions de ballet et
déop®ra situ®es dans | &l eapdceéemtdieon enot alleair ®tpa re
construction de théatres en province. Etant dorenéoudget restreint dont il
disposait, John M. Keynes préféra garantir la qualité des productions artistiques aux
d®pens dbébune d®marche favorisant une plus granc
I ui val urent dé°tre tax® uad E®ddministraiine , mai s ses
mar gu rent AltaCoartil elma@ner ®&t i on de | 60p®ra nation
d s l a guerre. Al ors qudentre | es deux guerre:
Covent Gardem e b ©t i en 1858 so6®tait ds,icaliict ®e -~ des sai
fut l ou® -~ la soci ® ® Mecca Caf®s qui l utilis
1944. Le CEMA soutint alors la reprise du bail de cinqg ans par des éditeurs de
musique et John M. Keynes devint président du comité qui allait transformer la
Royal Opera Housen résidence permanente de compagnies nationales de ballet et

déop®ra. En 1944, |l e monde politique et | dopini
pour cette ®volution et ces projets firent seu
rapportannuel . Mal gr® | a | ongue tradition th®Otrale
projet de formation débun th®Otre national qui

%5 Francois POIRIER« Question de mémoire, in Frangois POIRIER (dir.)op. cit, p. 286.

%6 Gwen & Roy SHAW,op. cit.,pp. 34. Robert HEWISON|n Anger, Culture in the Cold
War, 194560, London: Weidenfeld and Nicolson, 1981, pp:7.5J.REDFERN The
Spectatoy01/03/1946.
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civilisation du pays, il devait éclipser le souvenir de ceux des pays fascistes.

Cependant, onéa |l ua mal l e retard ° rattraper face 7 |
termes de comp®tences et de r®pertoire comme | e
impliquait’. Le balletdeSad |l er 89 i Welt las | a iCovem@Ghident e ment

La premiére saison outren 1946 pour, selon John M. Keynesmarquer la

renaissance de la vie culturelle anglaiset «<symboliser le retour de la capitale de

| Angl et err e "»®Avantde maudreuneld®ses dernidnes décisions

fut a i n s i000divrea stdrlinguagiTrust e la Royal Opera HouselLe 20

février 1946, bien que malade, il assista a la représentatidra d@elle au Bois

Dormant qui fut trés bien recue. LEovent Garden Opera Compapyésenta sa

premiere productionCarmen le 14 janvier 194,7a laquelle la critique réserva un

accuei l plus r®serv®e®. En 1949, | 6£t at reprenai-t
responsabilité de I&®oyal Opera Hous@ a s s aArts Councilhvéc la mission

déoffrir un op®ra de sapuimdrvenr @ourautantrdanplai X r ai sonna

gestion de | 6op®ra confi®e " un Trust. Le princ
par l e gouver ne nmen Counti] cdmiheé® paa ced dermiee aux 6
organi sations Judil subventionnai't

Léann®e 1 el un  touonans tles t difficultés économiques et
internationales empéchent le gouvernement travailliste de faire pleinement aboutir
son p r o jpevidenckodtiit calite plus cher que prévu. La dépendance
financiére visxvisdesEtatd) ni s sdaméme fual 6 ®EmMpire britanniq
délite. Les rationnements et la lenteur du pays a se remettre de la guerre
démoralisent la population. Bien que les activités culturelles poursuivent leur
e X p a n ArtsoCoyncild Ht victime des omnemcea@ssaddaust ®rit ®.
consacrer une large proportion de sa dotatidbosent Gardensoit un quart en
194849, mal gr ® | es revenus satisfaisants de |l a bi
déficits, car les subventions étaient bien inférieures aux dépenses desétadatits
europ®ens pour des P.rSelgneRictard Wit e pitecteurr si mi | ai r e

David Webster, gAuts Coangilane poomagni'e |ddun nouvea
genre qui rivaliserait avec la Scala tout en chantant en anglais, avaistiong
| 6mime ur de |l a t©che. Déaill eur s, I e directeur

privilégiait le répertoire germanique car malgré les progrés dans la formation, il

existait un manque de compétences nationales. Ce recours a des artistes

internationaux compliquai | e travail . Certaines Tuvres ®taie
des langues différentes, au grand danGaiardian: «Libero de Lucia, un Suisse,

chanta en italienf € Mme Grandi dans la langue qui convenait le mieux a la

27 KennethCLARK, The Other HalfLondon: Hamish Hamilton, (1977) 1986p. 26-27; D.
E. MOGGRIDGE op. cit, p. 703; CEMA,The Fifth Year of CEMAop. cit., p. 6; Robert
WITTS, Artist Unknown the Alternative History of the Arts Coundilpndon: Little, Bown
and Company, 199®p. 222223.

2 dandmark in the restoration of English cultural ifet @ sy mbol i se the return of En
capital to its rightful place in a world of peateKCKP box 12, JMK to C. R. Atlee,
24/01/1946.

29 D. E.MOGGRIDGE, op. cit, p.705; The Times 6 Ar t s Cd 24M11948, pPXH | i cy
60Royal OmMR6/0F/19%pu4 e

30145000 sur 57900 livres sterlingACGB, The 2nd Annual Report, 1948, pp. 810.

Andrew SINCLAIR, Arts and Cultures, The History of the fifty yeafshe Arts Council of

Great Britain,London: SinclaifStevenson, 199%, 111.
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situation: ainsi, aprés avoir rossé leméchant baryton américain en anglais, elle

recourut - I 6i talien pour sbexpliquer aupr s
incidemment, chanta encore mieux dans cette langlides premiéres années

furent donc marquées par un niveau inégal de productions ehatgsrences de

gestion, loin de | 06institut Ars@ourxitétait anni que dobex
cependant dans | 6i mpossibilit® de revenir en ar
privilégié des hommes politiques, et son sort semblait lié aw bepuis

| 6adoubement de J. M. Keynes. Cette situati ol

compagnies durant les années 1950a d | e r {ésartéd/dd ld psogrammation de
Covent Garderpour niveau insuffisant) et I€arl Rosa la seule a se produire

exclusivemeh en tour n®es. Pauvre en 1Tuvres de | angu
|l yrique ®tait en outre domin® par des Tuvres gr
risques financiers « Il existait une théorie populaire selon laquelle les soldats

britanniques ayantcongbt t u en | tali e avaient acquis | e go %t

producteurs ®t aix O lelponi deda glerrel étaie pagsé at lat e r

BBC constituait une concurrence accrue. Le manque de qualité associé a un exces

déof fre i déaade ségeres critij@es, y @mpris parmi les professionnels,

qui, tels Thomas Beecham, lancérent en 1949 une campagne pour améliorer le

niveau de la musique professionnellkNous souf frons de six ann®es ¢
lyrigue: la qualité des productionsset d®pl or abl mi,modalesurs ndavons

m° me dobé®cole ddédop®ra ; nos chanteurs errent su
ddun go¥%t musi cab?PouBldswaitaurs dea politiguesrciltunelles .

nai ssantes, ce nod®t adistance des instttions musieates l a gestior
qui comportait des difficult®s, mai s aussi | 6e
commandes déiTuvres originales, not amment : | O«
mar g u a nt sguetre, IdFestigapof Britainet le courona ment dOEIl i zabeth |1

Musique, Arts Council et Festival of Britain

€ | 0 o c c kestivabai Brithin des manifestations musicales commerciales
furent organisées, notamment des spectacles de musique et dehafiudans les
Pleasure Garderid Le milieu associatif et amateur participa également activement
aux festivit®s. Les initiatives musicales dben
sph re publique, Arta Courdcibquirpassaronz® dcommandeg de | 0
de musique lyrique et orchestrale,ntldrois opéras. Ces derniers rencontrérent un
succés mitigé.Billy Budd de Benjamin Britten, le plus connu a ce jour, Aet

%1 dibero de Lucia, a Swiss, sang in Italiiné Mme Grandi sang in either language as best
suited: thus after trouncing the American baritone villain in English, she resartialian to

explain things to the tenor lover, and incidentally sang even better in that languBige.
Guardian 1949. Robert WITTSpp. cit, pp. 225226; Harold ROSENTHAL,Opera at
Covent Garden, A Short Historiyondon: Victor Gollantz, 1967, pp. 13944,

26There was a popular theory that British soldiers \
liking for Italian Opera, and the producers were ready to explai Martin Cooper,The
Spectatoy 12/1946. Voir Robert HEWISONn Anger, op. cit. pp. #9. Ve are suffering

from six years of operatic isolation: we have no standards, no models, not even a school of
opera; our singers drift on to the stage with the minimum of general culture and musical
taste§ DesmondSHAWE-TAYLOR, New Statesmari8/10/197.

3 Juliet GARDINER, From the Bomb to the Beatldsondon: Collins & Brown, 1999pp.

55-56.
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Pil grimésdePrdgueglsan Wil liams, eurent un succ
rebutérent le grand public qui les trouva ennuyeux (le gnemour son sujet

exclusi vement ma slahw BEdcma)de Gedrgel Libyd megud tes e ,

faveurs du public, bien que son intrigue décit les crittfueSovent Garden

programma une saison Wagner en alternance Bivesias une création des ballets

deSadl er paqui toltedit Egalement en province. Un certain équilibre entre

succes critique et succées public, difficile a trouver pour des mécenes privés comme

publics, fut ainsi atteint. Il en est autrement pour le concours de composition lyrique

enlamgue angl ai se | ancA®ts Guncilf @V Bi @i t LadPveadel $0n
secr®taire g®n®r al adjoint, £ric Walter White
sans garanti e cependa .t Selapulewis | Forenpa®r a soit mo n
| 6organi smedequicandsdats dbdenvergure internatic
sérieux des 117 propositions, mais dut se résoudre a se démarquer de la dimension

nationaliste du Festival en intégrant des musiciens étrangers. En effet, durant les

premieres étapes du concsurles propositions anonymes des plus grands
compositeurs britanniques de | 6®poque furent re
commi ssi on, d®couvrant | 6originéede’xtrang re des

Allemands (Karl Rankl, alors directeur mudiate la Royal Opera Houseavec

Deirdre of the Sorrowset Berthold Goldschmidt aveBeatrice Cengi et un

Australien (Arthur Benjamin avethe Tale of Two Citied) décida de sélectionner

un quatrieme opéra composé par un Britannique de naissét@e Bush et son

Wat Tylerf ur ent choi sis apr s beaucoup doh®sitation
| Ats Council dans le domaine se lit également dans le retard que prit la

commission, qui dépassa largement les d&laign outre, méme si la création du

premierconcours lyrique de cette envergure constituait un tournant historique, il faut

rappeler qubdaucun des op®ras prim®s ne fut | ouc
pouvaient alors imaginer que | eaivasdt Tuvres ne se
sous ue administration travailliste, les compositeurs en majorité des

sympathisants de gauchies 6 att endai ent " ce qubun £t at soci
comme t-&di,r &€ 6pwdi | octsoie des subventions.

L6®l ection dbéun gouver nBiidindspa@itentsusr vat eur en
|l eurs espoirs, déaut ant gue | e seul britanni qu
notoire. SonWat Tyler malgré un large succes en Allemagne (pays dont il recut
ensuite trois command®s ne fut présenté en GranBer et agn ed74gau den 1

% ACGB, EL6/4556,EL6/71-72.

% Le jury comptait Sir Stuart Wilson, Frederic Austin, Lawrence Collingwood, Edward J.
Dent et Constant Lambeithe Times 6 OQommission for 1951 Festivial26/02/1949, p.

6; AAD, ACGB, EL6/72.

% Dont Malcolm Arnold, Albert Coates, Arnold Cooked, Christian Darnton, Norman Demuth,
Maurice Johnstone, Clifton Parker, lan Parrott, Cyril Scott, et Bernard Stevens. Lewis
FOREMAN, Budgsh |Agdhur Benjamin, BertholdGoldschmidt, Karl Rankl, Lennox
Berkeley & theArts Councib s 1951 Op e § BMSGlews [ssu¢ 10@ delebrating 25
Years of the British Music Societittp://www.musicwekbinternational.com/classrev/2004
/Feb04/Foremarppera.htmlconsulté le 12 mai 2011; AAD, ACGB, EL6/73 a EL6/75.

6Li vi ng u mareLabour &dminigratisnt the composers who were largely of a
politically left sympathy, expected a socialist state to behave like a socialist state and provide
funding 6Lewis FOREMAN,op. cit.

38 http:/www.bl.uk/collections/music/bush2.html, consulté le 12 mai 2011.
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Sadl er 6The Tdle of Tveo Citie;, er t ai nement | 6op®ra | e plus a
quatre, fut monté en Grandi¥etagne en 1957 par IBlew Opera Company

Léobstination de Karl Rank|l “ ne faire entendre
scene condana longtemp®eatrice Cenci | 6 oubl i . 1 ne fut jamai s n

un enregistrement en est di sponi bl e aujourd6éht
Goldschmidti pourtant jugés inégaux et difficiles a monter par la BBfvaient été

choisis selon des ceétes internationaux«f r ui ts de compositeurs ar m®:
formation allemande compléte, ils impressionnerent les juges par leur style

continent al sophistiqu®, l eur ma  trise de | 6ha
ddédune intrigue ¢ o mpobiguase [Ces rderniers] rdouwaent p sy c hol

[ cependant] de leur viabi.pfQn® @tuapirt™ sl odiénu nd dpuunb | i
soutien 7 une renaissance dobébun style musical a |

Benjamin fut retenu pour ses qualités scéniques eatbait public potentiel. Selon
Lewi s FoArte @aumcilf ult 6 tr s embarrass® quobéaucun des

s®l ectionn®s nbéattire de producteur, ddédautant (g
par des Britanniques répondaient aux deux attentes princigedesrganisateurs du
Festival il s ®taient accessibles eMayerdfi nspiraient o

Casterbridge de Peter Tranchell fut présenté a Cambridge en 1951 avec succes
Nelson de Lennox Berkeley, opéra héroique et romantique, rechbn accueil des
critiques lors de sa premiéréSda d | e r éns1954/d éwiis $oreman conclu Le

concours dobéop®r a, ma | con-u, ®t ait un fiasco t
financement public. Ce projet idéaliste ne réussit pas a dégager les fonds
n®cessaires afin de remplir ses objectifs, entr
factions artistiques concurrentes et les aigreurs tenaces résultant de la publicité

créée autour du projep™®Cet t e c o mp ®t Arts Caumcilufiewdtcasipro u r | 6

ra ®e © | a fois de soutenir un style angl ai s, ma

public dans une période de festivités propice a la découverte de nouvelles
expressions artistiques.

Roy Strong a ®crit qArte Courgildura® le Festivdbe pr i nci pal e
résidé dans une certaine démocratisation de la culture savante, notamment par
|l organi sation de festivals artistiques, dont
Pr®sentant | 6art ddédune fa-on nousel l e et fai:
sbapprochaient doéun i dMtaCourtigépeh®@moquartat i e cul tur e
de sa dotation spéciale pour ces festivals provinciaux, situés dans 23 centres et une
centaine de villes. Léorgani sme esp®rai-t que |
poursui vrait et , bien qudil ait clairement pr ®
financements pérennes, se trouva sollicité en 1952. Il renvoya alors la responsabilité
au gouvernement et aux collectivitég Si le Festival a déclenché des espoirs, il

% Seuls deux extraits dgeatrice Cencfurent présentés a la BBC en 1985by composer s
armed with full German training, [they] impressed the judgéth their sophisticated

continental styles, harmonic and contrapuntal mastery, and engagement with psychologically
complex plots. Although ¢é Jthey entertained doubts as to their viability with English
audienced) Lewis FOREMAN,op. cit.

46 T h eondeilved competitioh é ] [awelassid British funding coelp. Its starryeyed

scheme did not command the resources to implement its outcome, compounded by competing
artistic factions and longstanding resulting-illill as a consequence of the publicityesadant

on the schem@.ibid..
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faudrait que quelquodédun se chat gamsiddrent fai re pressi
qubi l nbavait ni pour mi ssion de soutenir | 6ar
nécessaires pour le faire. Malgré les pressionEatival Council Arts &ouncil

alloua davantage de subventions a la culture savante qui était plus chere a produire,

et plus particuli rement | 6o0op®r a, la musique ¢
jugea que siArtb@ungilo b®t agutepdese tOh®dleent e, du moin
detrouver un compromis entre charte, qualité et aced3urant la Saison des arts,

tout du moi ns, il semble que | 6Arts Council ai
donner O6aux gensbd6 ce que -hadavaiemtrcoutumens propri ®t ai
doaprpeduen peu de ce que vous aimezbd et |l a convi
n®cessaire déoffrir au public 6un peu pl us q
I

.
di ns'tant o

Le Festival devint r agmablishenente ntuii nmpbogsud cad iraei td aanws

déclinrat i onal . Léohistoire officielle, dont on ret.
chez Norman Lebrecht, a exagéré la dimension nationaliste et passéiste de

| 6 ®v®nement . Léanalyse plus compl te do6Asa Brig
tout autant la traditn que le changement. Bien que le projet sedéahocrate et

moderni ste de ses initiateurs nbdait pas abouti,
essentiell ement positifs. Si l e Festival sbest

économique plus tendu gueelui qui lui avait donné naissance, Kenneth O. Morgan

reconnait que ce fut un succés populaire.Qauncil for Industrial Desigrjoua
cependant un r 11 eArp Couril poumrpnaplir tlea ohjectfifue | 6
culturels énoncés par Festival Coundi Les sites officiels ont attiré 18 millions de

visiteurs, plus de ROO manifestations furent organisées sans subventions et le

sentiment de communion nationale fut renforcé par la BBC qui retransro 2

événements, L6®v®nement , ymnelerssaemsueunmiemeadepar | 6h
William Blake, ne suffit pas a faire réélire les travaillistes dont la Nouvelle

Jérusalem tardait & se concrétiser.

41Roy Strong, hi storien do anstCounciddurantlestaenéels de mus ®e s, [S
1980 Roy STRONG,The Spirit of Britain, a Narrative History of the Artsondon: Pimlico,

2000, pp. 64B44.61 f t he sFegtoiusaeld lypa eat expectations, it sho
business to press for their realizatipithe Times 6 Pol i cy of Arts Council: i mpor

foreshadowed, concentration on resoufic@$/10/1951, p. 3.

“61'n the Festival siuseemsthatthe Afts Cauncil was atemptingto t i me
navigate a path between giving 6the pilaopled the trad
bit of what you fandyand Lor d Rei t hds b efislighily betiemthamif f er i ng t he pu
now thinks it lilks§ B.E.CONEKIN, 6 The Aut obi ogrdaphtyheofFeastNatail onof

Great Britain Manchester: Manchester UP, 2008. 119120.

43 Norman LEBRECHT, Covent Garden: The Untold Story: Dispatches from the English

Culture War, 1945000 Boston: Northeasterdniversity, Simon & Schuster, 2001, pp. 129

131. AsaBRIGGS «Exhibiting Britain: 1851, 1951 and 20@Qin Bulletin de la SAESnh®

58, mars 2001p. 17; Kenneth O. MORGANBritain since 1945 The Peopideds Peace,

edition, Oxford: Oxford UP, 2001p. 110. Pour la liste compléte des événements, voir
<http:/iwww.packer34.freeserve.co.uk/festivalcentres.htm>. A Propos des arts visuels et de

Il 6hi stori ogr BQUSTALY, « howdres dur@®le Felstival de GrariBletagne

de 1951 parcours cultured 6 un e n aQdile®OUCRERRBIVALAIN & F rangoise

BAILLET dir., Parcours urbainsP a r i s : L6Har ma-tiégdan, 2011, pp. 133
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Les années 1950« peu, mais des roses

En 1951, le Parti travailliste, éprouvé par la reconstruceon,t di vi s ®. 1 sbest
rendu impopulaire par les nationalisations, les rationnements, la dévaluation de la
l'ivre sterling et son ®c hemovidenck.dadorsqee aboutir son

les élections législatives se concentrent sur les questionsude poi r déachat sur fond
de guerre en Corée, les conservateurs réorganisés mettent en avant leur chef de

guerre, Winston Churchill, et gagnent les électiord <0 a n @ |, a iadiee en

d®pi t déun total de voi x i nfl9®4. Aprés fe. I'l's resten
troisieme échec électoral successif en 1959, Hugh Gaitskell, le jeune chef du Parti

travailliste, tente sans succes de supprimer la clause IV de la constitution du parti sur

la propriété commune des moyens de produdti@d ans avantquedlny Bl air ndy
parvienne. Les mani festes ®l ectoraux de | a d®ce
a 1945, sur la culture, les loisirs et la qualité¢ de*vid leur arrivée, les
conservateurs b®n®ficient ddédun <coloitexte ®conomi

de | @ueepe, qus leur permet de supprimer le rationnement en 1954 et de
profiter débune ®conomie en forte croissance me
prosp®rit®. I 1's s 0 e rppddgnea) tet sélon KRaymaned r v er | 6£t at
Williams, malgré desctions en faveur des plus riches, font aussi des concessions
aux plus pauvr es.prix@d @uvaict osel eo mimei | Bapgel a un

conservateur, du socialisme butlériem. Les chercheurs font remonter la société
ddabondance "quells h&galitécse sojent Bduites, elles sont moins

évidentes car la grande misére a rétulé L6offre culturelle publique
parcours similaire un grand pas a ®t ®-guerreaquede i par rappor
soit en termes de structures oufidancements, mais les mesures égalitaires ne sont

pas 7 | 0 olreslanriéesd 960 gortt airrsi.caractérisées par une augmentation

tr s | ®g r e dAes owuncilguioconstitue one sodree dd difficultés

aigués vers lafinde la périodees besoins des b®n®ficiaires so6in
de certains rapports annuels sont a ce titre éclairamd495657, «Les arts dans le

rouge», en 19589 «La lutte pour la survie. Ses responsables regrettaient

publiquement que les autres pay d b Eur ope construi sent de nombr

alorsquelaGrandBr et agne nodavait ° sRopal Fegivali f , T cette
Hall( fi nanc® par | 0£tat) et l e th®©tre de Coventr
et ouvert en 1958) L a c ulttpag ene pribri®t dui gouvernement

conservateur.

4 Chris COOK, Alan SKEDPostWar Britain, A Political History, op. citpp. 82100, pp.

154158; PeteHENNESSY, Never Again London: Vintage Books, 1993, p. 422;\W. S.

CRAIG (ed), British General Elections Manifestos 193987 Aldershot, Parliamentary

Research Services, 1990.

% 6Butl er ,soRawmaormsdnd Williams tente dbdanalyser | es
consécutives en dn avec les évolutions des classes socidld® Long Revolution,

Harmondsworth Penguin, 1965 (Chatto and Windus 1961), pp.-353; A. H. HALSEY,

Change in British Society, from 1900 to the Present Deyord: Oxford UP, 1995, p. 102.

46 ACGB, 12th Annal Report and Accounts, Arts in the R&857;14th Annual Report and

Accounts, Struggle for Survivdl959.
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Les diri AesaCotnsibpd®t ®d9®s dbédune grande partie d:

politiques et sociales par | 6autonomie de | dor ¢
déobjectifs i nt er nteadistigpes,easunal aproehe adé atdei v e me

ministériel qui les aurait exposés au regard du gouvernement. Deux personnalités

attach®es “ | a naissance de | 6organisme sont
définir les deux grands axes de sa politiqde E.Wi | | i a ms , qui d®f endai t | ¢
uni ver sel “ Il dart © | 6®poque du CEMA et avait g

J. M. Keynes, se rangea apres la guerre aux positions de ce dernier. Secrétaire

général de 1951 a 1963, il remplaca la devise du CEMAmeilleur pour le plus

grand nombre», par une formule interrogativexs 6 ®1 ev er ®u Las 0 ®t endr e

charte ne proposait pourtant pas de choisir entre les deux, mais ces fonctions étaient

souvent jugées contradictoires. Elles étaient en outre assjettienontant de la

dotation, sauf a redéfinir totalement la notion de qualité largement dictée, malgré les
critiques ®manant d e Arta Copncileptus gue pat le du TUC par

gouvernement au pouvoir ou pariodd®4Bpi ni on publ i g
1951, | a pAdslCoundilsier ec @rercdrt re davantage encore su
artistique et reste réactive | 6 or gani sation directe dé®v®nement
du CEMA, se perd " cette p®riocdetiend” | 6exceptior
quel ques jeunes dramaturges. L6organi sme octro

organisations et sur critére avant tout artistique, et reoctial». Leur usage est par

la suite rarement critiqdé Dans les rapports suivants, ce choix est clairement

confirmé: «xDans | a devise 06s0®l ever ou sO06®tendred,
quelque part, il semble plus sage et plus réaliste de se concentrer sur le premier

terme »*® En suggérant que la consommation de masse des spectacles contribue a la

baissedni veau des productions, | 6organi sme d®pl or e
nombreuses <collectivit®s |l ocales sans |l 6ai de ¢
grandes tourn®es. 1 d®f end, comme J. M. Keyne:¢

une répartition desithes entre uArts Councilsubventionnant des productions de
qualité, et les municipalités comme la BBC chargées de leur diffusioinhes
regrette le blocage psychologique> des municipalités face aux dépenses autorisées

en faveur de la culture depuie Local Government Add e 1948, Artgi oblige 16
Council abandonner certaines initiakgives. Un rappoc
une collectivit® @0BLtbLviealieeea sonmehesire munitimd de 10

cela fausse la vraie nature dea fonction. Si on annoncait plutbt que la
6contribution municipal ed enOO0laresecela de | d6orches
remettrait le soutien dans la perspective appropriée. Un orchestre ou un théatre

muni ci pal subventi omnn®& d&faaiotn ugnued>upmeer theidb | dieo tlha q
1953, quand 68% de la dotation aux organisations allait aux institutions nationales

bas®es " Arts@oudcilse defendait @e privilégier la capitale en mettant en

avant les tournées réalisées dans les régibns.®t ai t sel on | ui i mpossi bl e

moins dobéun t i e rCovert @ardecont ta Féqubntdtian etaitdonne,
car le montant de sa subvention était six fois inférieur a celui dont bénéficiaient les
deux opéras parisiens. Les orchestres symigfues souffraient du méme mal,

“6Rai se o2 AC®B,rThea tth Annual Report, 198P, p. 12. The Times
« Encouraging new playwrights 30/12/1952, p. 3.

61 n r e ngotesexhdration of its charter fRaise and Spreadthe Council may
decide for the time being, to emphasize the first more than the second A@@8, The 6th
Annual Report 19561, p. 34.
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guand dbéautres i ns tnetemdissaentsertains soirscla shllé Ol d Vi ¢
quo” ®n tiers

W. E. Williams noé®tait alors secr®taire g®naor
ann®es 6i I r e s t lai pérmetire de peprentdre somm aombeatien n t p
faveur une d®mocratisation de Il a culture qui
«son z |l e ®ducatif ®tait o Panountkadcleldor squdi | a
Daily Telegraphintitulé «L 6 Ar t est nwigear i una ®mi are que | 6®I i
artistique est sans classe , |l 6acc” s " |l a culture ouvert, mai ¢
sont les personnes qui désirent en profiter Quand | e Ars€onmcit r age de | 6
sur Londres aboutit a la fermeture des bureaux régignlauistifia sa politique par
|l e manque de fonds. Tout en soutenant | 6aspect
subventions publiques, il considérait que de telles dépenses ne pouvaient se justifier
que dans les grandes villes. Cette approche, quidmigila rentabilité économique
“ | 6offre de service public, est une constante
XIX © siécle & nos jours Kenneth CIl ar k, gAuts Codneileni ent pr ®si den
1953, regrette dans ses mémoires que les grandapagmies commeCovent
GardenSa d | er @wsles\ehedtres philharmoniques absorbent la majorité des
fonds dans <e pays en failliter et que les hommes politiques soient forts ignorants
du monde de la culture. Tout en reconnaissant que le Condeic@tstitué de
personnes qualifiées et agréables, il tire un bilan négatif de ses sept années a la
pr ®si dence, mar q u ®e s chpraique» atmpar dea dégacodrdsd 6 ar gen't o
avec W. E. Wil liams, qui s6o®vertuait, selon | u
Festival of Britain constitua donc la derniére tentative forte de démocratisation
culturelle: «I 6 Arts Counci l noé®t ait plus engag® dans |
réalité concentré la plupart de ses énergies et de ses fonds aux productions et aux
représentations londoniennesLe couronnement de la reine en 1952 célébra tout
autrement | 6identit® britannique et sembl e avo
pour le grand public modernité et traditfdn

qu
do

® 6 Sect igdaral Gdenement Acll948 (C2 6 )If.a cadncil declares afilos of
£10,000 on its municipal orchestra it distorts the true nature of its function. It if is announced
instead that the ©6civic ¢ o@00,ritiwouldt be uttihg t o
patronage in its proper perspective. Absa i di zed muni ci pal orchest
|l ossd® merely in the s amejA€EB)The 7thaAsnua Report,p u b |
195152, p. 12 Voir aussiThe Timesdé Ar t s \Waning: dNeedl of Bigger Grants, More
Collective Aid Urged 13/11/1952, p. 3.

YRoy Shaw fut s e Ars®duacide ¥975¢ @I8FHe acemed te ledve his
educational zeal behind him when he took up the@adst | a sirsdl Aersts 6i s fd@r a Minority
Roy SHAW, The Arts and the Peopleondon: Cape, 198D. 124.

1 ACGB, The 6th Annual Report, 1951, p. 34.

26bankr u@dt KedLARKLop. cit, p. 136. Voir aussi p. 135, p. 145.

3 @n 1951 the Arts Council was no longer committed to decentralisation, having actually

consolidated most of its emgges and funds on London productions and performafc@sE.

CONEKIN, op. cit.,p. 157, p. 226.

—_



DOUSTALY i LE ROLE DE LAACTION PUBLIQUE 29

Les années 1950couronnement et compages lyriques

Le d®c s du roi George VI en f®vrier 1952

c®l ®brations qui co¥%t rent plus ddédun million de
une semaine, contre onze millions pouFéstival of Britaing u i s6®tait d®r oul ® su
plusieurs mois. La monarchie, qui avait renforcé son caractére symbolique durant la

Seconde Guerre mondial e, occupait une place cel
britanniques. La pr®sence de |l a t® ®vision perm
car56% de | a population y regarda | a c®r®moni e de¢e
Robert Hewi son, pour qui la vision travailliste
une «New Britaine ndavait pas eu | e temps de sbéinstall
I 6ent r &NewlHizalethdnege des conservateurs, cbest ° di
de consensus soci al autour dobébune nation patrin
mythe de | 6AnPeapEmiamie epr ane@en cn®f ( an-c e | 6®gard
providence. Les célébians incluaient une programmation culturelle pour laguelle

| Aits Councilrecut une subvention exceptionnelle de00B livres sterling, dont il

d®pensa seul ement 750 livres sterling pour com
particulier une marche de WilliaWwalton. La compétition ratée du Festival avait

donc marqu® | es esprits dans un pays o0% |l e vol
création était traditionnellement mal vu. En collaboration avelcoledon County

Council,l 6organi sme subHereyWldienB8hake@ddar ¢ e” | 6

une série de concerts de compositeurs britanniques gRoyial Philharmonicau

Festival Hall Trois expositions furent également présenté&zainsborough,

Sut her | axpabitioe du cdubrinementqui présentait ps de cent tableaux

depuis le r fneLadorEdiimeabet htd quel ques Tuvres
royale, mais ce fut la seule initiative culturelle royale

L6O®V®nement artistique Glogangdtommsé paumt r over s® fu
| 6 0occ as iemamin Braten qB avait siégé un an auparavant a la-sous
commission opéra dBestival of Britainet fut nomméCompanion of Honoudans

la |iste officielle du couronnement. Ce dernier
Harewood, cousin de la reine et mamdu conseil de IRoyal Opera Houseami et

grand admirateur du compositeur. Ce né®tait pou
contentant de donner s on encassodation™p o ur quodi l S
Benjamin Britten, sdingprepnendel & @i smuocsiirqeuet rTau
dOoEI i S*#hetdElssex dans un d®cor pastoral, et vy
vieill esse, la raison do6f£tat et | 6amour . La r e
qubell e fait ex®cuter. Blieret paat aefénenceBviai t t en ne modi
vis de |l a nouvelle reine. Le soir de |l a repr ®se
déartistes n i de m®| omanes, mai s de dignitair
morceau de musique contemporaine dont une partie fut irritéee deortrait de

souveraine en d®clin victime de son amant, m®t a

5B.E. CONEKIN, op. cit, p. 7;RobertHEWISON Culture and Consensus, England, Art

and Politics since 194Q,ondon: Methuen, 1997 (1995), pp.-66; The Tmes6 Ar t s Counci |

Coronation Exhibitiod 21/05/1953, p. 10.

% ACGB, The 8th Annual Report, 19823 ; 6Thi s work is dedicated by graci
Her Majesty Queen Elizabeth Il in honour of whose Coronation it was conmjp&sgamin

BRITTEN, Gloriana: Opera Guide n° 24London: John Calder, 1983, p. 103.
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auxquels le pays faisait fae Lord Drogheda relate ainsi la soiré&Elle fut

mémorable, mais en tant que fiasco. La musique était parfaitement accasdése

m®| omanes, mais | a majorit® du public nbdavait
| 6op[@PaEnnui anad se |lisait sur toutes les | vre
celle ou la reine ElisabetH®lvieillissante enleve sa perruque et apparait comme

presque chauvece fut compris, sans raison valable aucune, comme une preuve de

mauvais goli”’ La mai son Wi ndsor, qui néavait pourtant
f®r ue dobdart, influen-a |l es critiques acerbes d
frileux, les critiques de musique eurent un jugement plus nuancé, comme le rappelle

le biographe de Britten, Humphrey Carpenter. Le critique musical David Cairns ne

fut pas étonné de cette réceptioREn s déopposant " | 6op®ra subvent
Benjamin Britten consd ®r ® comme son enfant got ®, la tradi
britannique ne faisait que se montrer sous son vrai jpuPour Lord Harewood,

cette expérience de mécénat public et royal constituedes plus grands désastres

de |1 dhi st oé.r e Delll @alystésmopt ®autanu que la maison royale fut

peu encline ° augmenter son m®c®nat artistique
avait ®t ® n®f aste au principe m°me de souti en
sympt omati que ddun ensla cuttutegpubiiqoencordne ddin¢lac age da

carri re de Benjamin Britten, qui né®crivit plu
17 ans.Gloriana, r epri s avec succ s ° Sadl erb6s Wells e
| 6occasi on de [|-UnedansrieRdraarche tmamitoey 4973 enais

aucun enregistrement public ne fut commercialisé avant la mort de son
compositeut’. La programmation musicale diestival of Britain comme celle des

c®l ®brations du couronnementArts Qouncilar a ai nsi | 6e
trouver s repéres entre répertoire populaire et renaissance de la musique anglaise,

entre d®mocratisation et excellence. Ces diffic
relations quédil noua avec |l es compagnies |l yriaqu
Durant | es Arts rCauadl pouts@itsrésolumentd une politique de

prestige, notamment dans le secteur lyrique, et sait se montrer ferme pour que les
institutions fassent des choix dbéexcellence, qu
Carl Rosaen est la victime directe. Elle avait é&gutenue pour la premiére fois en

1951 pour une tourn®e de 14 semai nes, apr s |
% Gilles COUDERG «Gl ori ana de Britten eb, inlGdlesr ° ve de | 6op®

COUDERC (dir.),Revue LISA/LISA-purnal, vol. IV, n°2, 2006, http://lisa.revues.org/2273,
consulté le 12 mai 2011.

57c'JLong remembered it was, but as a fiasco. The musi
lovers, but much of the audience were not in the habit of attending opera. at Il é ]
«Borianaé was on everyoneds | ips. Moederly Queent r essi ng was t

Elizabeth | removed her wig from her head and was revealed as almostdadhis was

taken, for no good reason at all, as being bad tasterd DROGHEDA Double Harness

London: Weidenfeld and Nicolson, 1978, pp. Z3®.

% Humphrey CARPENTER, Benjamin Britten, op. citpp. 322328; David CAIRNS,

6 G| o & ih Responses: Musical Essays and Reviewsdon: Secker and Warburg, 1973,

p-7956 One of the great AdiLadHAREBMOSOD Thé Toogpandthet i ¢ hi st ory
Bones,London: Weidenfeld & Nicolson, 1981, p. 138;1 n o p p ossbsidised opdraa t e

and Britten as the pampered symbol of it, traditional British philistinism was only acting

according to its sad light&.Voir aussi RoberHEWISON, Culture and Consensus, op. cit.

pp. 7374.
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commerciales. Sans avoir | e niveau doéun grand o
de qualité, étant donné les moyens financiers limités aspasgition. Pourtant, dés

1955, les conflits de gestion entre la direction dédal Rosae t Art$ @ouncilsont

tels qudils ®cl at en tArtsCauncdcherche up plan pcue . En 1957,
unifier la direction artistique et administrative des traimpagnies lyriquesgovent

Gar den, Sad ICarlr Bosg afve dd séduire leurs dépenses de

fonctionnement. Il leur octroyait respectivement 200, 125000 et 61000 livres

sterling par an, soit 68 de son budget. Il y avait la matiére a scanddleadit ant que

c 6 ®CoadanttGardergui «tournaité | e moi ns en pr ofrsnce. Faut e d¢
Councilarréta en 1958 de soutenirCarl Rosaaprés paiement des D80 livres de

déficit accumulés en quatre ans, et confiGa d | er 6lsa Wer ®a i on dobéun
compagnie destinée a la province, Tleuring Opera 1958 La Carl Rosa qui

souligna que son déficit était limité par rapport a celui des autres compagnies

(E40000 pourSadl er ps Webtetta publiqguement l a cr®ati
deuxiéme ordre. Légournée de douze semaines Touring Opera 1958qui avait
accueilli de nombreux chanteurs deQarl Rosa c onf i r mArts @ooneir t ant | 6

dans son choix car, avec un taux de remplissage de 70%, elle rapporta beaucoup
pl us. En 1960, pémierprovince fat tomtdée def3g 18 semaines,
une derniére tentative de f@arl Rosaa u pr =~ #rts dCeuncil é6houa. Selon

Richard Witts, I a martsaChunals eat aveddenagqurdder | 6
Sadl er Oet la @dd IRbsaa fusionner était ientionnelle. La situation de

blocage qui en découla poussa certains membre$rdesss™ d ®mi s sAt@ nner . Lo
Councild u t déaill eurs se disculper face 7 une opin

disparaitre une institution britannique créée en 1873Dhdy Mail | 6 accusa de

pratiquer une ¢@olitique digne des républiques bananiésgesla député

conservatrice Dame Irene Ward recut de nombreux courriers et déclara aux

Communes«La Car | Ros a, cette compaghéle ddédop®ra pr
est e n étie rassassinéed Kinalement,Sa d | e r 6 abtint\Wed forgls

ponctuellement en 1959 et en 1961 pour réaliser des tournées a@ad Rosa

Elle se limita cependant & multiplier par trois les dates dans les grandes villes ou elle

tournait déjaCovent Grdenfut libérée de la plupart de ses obligations en province,

ce qui était, selon Richard Witts, le but initial de BV.Williams®, et allait a

|l dencontre des recommandations du rapport i nd®p
premier du genf8 Andrew Sic | ai r concl ut que |l a crise d®coul
compagnies ° sbent enAlts €ourgint mai | best eut ageai |l
 RichardREPASS 6 The Carl Rosa aOpeMusicalTimespoh®By Today

n°1312, (June 1952), pp. 25%8; Cecil SMITH, 6The CardTeRgr°d86, Oper a

1955, pp. 2&28; The Times o6 Tal ks of f usi @n22/06/1957@.pder a Compani es
6Sadlerds Wells Trust g 2609/1858,np. IVEo eaperSaccempamifes
Touring OperadpMBOELelDpe®88urggpedf b2/ PITHY, ng.es8; 60ATrt
Council says no to Carl Ra$a&4/02/1960, p. ;3dananarepublic poliicsg theweltloved

provincial opera, the Carl Roség being murdered cité par Robert WITTS)p. cit.,pp. 230

233.

® ARTS ENQUIRY (Darlington Hall Trustees)A report on musical life in England,

sponsored by the Dartington Hall Trusteéendon: PEP1949, 224 pVoi r aus si 6The State

of the Natio Anthony GishfordTempo n°15 (Spring 1950), pp.-2.
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nédexi stait ni |l es fonds, ni |l e public dans | e
lyriques & cette époqtle La Carl Rosafut recréée en 1997 sous forme commerciale.

Restait a améliorer la qualité et le lien a la Nation des deux compagnies lyriques
restantes. Au début des années 1950, la compagnieRizyé Opera Housédite
Covent Garden t ©t onne sous | dmnisttateur génésat Dasine de son a
Webster et la valse de directeurs artistiques qui en découle. Elle est critiquée car la
qualité de ses productions est proche de cell& ded | e r ay@i neWesbitlgse
40% des aides qubéon | ui & dec tournédesCovend u t en assur a
Gardena ai nsi donn® en 1954 trois fois plus de r
province ou elle se limita a quatre villes. En outre, elle utilisait pour cela une
seconde compagnie, moins réputée, et économisait sur les décorsidde ét
n®anmoins marqu®e par | 6®mergence de nouveaux ¢
tels Amy Shuard, Josephine Veasey, Geraint Evans, Michael Langdon, Jon
Vickers... Plusieurs opéras & succés marquent la fin des années 195B|ednat
(1957) souda direction de Rudolf Kempe, [2on Carlo(1958) de Luchino Visconti
dirigé par Giulini, etLucia chanté par la cantatrice Joan Sutherland (1959) sous la

direction de Tullio Serafin. Ce dernier op®ra ¢
rtle dOoEp@gar ddles membres de | a compagnie per man
sans problémes.Adel © des doutes expri m®s par | e Conseil
capacit®s de Joan Sutherland ° <chanter |l e rtle
all er “re du &tgle geonmanique prédominant dans la culture musicale

britannique. Les opéras italiens (Rossini, Bellini) étaient encore considérés comme

superficielsi vision que le metteur en scene ldégcia, Franco Zeffirelli, récusait,

bien qudil mnh tonvalngre Weabstgp st Rafael Kubelik, directeur

artistique de 1955 " 1958. Si ce dernier sobéinve
ddune compagnie constitu®e de chanteurs britann
les stars internationales invitéesgulierement qui créérent la réputation du lieu.

Norman Lebrecht retrace ainsi la relation privilégiée que noua Maria Callas avec

cette institution qudel | e la®tukaveclageelleon | ui au r a
el l e ndeut pas usdigueroéelsaltdé da venwe fupparfois @aché

par Webster au trésor britannique et relate la pression extraordinaire associée a sa

venue pour six représentationslde Traviatae n 195 8, alors qubelle avait
statut de grande star lyrique. éarle recul, opeut considérer que la politique de W.

E. Wi | |AirtsaGuouenci) «pell, énais des roses fut couronnée de succés dans

| 6art Il yri qgue -pnupgutscqgmpter uh epérdRratjomalide eéputation

internationale, méme si ce fut auxpde nombreux déficits. La compagnie, réputée

pour son expertise l' yrique, manquait cependani
comme de popularit® aupr s du grand public Céo
comme directeur musical en 1961 g@ovent Gardenconfirma sa stature

internationale par des progrés dans la mise en scéne et dans son répertoire, avec de

nouvelles productions. Cette évolution valut & la compagnie son titRogal en

1968. Cette derniére décision visait aussi a imposer la compagnia faeed | er 6 s

Wells soutenue par le London County Council, qui apportait par la la preuve que les
municipalit®s pouvaient °tre plus proches des
national. LeColiseumétait plus grand qu€ovent Gardert la compagnie montai

®Quatre, si | 6on ajoute GI yndeabdewSIMCGEAIR b®n®f i ci aire d
op. cit.,p. 111, p. 119.
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des opéras en anglais, ce glevent Gardeme faisait pas. Cette concurrence
d®p |l ai #rési Gounci) mdisbil ne put convaincre le LCC de retirer ses

subventions ebon Giovannj mi s en sc ne par John Gielguld, e
en 1968. En 1974 | a ¢ o mp a g n EnglishpNational Aperacamfonmant d 6

le succ s de cette ren&i ssance populaire de | da

Conclusion

Entre 1940 et la fin desds Caumgi@eansil 950, Il e CENM
expérimenté deux orientations de politiquestwrelles qui se sont reflétées dans

| 6ai de N | a musi que, | 6une accordant pl us de
d®mocrati sati on, voire ° |l a pratique amateur,
professionnalisation et In éomstitonacuin Hoenainee . Le souti e
difficile a investir par le jeunérts Council Le rtle de | 6£tat dans |l a r
la musique angl ai se, S on | 6entend comme | e s

des Britanniques et / ou en langue anglaise, restait limiteesamolitiques les plus

vol ontaristes ddencouragement comportaient des
qguel ques occasions, d o n tArtscCeundiladoptaelenc ont ®t ® ®t u (
une politique réactive caractéristique des politiques cultgrebeitanniques

jusqudaux ann®es 1960. Cependant , S i l don int
musicale | 6adh®sion accrue dbdbune Nation 7 | 6 ®cC
nai ssance déinstitutions musi cal es national es,
| obganisme fut déterminant, comme le soutien de certaines localités. Malgré la

déception exprimée par certains compositeurs anglais, tels Benjamin Britten ou

Ralph Vaughan Williams, la création fut soutenue, les institutions musicales

consol i d®escrete | paorf fraepport ~° | 6avant guerre.

La fin des années 1950 constitue un nouveau tournant pour les politiques
culturelles. Coest une p®ri ode dbéaugmentation
évolutionssocic ul t urel l es qui d®bo svalkeesinoralssur | daff ai bl
traditionnelles. Les artistes, les défenseurs de la Nouvelle Gauche @tltlesl
Studiescontribuent & une redéfinition de la culture qui sera en partie reprise par les
travaillistes a leur arrivée au pouvoir en 1964. Le nouveau secrétat d6 £t at aux arts
devait alors se charger do®t abl ir une politiqu
domai nes artistiques, alors qgqubdauparavant l e g
sujet, communiquait vers des groupes spécifiques et, selonlegriec ddaut onomi e,
devait AHlsaCoansilelisposér dibrement de sa dotation. Avec le soutien
personnel de Harold Wilson, des réformes furent alors initiées grace a la

collaboration fructueuse de Jenni e Lee, premi
doé orld Goodman, s 0 n Adasntoun@la parprde®1965dlikénés de | 6
par l e d®part de W. E. Wil liams Atku poste de s

Council r evi nt al or s aux objectifs ®nonc®s dans s

52 Norman Lebrecht, écrivain et itque, réussit bien mieux a analyser les difficultés de

Covent Garden’ assumer le rtle déop®ra dbébune Nation et | €
relations entre |l es acteurs c¢cl ®s qudéd”™ produire une @
le NHS ou compaison abusive entre Ieestival of Britainet | 6 ®chec du Mil |l eni um Dom

NormanLEBRECHT, op. cit, pp. 155158, pp. 21212, pp. 479481;RobertWITTS, op. cit
pp. 226227.
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d®mocr at i s ada laoculturd. Se poaaégatement a lui la question de la

d®f ense doéune d®mocratie cufP tarenaidsdnee dans un con
musicale en langue anglaise fut alors surtout portée par le secteur commercial,

autour dobdart i slairecommdedes Beates. que popu

8 Alice VALDIN -GUILLOU, op. cit, p. 119; The Times «New Chairman for Arts
Council », 01/04/1965, p. 12.



Mythe ou réalité?
LerdleduBeggar 6 dangp er a
Renaissance de la musique anglaise

Pierre DEGOTT
IDEA, Université de Lorraine

Sans doute est | paradoxal de penser qupétin ouvrage <cr
th®©tre de Lincolndéds I nn Fields de Londres, ai
appelé depuis lors la deuxiéme Renaissance de la musique anglaise. Et pourtant,
|l 6hi stoire dRe dga rré®e ddppt @apapet odiwiage dramatique
ben connu construit autour dédune s®rie de bal
rassemblées par le compositeur Johann Christoph Pepuschl(@®8)7 montre bien
la valeur emblématique, dans le contexte particulier de la recherche et de la

d®f i ni ti dn td®Rd vmnae iiodnean e, ddébune Tuvre originale e
Cet article sbébattacBegagar O0,sceb@uragegui c o mment I e
dansles paysangaxons const it abousehwld npmeentrétreappel | e

considéré comme un jalon toa fait capital dans le mouvement musical qui marqua

en GrandeBretagne la fin du XIXet les premieres décennies duXRour ce faire,

nous retracerons tout dbdabord certains des cont
Gay et de Pepusch, afin de rappélequel point les enjeux esthétiquesRle g gar 6 s

Opera avaient été largement occultés, en une période de crise identitaire, par la

composante r ®s ol ument popul aire et nationali st
d®r outant ° pl us debnusnuittiet rdee. Illal rsRecreap tg wens tdieo nl 6 ¢
le contexte tourmenté également des années 130dans une moindre mesure
dans les années 181880 i, c-®dees & une période ou le sentiment
débappartenance national e ®t akednstruction aussi SOoumi

identitaire. Nous examinerons enfin les détournements sémantiques effectués au

début du XX siécle autour de la notion dmllad opera le genre musical dont le

Beggar 6 sest Gupmoséaétre le prototype. Ce sont précisément de tels

détourre me nt s gui nous permettront déexpliquer | a
ouvrage peuétre davantage percgu, au tournant du® XXcle, comme un miroir de

la société qui a cru le redécouvrir que comme le porteur de contextes culturels

gubi |l s s oiitgnetsoaktalou esthétiqiespedifiques au XVIfisiécle.

LaréceptionduB e g g a r 0 au XWIp Esiece

Si la critique nda pas manqu® doé®tudier, not a
réceptiondiB e g g a r 06 de ménpe @ue des aspects sogipoktiques, satiriques
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et esthétiqués peutétre at-elle quelque peu omis de souligner ce qui fut percu en
son temps comme la composante résolument nationaliste etétpeuméme
revancharde dobébun ouvrage tr s vite per -u par
| 6®manati on adgiictéea pebpeeen tout cas qu tt
expri mPe en 172 &trapgeer elt e édamgegedtc Mde sl &g | 60
suffisamment écrit que lballad operaa v a i t caus® quel qgue to
peut-étre at-on aussi considérablement exagéré les dommages subis par un genre
musical somme toute récent, importé de toutes pieces dés les premieres années du
XVIN®si “cl e. Ai n°stir,e ipasnotessut peuftait exact dobéaffil
par exenple Frank Kidson, que «the above named aifla chanson finale de

| 6ouvrage, i nspir @anpgoépuddiag] ca@sed ittabe salWa |l | ade ¢

that the Iltalian opera had beew’ nfmé ven off the
S i | 6on mueenrr ades 6ladbe mpl oi débune m®t aphore ®gal
récemment par le critique James Day lorsque ce dernier établissait une équation
entre | e chiur did autreaformeg musicald supposE® lavioie n
suppl ant ® et dentaped rspeéiadis culinaires bien anglaises«[t]heir
combination of rugged, yet fluent, counterpoint and sturdy block harmony is a kind
musical equivalent of roast beef and Yorkshire puddfng | r oni quement ,
®gal ementstudyaudjued dtliifsailt orFsunek Kd ddemni er
gue | a noblesse des ann®es 1720 ait pu tol ®
ce point étrangere aux préoccupations majeures du peuple britannique

c st
S t o1

- O

e
®
er

How the English stage became overridden by foreign productions is

one of those mysteries that will never be solved. 3toedy [je

souligne] English character which was supposed to prevail in the

eighteenth century and to repudiate d6anythin
in evidence among the more cultured, for this class@edewithout a

murmur save one of satisfaction foreign music, foreign singers,

foreign dancingmasters, and much that was really alien to the

natiorr.

Comme vont tenter de | e montrer l es pages sui:
Pepusch avait de taut ®vi dence cristallis® | 6hostilit® d:i
|l encontre de tout ce qui no®t ait pas angl ai s,
italien de facon irrémédiable, constat qui donnerait raison a Samuel Johnson lorsque
ce dernier affirmait « [opera i§ an exotic and irrational entertainment, which has
1 Voir notamment Frank KIDSONThe Beggar és Oper a: I'ts Predecessors

Cambridge: Cambridge UP, 1922William E. SCHULTZ, Gay Beggar 0:slts Oper a
Contents, History and Influenc&923, New York: Russell and Redls 1967; Uwe BOKER,

Ines DETMERS et AnnaChristina GIOVANOPOULOS (eds.),J ohn Ghgedé8Beggar 6s
Opera 17282004: Adaptations and R&/ritings Amsterdam: Rodopi, 2006.

2 Voir par exemple William E. SCHULTZ xxi It practically drove Italian opera from

London for a season, in open competition, and gave it a setback from which it did not recover

for ten yearé

3 Frank KIDSON,op. cit, pp.61-62.

4JamesDAY;’)EngI i shnesso, in Musi c: from EIlLi zabet han Ti me
London: Thame®ublishing, 1999, p73.

® Frank KIDSON 0p. cit, p.6.
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been always combated, and always has prevafled | | néen reste pas moins,
|l e sugg re | 6extrait suivant doéune lettre de G:
Beggar bavaitPgnsr ale met t r eétrangetédfonciagel termeiad | 6 ¢

prendre dans les deux sens duteintecb une f or me musi cal e r®sol ument
commeoutlandish dans laquelle en tout cas le public non aristocratique ne pouvait
en rien se reconnaitre

TheBggar 6s Opera hat mmixtmesyanbwasas acted thirty
full the last night as the first, and yet there is not the least probability

of a thin audience, though there is a discourse about the town, that the

directors of the Royal Academy of Musicigasto solicit against its

being played on theutlandishopera days, as it is now calldge

souligne.
D s |l e mois suivant la lettre de Gay ~ Swi ft,
|l es charmes de | éactri ce |da RdlynReachuR,ent on, Il a cr
soulignait ell e aussi, en <Ccreux, |l 6anglicit® d
musicedr amati que: de | 6®poque

Of all the Belles that tread the Stage,
Therebds nofkolly, | i ke pretty
ita

And all the Musick of the Adel 6 o p ®r a i en]
Except her Voice, is Folly;
Comparo6d with her, how fl at appears

Cuzzonior Faustin®

And when she sings, | shut my Ears

To warblingSenesi no [ il sbagit des trois chanteu
Royal Academy of Music].

But thesdles allusions a vie dissolue de Fentarg all invented Lies,

And vileoutlandishScandal,

Which fromitalian Clubs arise,

And Partizans oHandef.

Quelques jours plus tardihe Daily Journalpubliait, presque en écho, une
nouvelle ballade sur un texte de Henry Carey, lequel établissait lui aussi, encore plus

explicitement, une opposition entre |l es divas
nouveaux héros de la scéne anglaise, infiniment supérianrgegettes importées
déltalie

® SamuelJOHNSON Prefaces, Biographical and Critical, to the Works of the English Poets
10 vols., London: Nichols, 1778 1, vol . 4, p. 4 (chapitre 6Hugheso).
" John GAY,The Letters of John Ga\jsd C[hester] F. BURGESS, Oxford: Clarendon, 1966,
p. 72 (lettre datée du 20 mars 1728).
8 A n o rPolly Peachum: A New Ballad. To the Tune of, Of all the Girls that are so &mart
texte paru dan$he Craftsmamlu 13 avril 1728.
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Of all the Toasts that Britain boasts,

The Jim, the Gent, and Jolly,

The Brown, the Fair, the Debonair:

Therebds nonkollycrydéd up I|i ke

She has charmdd the Town, and quite cut down
TheOperaof Rolli [le poéte officialde Royal Academy of Music]:

Go where you will, the Subject still

Is pretty, prettyPolly.

Ther e 6 sFustiraCatsy

And eke MadarnCuzzonj

Likewise MynheeBenesinp

Are tuti abandoni

Ha, ha, ha, ha, do re me fa,

Are all for Farce and Folly;

Wedbreshad all with toll, tol I, tol I,
And pretty, prettyPolly.

O lovelyMaid! Lend all thy Aid,

ThatFrench and Germaijally,

And Spaniardsowr, may own the Power

OfBritaind s pPolg t y

Le caractere émiméeme nt nati onal débune telle opposition
1731, comme le prouvent par exemple ces quelques lignes parues en novembre dans
The Gentlemands Magazine

Yet for unstudied humor Gay shall please,

Who on the barrensét subject writes with eas
The theatre his just applauses rings,

When sense with manly voice his Mackheath sings.

Then Senesino warbles but in vain

And soft Cutzonf= Cuzzonily i el ds t o Pollyés strain.
En 1736, | 6 o uhhe Mgdern Roat,0 A Rapsodgontinuait de
soui gner | 6opposition entre deux r®pertoires to

prouvant a quel point h e B e g g aétaib devei@pheitraas apres sa création, le
symbole de la résistance anglaise a une pratique musicale décidément exogéne,

fondée seloncerai ns sur | 6exotisme et | e manque de r ®a
sc ne, ai nsi que sur | dempl oi jug® contrenature
|l es d®tracteurs de | 6op®ra - | 6i ncarnation des

de tels ouvrages

Gay blessé6éd his stars, so wel/l his Labours t
And sixty Nights the crouded Theatre shook.

Rich Eastern KingtalianOp 6 r as boast s;

Gayps Herods but a Highwayman at most.

Henry CAREY, PdlyAPeaShum To the ffune ofSally in our Allefy Texte
initialement publié dan¥he Daily Journabu 1 mai 1728.
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From foreign Climes these warbling Eunuchs bring;
But Gayods har geBhaidhldytsiags, our Natii
Their Wakrlike Heroes are in Eunuchs shewn,

And Geno6rals, without Manhood, fight in Tune

And pompous Scenes, at great Expense, are bought,

Whi ch Gay®os,boastioiTedught an al so
ToutaulongduXVilfsi “"cl e, |l a critique ne cessa de soul
| 6op®ra italien, Vu comme un ouballad h®g®moni que,

operg devenu la métaphore et la métonymie du peuple anglais arésiat

| 6envahi sseur papiste venu deéelhled ®tergagnag edrs. Dans

Pantomimede 1736, le dramaturge Henry Woodward (1114 7 7 ) all ait
faire appara’ tre | e fant!?!me de Gay fus
qgubunvetygll eque ddédaucuns souhaitaient vo
tout jamais

The Ghost of Gay rises

.................... [H]ear the GhosGHy,

This Theatric Nose, and most outrageous Strife,

Have reachdod t ghepooB3agon Earthagaind br ou
Letmeprevail, and cast the Part myself,

In justice to the Town, and this my Piece;

No softitalianSqueaks, by all despisdd,
Andoncec ondemnod, can ever rise again,
Or hope to please even in a Ball&bng.

In vain shall striting Arrogance, with Senseless

Prose, of Pegun Pride, endeavour to impdse

Bien plus tard dans le siécle, au début des années 1760, Charles Churchill en était
encore a opposer le style vocgbw » et «<naturelée des chanteurs qui

jusqud”-
tigeant
ir dispe

soil lu

tels ici Isabella Vincent, dans des ouvrages autochtones comme Beggar 6s

Opera " cel ui ddune Charlotte Brent, ent
pour se produire dans des ouvrages de style ouvertement italien etplih@s» i

ra’  n®e |

do6éaucurmed ditadmmaraux» T ¢ 0o mme Artaxérxes( & 7 6 2) déAr ne,
| 6ouvrage mani festement vis® quoique non explic

Lo! Vincentcomeéwi t h si mpl e grace arrayébd,
She laughs at paltry arts, and scorns parade.

Nature through her is by reflection®ln,

Whilst Gay once more knows Polly for his own.

Lethim[T.A. ArneJr ever se kind Naturebo
And teach eb6en Brent a metho
But never shall &RULYBRITISHAge

s first
d not to

10 Anon., The Modern Poet; A Rapsadyondon: Dodd, 1736, p.3-16.
1 Henry WOODWARD],The Beggar 6s Pantomi me; ,3éme the
edition, London: Corbett, 1736, pp/-18.

decrees,
pl ease;

Contendin
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Bear a vile race of Eunuchs on the stage.

The boast e dNAwanaLikkGam, cal | 6d
If onelTALIAN Voice pollutes the Strain.

Where tyrants rule, and slaves with Joy obey,

Let slavish Minstrils pour thdenervate | ay,;
To BRITONS far more noble @asures spring,
In native notes, while Beafdl e grand t ®norandngl ais de | 6®po
Vincent singf.

I'l est dbéaill eurs piquant de constater que |60

été attaqué dés sa création pour sa prétendue immdraditéfini par passer, en
raison de son anglicité, comme un symbole de pureté et de noblessbldg«
pleasures>) nati onal esé

Plus tard, dans les années 1790, la présence dans certaines distributions du
Beggar 6de cliapteurs eompus a la techniquddtaie avait été vue comme
une nouvelle forme de corruption introduite dans un ouvrage censé incarner un
combat nati onal contre cette forme dbéinvasion
exemple de cette critique de la prestation, dans le réle de Maclatiénor
Michael Kelly, un artiste en partie formé en ltalie et dont la carriéere avait démarré
sur le continent

The truth is, that the rage f@ingsong[ é has so entirely bewitched

the town, that sound and execution, both vocal and instrumental, may
boast a complete triumph over sense, amdral propriety [je

s oul i g mehatic jysteed does not require that Mackhepstic]
should be an Italian sing&t

On voit donc comment l danglicit® inh®rente al
Pepusch, ouvraggecu sinon véritablement congu comme une revendication
identitaire de la nation britannique, a fini par faire déoakad operale symbole du
combat angleanglais mené par les partisans des répertoires {grmmatiques
autochtones ° Is @réistiques mxogéres gliecentinLiadent,nt@ut au
long du XVIII® siécle, a étre importées depuis le continent.

The Begg a ettadeudgme Remaissance de la musique
anglaise

Si la présence de Michael Kelly dans le role de Macheath avait appanémm
offusqué une partie de la critique, celle du grand ténor victorien Sim Reeves pres
déun si cl e plus t-887% avaitlerorevanche scellé laregaiai son 1878

2 Charles CHURCHILLPoems ; Cont ai niLlomdonTleash, R63spB4- a d é
35.

B voir William E. SCHULTZ,0p. cit, pp.226-69.

4 Thomas DUTTON,The Dramatic Censor; Or, Weekly Theatrical Repormifrising a
Complete Chronicle of the British Stage, and a Regular Series of Theatrical Criticism, in
Every Department of the Drama vols., London: Woodfull, 1800, vol. 1, p6.
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déint ®r °t pour un ouvrage dont l e succ s sO®t
décennies précédentes. Eneffetpr sque Reeves fit | e choix de soi
de MacheathThe Beggam®av Oiptermpas ®t ® repr ®sent® ° Lol
marquante depuis pr s ddéune trentaine dbdann®es
ouvrage as®wi ® au pass® pouvait d® " °tre vu comme u
nationale, voire comme la recherche de racines patrimoniales. La maniére dont

Reeves avait souligné certains aspects spécifiquemendenienss de | 6ouvrage

avait doai |Inééeypublic toetnommela sitiques

[ éhi s change of ma[ninéeai rf rcohma nétt® pdaer rhMa cdh e at h
" | 6act e i2a tender tomeewhehn Zddressed to the gentle

confiding Polly, to o6t ocalergtwang,l 6 with a true
when aldressed to the vulgar Lucy Lockitt, is a clever idea, most

artistically carried out®.

Un peu plus tard, au milieu des ann®es 1880, I
ses viux |l e retour de®finitif sur da sc ne angl
comme particulierement anglais, plus anglais sefabbjeque lesSavoy operasle
Gilbert et Sullivan qui dominaient alors la scéne arsglwonne «[ € bne likes to
contemplate the chance of a revival of this most English of all English opesettas
avait écrit le critique dl.ondon Timegn 1886.

On se plaira évidemment a faire observer que les dates des derniéres grandes
reprises dB e g g a r 0 pour @ XIxCrsiacle, 187879 et 1886, coincident avec la
p®ri ode que | 6on agéneesiderengu®aaw®de dal neusicrien t aux p
anglaise, celle qui avait vu les débuts de compositeurs comme Elgar, Parry, Delius,
et c. Dans wun tel cTohnet eB @& g g a BsdasdelxiBpoenr aassoci e
Renai ssance de | a musi que casofauadébateles i | nbest pi
années 1920, au moment ol la musique anglaise était réellement en train de prendre
un nouveau souffl e, gubait ®t ® voeritabl ement re
du Lyric Theatre de Hammersmith dans la célébre mise en scerigaldMyfair et
la r®®criture musicale de Frederick Austin, | e
recu comme une nouvelle révélation. Dans sbstory of English OperaEric
Wal ter White ne manque pas de mettre en relat
suscité par cette reprise 1463 représentatiorise t déautres succ s |lyrique
méme périod®. Une fois encomBe,ggald diighfpidarag!| i ci t ® du
circonstance au statut de monument national, qui avait été mise en avant par une
partie ¢ la critique:

The success of thé h e B e g g a befosgs tO @mle wha are
sincerely interested in the theatre as the expression of national life.
ForThe Begg agawsrk vitp ahiswry behind it. It is one of

15 Sutherland EDWARDSThe Life and Artistic Career of Sims Reeviesndon: Tirsley,
1881, p60.

16 Voir Eric Walter WHITE, A History of English OperalLondon: Faber and Faber, 1983,
p.398.
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our national monuments, one of tlesv landmarks which England has
contributed to the whole history of mugic

Déautres t®moignages de | a m°me ®poque soul i:
institutionnel ddun ouvrage associ ® aux embl
britannique:

The Begga 0 s (asedeweloped from an experiment into an
institution. Going toT h e B e g g aig likesgoing poaMestminster
Abbey or to the Tower of London. Nay, more, it is almost like going to
on e 6 s Thehdbii, cnee.acquired, is not easily shakel.off

A une époque marquée autant par la reconstruction identitaire que par une
nouvelle forme do6éincertitude national e, on se
caract re p®renne dbébun ouvrage :d®ci d®ment embl ®

There seems no rean why this opera should suffer from the common

complaint of mortality. It obeys none of the fashions that come and go.

Like certain other institutions it is a fashion to itself, and it deserves

as l ong a run as the Nati onal Gall ery or \Y
Tennysonbés brook. Pollies mEhg come and Mache
Beggar disajd) foreves.

Une dizaine dbéann®es avant | a fameuse reprise
Forsyth, dans son ouvradusic and Nationalism ndavait gm@sacrernanqu® de
dans son plaidoyer en faveur de la créationen GrBndeet agne doéun op®ra nati o
digne de ce nom, un certain nombre de pages
Cébest de fa-on presque proph®tiqgue que | 6auteul
ballad operaet du prototype de Gay et de Pepusch juste aprés les quelques pages ou
il avait établi un parallele extrémement appuyé entre la situation hégémonique du
monde de | 0 069g®6e, et celleude $a\proprd époque. En effet, dans les

années21 0, l es efforts débun Thomas Beecham pour r
anglais, étouffé par les pratiques et les traditions mises en place a Covent Garden, ne

parvenaient toujours pas N ®mouvoir Il es pou\
traditionnellement repggent ® en i talien m°me quand il sbagi
all emands, frdmoaits naai andeaicodserver | e parful

de marqueur social qui lui avait été tant reproché au Xél&clé’. Dans un tel

contexte, le retour triomphal aulilé des années 1920 de ce symbole typiquement

anglais que constituel h e Be g g a’ éembler@ip appoater une preuve

suppl ®mentaire que | 6histoire ndest final ement

revue
revue

YExtrait ar tThecTtuty le P jaim 1921d a n s
BEXtrait a r tThedQuesnleplajuirul92®.a n s
YExr ai t doéun aThd MomihgePogtiesbrjuin 1922 n s

20 voir Cecil FORSYTH, Music and Nationalism: a Study of English Opetaondon:
Macmillan, 1911, pp91-123.

2L voir par exemple le commentaire suivanfsiile from the London setting, the torfghe
play is typically English, making a realistic app&ah story, characters, and st@eo the
English peoplé(William E. SCHULTZ, p. 277).

dodéun | a
dodéun | a
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L6i nf | uBeemgogea r dbuapré®1020r a

SiauXVIlI°’si " cl e | ouvrage de Gay et de Pepusch av
®mul es, avec | 6appar ihallad operasd est 1c7e28a, |jdues gmublatui p
milieu des années 1730 i | sembl erait qubdi l en ait ®t® de
moi ndr e me sngleterre dep années 10M839. La période fut en effet

propice a la recrudescence de cette forme quelque peu oubliée, ou plutdt eevrions

0
0

nous dire dbébouvrages de nature diverse qui re
appellation. William Schultz, dans lardusion de son appréciation de la reprise de

Ha mmer smit h, ndavait déaill eurs pas manqu® do®
Beggar 6 ménepialana le contexte de son étude, il faisait davantage allusion

au développement de la comédie musicale quedeo p ®r a ° proprement parl er

[ é it has stimulated genuine interest once more in light opera, either
as revived or as written newly on the model furnished by Gay. It is the
general feeling of critics that h e B e g g a whilesit m@phave a
satirized he ltalian product of its time, gives to English operad&y
nothing but exampfd

On pourra bien entendu ®voquer ®galement, dans
secouée par diverses crises, la créatioaigroschenopede Brecht et Weill en
1928 sans doute la retombée la plus marquant®dug g a r 6 pourQepXer a
siécle.

Dans | e domaine de | dop®ra anglais, on citera
et Pepusch la figure de Michael Tippett (1909 98) , avec tout dbébabord son
de jeuness@he Village Operd 192 8) , l equel ndest rien dobéautre

ballad operade Charles Johnson du méme nom (1729). Dans son livre consacré a

Tippett, l an Kemp ne manque pas de signaler que
forme générige avait été suscité par la mise en scenBdug gar 6aulLWwiper a

Theatre de Hammersmith, lequel théatre avait également produit, la méme année

queThe Village Operal e T i p p elioven a Villaged 72) de Thomas Arne,

ouvrage souvent considégétort, en raison de son sujetvitageois», comme un

autreballad operd*. l an Kemp d®montre comment certains de
Tippett constituent une étape marquante dans le développement musical et

intellectuel du compositeur, et implicitemegue cet ouvrage est & voir comme un

i mportant jalon dans |l e d®Ysedédppement de | 60p®r

22\/oir notamment Frank KIDSONp. cit, p.100-04 ; Roger FISKE English Theatre Music

in the Eighteenth Centyr London: Oxford UP, 1973, pp4-126; John GAY,L 6 Op ®r a du
gueux/ The Belgaues MIGHOR (die.); Raris: Aubier, 1983, Bp-94 ; Curtis

PRI CE et Robert -oDp e rindaHidhiey SADIB #ed.),Thed New Grove
Dictionary of Opera4 vok., London: Macmillan, 1992, vdl, pp.289-92.

Z william E. SCHULTZ, op. cit, p.107.

24 voir lan KEMP, Tippett: the Composer and His Muslondon: Eulenburg, 1984, pps-

19.

5 bid., pp.19, 7375.
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Autre ouvrage directement apparenté au genrédallad opera,le Robin Hood
(1934) du méme Michael Tippett, opéra donné par le compositelrangs | d ann®e
suivant sa propre production @ue g g a r 6 dansQepcadreales camps de travail
mis en place par Rolf Gardirfér Le soustitre de Robin Hood «A Folk-Song
Operae , semble signaler qubil babad gperti bi en en
coexddi re, techniquement, un ouvrage constit
connus du grand public, mais affectées de paroles spécifiques au nouveau ¢ontexte
, élaboré cependant a partir de chansons populaires traditionnelles, et non de
ballades &@roprement parléf. Le théme central de cet opéra, une redistribution plus
®quitabl e des ri chesses C 0 mme justification
évidemment pas sans rappeler certaines composantes de la piéce de Gdtre Peut
n 6 él pas anodin denettre en paralléle les deux citations suivantes, la deuxieme
ayant bien s(r, dans le contexte historique de son époque, des connotations
politiques auxquelles ne devrait pas pouvoir prétendre la premiére. Elle prouve
néanmoins que les deux ouvrages $odtun comme | dautre r®sol ument
les contextes politiques et sociétaux de leur temps

| 6
u®

JohnGayT he Beggat7d8 Ope
Ben

We are for a just partition of the world, fc
every man hath a right to enjoy life.

Matt

We retrench the superflugs of mankind. The
world is avaricious, and | hate avarice.
covetous fellow, like a jackdaw, steals what
was never made to enjoy, for the sake of hic
it. These are the robbers of mankind, for mol
was made for the frekearted and generous
and wtere is the injury of taking from anothe
what he hath not the heart to make usg(®fl)

Michael TippettRobin Hood1934)
Chorus

Oh God who made the cottager,
He made him strong and free;
But the devil made the landlord
To steal from you and me

So God he made us outlaws

To beat the devil 6s
To rob the rich, to feed the poor

By Robinds®ten year

28 |bid., pp. 2627.
27 bid., pp.80-81.
28 Cité dansbid., p.81.



DEGOTTi LEBE GGARO S EDPABVRIBIQUE ANGLAISE 45

Par mi |l es autres ouvrages de |l a m°me ®poque " r
ballad opera citonsHugh the Droverde Ralph Vaughan Wiams, opéra concgu
dans les années 1910 mais créé en 1924, peu de temps aprés la rdprisgdpya r 0 s

Opera” Hammer smit h. S6il est cl air que | douvr age
difficilement répondrestricto senspya la définition du genre dballad operai
«plays[ é Into which a variety of songs have been workéd®>, i | ndéen demeure

pas moins tentant de chercher a comprendre ce qui a pu justifier un téitreous
devenu pour la circonstance, il est vrag komantic[je souligne]ballad-opera».

Lohistoire de | a gen se de | 6Tuvre atteste dbo
créer un opéra typiquement anglais, aussi anglais selon ses dirés diamcée

vendued e Smet ana peut °tre consid®r ® commet un OoOpRe
qgubexpllieduea el adress®e par l e compositeur 7 son
collaboration:

This fitted in with another idea of mine which was to write a musical,

what t he Ger mans ¢ anlylappledta Emglish Come di e 6
country life (real as far as psiblei not sham)i something on the

I i nes of VekanketBeanfiafdr $ have an idea of an opera

written toreal English words, with a certain amount fal English

music and also aeal English subject might just hit the right nail on

the head.

[e ]

Only I think the whole thing might be folk seygn character, with a

certain amount of real ballad stuff throwrin

On voit clairement, dans la définition du projet de Vaughan Williams, comment la

recherche de | 6angl i ainea®henticdéuangthise«mal i ns dodéune ce
English words>, «real English music>, «a real English subjech 7, ne peut se
traduire, selon | e compositeur, guden passant [0

formelle apparentée, de prés ou de loin, & la balietitionnelle: «folk songy
character», «real ballad stuff>. On voit déja comment le formel et le thématique
sont intimement liés. Par ailleurs, la présence dans cette lettre du Bauee
Comediel littéralement «comédie paysanng ou «comédiede la paysanneriei

parait bien symptomatique du glissement sémantique opéré en ces-lanhées
termeballad operaserait en effet moins a prendre dans son acception premiére de
nature exclusivement formelle que dans une acception thématique, laquelle
permettrait de suggérer non sans une certaine nostalgie le retour a une ruralité bien

angl ai se, m®t aphore en tout cas de jours meil/l
passait n®cessairement par | 6®vocation sans do
mythique, ou «&tre anglais> voulait encore dire quelque chose...

Lop®ra de Vaughan Wil l i ams,vilageois}t 6i nst ar de
encourag®s par | 6est h®t°isigqoeegregorgeteuaffettled st e de | a f

ces figures populaires qui peafnt autrefois la campagne anglaisgheapJack

29 Curtis PRICE & Robert D. HUMEp. cit, p. 289.

¥Lettre de Ralph Vaughan Williams ° Harold Child, d
UrsulaVAUGHAN WILLIAMS , R.V.W.: a Biography of Ralph Vaughan Willign@xford:

Clarendon, 1964, pl02
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Shellfish SellerPrimrose SellerlesMorris Men, etc.. Au nombre de ces derniéres,
celle duBallad Sellerconstitue peuétre le seul lien réel avec les origines du genre,
constitu® c¢ o mmssenblage tesballads and sodgs, tetles celles

vendues par |l e camelot de | 6acte 1. Sans aller
«beggare pour d®signer | 0hDomuinet alee | dopb®ggamMartgr

wife »), peutétre pouvonsious mentioner la valeur emblématique de la figure de

«John the Butches, ne seraite que pour rappeler que le succés original du
Beggarosav@®per ®t ® en partie d¥%, *aia | 6on en cro
communauté des bouchers de Londres, lesquels avaientpésticulierement

plébiscité la prestation dans le réle de Matt of the Mint de leur acteur fétiche James

Spiller (169217302 De fagon moins anecdotique, on pourra mentionner également

le contexte historicp ol i t i que de | 6T uvre, rmesitu®e " | 6 ®]
napoléoniennes. La figure menacante dgorey» ou de «Bonyparty», qui plane

sur tout l e premier act e, pourrait ainsi Ssigni
| 6 ® ®atranyd» etgétrange® au sein ddédun mat ®ri au, ver bal

autat que musical, composé de constituants aussi anglais que possible.

Coest bel et  Dbétrange | et tétenget® @@ mnstitué @
trame et | e fil conducteur de cet op®r a, dont |
delareconai ssance, du rejet, d e-impo8éadedae pt ati on pui
figure de Hugh the Drover, i dO® VMnedd ° ttroawtund' ab
espion francai$ puis finalement régénérateur de la communauté villageoise toute
entiere. Eneffet,ca 6 est que pur g é@eangesedesaocamp@&hn@me nt ¢
exogéne que cette derniére pourra, {&re, retrouver un second souffle et

perp®tuer © 1 dinfini ses rithakddpemathuabl es. Et po
XVII®si “cl e novRetnaui t~ palsa spsaerr |l op®ra italien, I 6«
Williams montre aussi : quel point il est esse
musi cal que dans | e | i étrarmer,> Lamusippe@sence de | 6®
compositeur a n gahgtcitésde ses thémds®gffichie sadsecomnipléxe

| i nfluence de Verdi et de Puccini, comme | 6a p
dans sa monographie sur Vaughan Willidms De m° me, sOi | est |l av® des
qui | 6ont un mo meinnmatéralle et intérie®@g delHagh neise he s s e

compte pas moi rfrancases»i gd Tice s F d & @aenl),eo | d

cbdbest jusqud” l a d®f or mat i Bonypalty», quom de Bonapal
semble revaloriser et donner quelques lettres de noblessea f i gur e de | 6envahis

fran-ais tant d®t est ®é

I néen reste pas mMoins que ces quelgues ®l ®me
transformer ce remarquable ouvrage enbaflad operaau sens traditionnel du

3Lvoir William E. SCHULTZ, op. cit, p.15.

32 Voir Charles E. PEARCEPRolly PeachumBeing the Story of Lavinia Fention (Duchess of

Bolton)andThe Beggar 6s Oper a, Lowaéxdn: Stanley Paul, 1913,
#¥Pour |l a question de pourfadiredpdf hciilti® pdee HUBIEE RLPERTr a6, on

the Droverby Ralph Vaughan Williams; Or, how to Give Back Its Englishness to English

Operd) in Floriane REVIRON (ed.), Englishness Revisited NewcastleUpon-Tyne:

Cambridge Scholars P, 2009, 58-78.

3 Voir Michael KENNEDY, The Works of Ralph Vaughan Williamm@xford: Clarendon,

1964.
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ter me, et si | 6ams prhe®meitti qluees @dn sftoirtmedms de | 6
les ingrédients suffisants et nécessaires de ce prébatida operadu XX siécle,

| 6op®r a de BReterjGamesqui luBaudsittraite de la menace que fait

peser sur la communauté villageoise lafigg détranged ¢ e t édaager, ét¢

qui ne dédaigne pas non plus de recourir dans son matériau musical a la chanson

anglaise traditionnelle, pourrait presque passer lui aussi poballad opera On

voit jusqud” quell e dxatrnemeatp ont dreo po ucscsreduil o
s®mantigue jusqud” ses ultimes confinsé

Il est évidemment aisé, avec le regard distancié qui est le nétre, de se gausser des
amalgames sémantiques pratiqués au début dus¥Xle dans le but louable de
donner queajue légitimité a multiples expériences visant a créer un opéra anglais

digne de ce nom. On sdamusera ®gal ement, S i | 6
créatonduBeggar 6,s dypecaract re pour l e moins ironioc
i mplicite ddeGayheede Papdséhawneeuralité anglaise perdue et a
reconqu®rir. Si | 6ouvrage, cbest peu de |l e dire
de la Grand®retagnei m°® me s i l don a souvent cit® |l a lettr
laguelle est évoquée, a pmp de Gay, l a cr ®dléewgaten ®ventuell e
pastoralé é i la lecture du livre de Linda ColleBritons: Forging de Nation

17071837°r appel |l era ®gal ement comment®le concept d
si cle ®tait |loin doéabkset @gassbi. skabuvr agagg®e
des modalit®s diverses, B quel point | 6exi sten

début du XVIIf siécle, aussi bien du mythe que du fantdéme

Quoi qubi l en soi t palle dderaa bal ptiea été dtiltsé que | e t er me
pour désigner non pas une forme générique soumise a des codes particuliers mais
plutt pour recr ®er , dans un contexte politique

et de coh®s i on-guere Buraosars doute contiibdéaapdsaer de
flou sémantique des décennies précédentes. Avec la réécriture en 1B48glg ar 6 s
Opera par Benjamin Britten, dans laquelle on pourra lire une tentative plutdt

fructueuse de réconcilier lmallad operadu XVIII®*si " cl e avec | 6op®ra tradi:
derépertoirei et bien anglais, cette fo@ 7, on y verra également une maniere de
tordre | e cou de mani re d®finitive au malenten

forme générique bien précise, et certains des contenus thématiques qui lui ont été, a
tort, associés.

35\/oir Jonathan SWIFTThe Correspondence of Jonathan Svétt. Harold H. WILLIAMS,

5 vols., Oxford: Clarendon, 1961365, vol.2, p.115.

% |inda COLLEY, Britons: Forging the Natin 17071837, London: Pimlico, 2003.

WVoir par exemple |l 6utilisation qui est faite, ~ |a
la chanson élisabéthaine Gkeensleeves (a cet égard, voir John GAY, edacques

MICHON, pp.64-76).
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The 194@°roduction ofThe Fairy Queem
Covent Garden:
A Triumph of BritisiMusic and Stagecrai?

SophieAYMES-STOKES
Centre Interlangues Texte, Image, Langage, Université de Bourgogne

As, when a treebds cut down th
Lives underground and thence new branctesot;

So from old Shakespeareds honoured

Springs up and buds a new reviving ptay

At the end of the Second World War a number of reviewers and music critics halil
the beginning of a new musical era. The trials undergone during theeaar lyave
confirmed the vitality of English music and critic Rollo H. Myers asserts confidently
that dm]usically, Britain has won her spurs and can now face the future with
confidence. Gone are the days when it was possible for foreign nations to refer to
her asfithe land without musit It was never true, and never less so than taday

e secret I

dust

The 1945 premiere ofPetBr&rinpega mi BabBd iertbsn e | ¢ e raan d

the 1946 pr od ukaityiQoeenincCbvenP Gardedeckldbiating the
reopening othe Royal Opera Hou3® are emblematic events marking the English

artistic revival in the early years bfhe countr yés illestatethet r uct i

will to create a national opera as successful as ballet already was, as wehesdthe
to develop wate patronage and to educate the audience.

This essay explores how the productionrbg Fairy Queemeflects the aesthetic

agenda of théRomantic Modernr®t o borr ow Al exandra Harri

the generation that canme the fore in the 9@30sand 19408 and is informed by
Modernist crossertilisation as well as by the more insular Neomantic outlook.
ConstantLamber t 6s muskrceaderdicrke cAd lotngand s
Mi chael Ayrtonbds des i garisuslyadseret internatioeat s
experimentationand thenative tradition. This paper seeks to determine how the
revival of English music was staged in the immediate-p@stperiod by thosaho

1John Dr glajeernobhe Tempest, or The Enchanted Isl&h@67).

2 Rollo M. MYERS, Music Since 1939(1947), pp. 97144, in Since 1939Ballet, Films,
Music, Painting London: Phoenix House, 1948, p. 13nce 1939s a collection of booklets
commissioned by the Bish Council, published separately in 1946/1947 and in two volumes
in 1948 (ballet, films, music, and painting) and 1949 (drama, the novel, poetry and prose
literature). The aim stated on the jacket was to exploosv far the Arts in Britain [had]
traveled since the prevar year®

% During the war Covent Garden was used as a daalt@ndthe Glyndebourne festival was

suspended. Opera was performed by the Sadleros

choreog

and

on. Th

sb6s | ab

rag
cost ul

Wel | s
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served it in a crucial waythe designers andhoreographets and how it was
adapted to a new audience whose taktsl been shaped bwartime state
intervention. Al t hough the performance
Mi dsummer Niagthet Rbyal OperaeHmuse by its new company and by
the Royal Ballet was designed be adriumph of British music and stagecratit
revealed contradictory claims that belibe professed unity.

Great expectations

The perusal of a number of publications from the early to the late 1940s shows
how critics and observer®ok stock of the recent history of ballet and music whilst
probing the future and providing the basis for the cultural reconstruction of the
country. The interwar period had witnessed a flood of publications discussing the
English character and Peter Mandlershrshown thatother forms of Englishness
were already in circulatio§ such as celebrations of the landscape and the traditions
of 60ld Englan@d to which can be added the revival of English music from the end
of the 19" century. Mandler has argued ttadter the First World War there wéso
longer a clear and simple correspondence between English values and institutions
on the one hand, and the imperial mission on the other, and in this gap an
independent English consciousness found plenty of roonoudstid FJit[s] of
selfinspectio® were also triggered by destabilising events such as the crisis of
192931, but with tle outbreak of the Second WorldaWthe national character
provided @¢he means of war fightingits principal weapo#é and the ends, #ing
theaimofwad fit he peoqdi eds war

The unifying social role of culture came to the fore in the interwar period, as
Becky Conekin has shown, and in wartime it was typically presented as the cement
binding the community. Artists, Kenneth Morgamotes, &onveyed an
uncomplicated sense of national celebratibMusicians, wrote Rollo Myersjvere
in the front line all through the wéat and played music to a socially and
geographically widening audience thanks to the tours and events organised by
CEMA (the Council for the Encouragement of Music and the Arts created in 1939),
ENSA (Entertainments National Service Association) or by orchestras such as the
London Philarmonic and the BBC Symphony Orchestra. The aim of CEMA,
explained John Maynard Keynetts chairman from 1942, wado carry music,
drama and pictures to places which otherwise would be cut off from all contact with

4 Edward MANDINIAN (ed.),Pur cel | 6s The sraritregd Quy efhhea sSadleer 6 s

Ballet and The Covent Garden Opgtandon John Lehmann, 1948, book jacket.

® Peter MANDLER, The English National Character. The History of an Idea from Edmund
Burke to Tony BlairNew Haven & London: Yale B 2006, p.148.

®Ibid., pp. 147, 176 and 187.

" Kenneth OMORGAN, 6The Second World War and British Cultérim Brian BRIVATI &
Harriet JONES (eds.From Reconstruction to Integration: Britain and Europe since 1945
Leicester: LeicestddP, 1993, p35.

® Rollo MYERS, op. cit, p. 107.
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the masterpieces of happier days and tiinas enterprise which had revealed the
dnsatisfied demarémf anénormous publia®

Publications about music and darioemed parof the anatomy of English culture
and also bore witness to the semantic confusion underlined by Mandler between
@Britishd and cEnglistd as national unity became part of wartime culfdrRevised
histoiies of English music and the first histories of English modern dance were
embedded in a larger historiographical movement that retraced the origins and
development of native adnd stated the neetb reassess the canon. Alexandra
Harris has pointed out dlh the English Musical Renaissande é tame of age
between the wars as a movement both historicizing and contemibramd the
same applies to modern dance. Compilations such as anthologies of literature and
revaluations of the literary canon were alste of its byproducts” as well as
critical appreciations of music and dance sanctioned by the establishment of a
repertory. Michael Ayrton for his part contributed to the reassessment of native art
and to an alternative history that aimed to retrieveCiftic, Gothic and Romantic
roots’® He extolled negomanticism as the latest form of a periodically resurfacing
native tradition whose continuity had to be maintained, a line he followBdtish
Drawings(1946), one of the publications in the seleiain in Pictures' The poet
and critic Walter James Redfern Turner, the general editor of the series, wrote the
volumes about English music and English balleEhglish Musiq(1941, rev. 1947)
he describes the early history of the development of opeEagland as a series of
mi ssed opportunities that f ol |l oBvissh t he
Drawings Stuart masques, for instance, wefmimitive examples of the new
operatic forndbut failed to leadio the establishment of an English opeivalling
that of Italyd Li kewi s e, KingArthdrandrairy Qeeénldliese was the
beginning of a new operatic form had the social conditions been propitious to the
artistsa™®

Music and dance are described as formsaudturald expressia in both of
Turner 6 s b o&l&se connectiom betweedn she lde of the people and the
music they make® Carols, for instance, aréruly popular in origin and testify to

® John MaynarKEYNES, 6The Arts Council: Its Policy and Hopin ARTS COUNCIL OF
GREAT BRITAIN, Annual report and accountdondon: Arts council of Great Britain,
19451946 p.20.

10 peter MANDLER,0p. cit, p. 148. See also Sian NICH@S, éBeing British: Creeds and
Cultured pp. 103135 in Keith ROBBINS (ed.),The British Isles: 1901951, Oxford
Oxford UP, 2002.

1 Alexandra HARRISRomantic Moderns: English Writers, Artists and the Imagination from
Virginia Woolf to John PiperLondm: Thames & Hudson, 2010, p. 142.

12 |bid., pp. 139144.

13 See David MELLOR (ed.)A Paradise Lost: The NeRomantic Imagination in Britain,
19351955 London: Lund Humphries & The Barbican Art Gallery, 1987, pp336

14 See Michael CARNEYBritain in Pictures: A History and BibliographyLondon, Werner
Shaw, 1995.

15 Walter James Redfern TURNERNglish Musi¢ London: William Collins (Britain in
Pictures) [1941] 1947, p5, 30.

8 bid., p. 7.
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the definitely democratic character of English masiiHo we ver Tworyofer 6 s h
the development of music underlines a growing separabietween the ruling
classes anthe dnas$ especially from the Restoration. The development of music
and dance was also hindered until the end of thecg@itury by a variety of factors
sudh as the civil war, the growingnfluence of foreign musiciadstypically
described as a form of invasi®dnand the IndustriaRevolution smotheringthe
vitality of a whole natiod'® Turner records how the native gift for music managed
to survive the musicalecline of the 18 and 19" centuries:¢here was a flicker of
musical life [in the mass of people] in spite of the nation having lost its
homogeneit§™® which manifested itself in the ballad opera, amatehoirs or
sai |l or s 6 THednterkvar pgodsis acwatershedin]ot only was London the
principal centre of musical activity in Europe, but English composers began to wrest
the musical leadership from their continental colleagii®sand he citesDelius,
Holst, Bliss, Britten, Williams, Walton and/arlock, in the wake of Parry, Stanford
and Elgar.

One of Tur n &heé&mlisks Raliets ane af the most influential music
critics of the time and supporters of ballet, thefaander of the Camargo Society
Arnold Haskell, who contributedo the collection of essaySince 1939which
compl ement T ur n e Bafies sinees193§946n elaskell givésna
precise account of the modern development of the ballet and with a somewhat
different chronology relies in the same fashion on the iokea resurfacing native
tradition: @he desire and ability to dande é fevealed themselves in the Masque, an
English art formtha{ é ur vi ves today onl yComugsthet he words of
cartoons of Inigo Jones and the scores of Purcell, Arne ahdrgi’* He also
stresses the role played by Serge Diaghil evds
Western Europe a preserved traditidn, the direct line of tradition that can easily
be traced to the sourGethat of the Franc®ussian classicSwan Lake The
Sleeping Beautpr Giselle®? Di aghi | evdés ballet prfoovided the do
collaboration between artists, musicians and choreographers, as well ts
modernisation of a living traditioft.

In 1939 both English music and ballet had anuising future, and the war was
seen as an interlude that would open up to a national revival that had perforce been
delayed: before the war broke out, recalls Myétise musical horizon in Britain

7 bid., p. 21.

8 bid., p. 43.

9bid., p. 30.

20 |bid., p. 45.

2L Arnold L. HASKELL, Ballet Since 19391946) in Since 1939. Ballet, Films, Music,
Painting London: Phoenix House, 1948, p. 15.

22 |bid., p. 15. About the new tradition of revived classics, Be¢h GENNE,&Creating a
Canon, Creating theC | a s s i cesti@thdemtury British Balled Dance Researghl8.2,
winter 2000, ppl137-138.

2 gee Ralph VAUGHAN WILLIAMS,National Musi¢ London: OxfordUP, 1959, pp. 100
101. He contrasted the lack of a true national opera tantbieplanted rootéof the Russian
and Czech operas linked to their national movement s.
ANON. &English Ballet Finds a PatrgnhPenguin New Writingn® 17, AprikJune 1943, p.
130.
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was clear, and the barometer pointed unmistakably to g feriod offiset fai .6

Myers completed hisMusic Since 193%efore the creation of thEairy Queen

which he does not mention, but his view reveals the high expectations set on

Sadlerds Wells Opera before Covenda Garden was I
modest concern, most of us look forward to its growing into [a national institution]

after the wadat the moment when the 1945 creation of Peter Grimes herdlded

foundation for the first time in British musical history of a genuirfélationab

Operad® This would be an opportunity to restore what was perceived as the broken
historical continuity of English music while the collective effort on the Home Front
had confirmed thehaturab gift and taste of the&peoplé® for music and dance.
ThereforeThe Fairy Queenvould be the occasion to live up to this democratic ideal

of social unity.

A national classic

dT]he last hope of our native Opera died in Henry Pu@®lrote Turner: so if
a revival was going to t adperagedsencitemadei t h Covent (
sense to start where everything had been brought to a stop so as to reinstate the sense
of cultural continuity already fostered by the assessments of native arts cited above.
First produced in 1692Zhe Fairy Queemwas only revivedri the early 28 century
when the score that had been lost?after Purcell
This first revival of the complete work was performed by Gustav Holst in 1911. The
score and the libretto were revised by Edward J. Dent and pedamCambridge
in 1920, and further revised by Dennis Arundel
music had been under way since the last decades of theeiury and in the early
decades of the #0century Ralph Vaughan Williams advocated the needbtrike
roots down i nto [ Endgrn itsifio atnatisnal passe$si@gnn at i ve soi l
and dake up the threatlof the operatic tradition from the time of Purc@IThis
process of recovery was pursued in the after period when Dent wrotejw]e
stand, | hope, on the threshold of a new era in the history of English Opera and
opera in English, and we seem to have accepted Mozart as the foundation of our
foreign repertory, and to be gradually learning to think of Purcell as that of our
native musicatiramay®®

A detailed record of the 1946 production e Fairy Queemwas published by
John Lehmann in 1948 and can be seen in the light of his new publishing ventures

%4 Rollo M. MYERS,o0p. cit, p. 105.

% |bid., p. 119.

26 Walter James &ifern TURNER The English BalletLondon: William Collins (Britain in
Pictures), 1944p. 7.

2" For a complete history of the score and a genetic analysis of the revisiorBrusee
WOOD & Andrew PINNOCK,éThe Fairy Queena Fresh Look at the Issuig&arly music

vol. XXI, n° 1, February 1993, pp. 4R.

28 David MANNING (ed.),Vaughan Williams on Musi®xford: OxfordUP, 2008, pp47,

56, 61.

®preface to the sBopadt ési Opena@¥),O@uoi&bscal Study
Windus 1947. QuotedhiEric W. WHITE, A History of English OperaLondon: Faber &
Faber, 1983, p3 9 0 . Whniks om &Emsglish opera owe | ot tFound&tiens bfd s
English Operg1928).
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such as the shelived Orpheus conceived aghe equivalent in a magazine of what

the ballet had achieved under Diaghileff: the marriage of several arts in one
coherent creatioB®®Pur cel |l 6s The Fairy Queen as Presented
Ballet and the Covent Garden Operansists of @photographic reco@by Edward
Mandinian, thel692 preface to the original playbook, an introduction by Edward J.
Dent and essays by Constant Lambert and Michael Ayffigare 1].3' On the

jacket of thisimemorial volumédesigned by Ayrton the show is presentedee

of the most adventurous andvish productions that have been attempted at Covent
Garden since the historic Royal Opera House was reopened at the end of the war
anddhe resulf é & triumph of British music and stageci@ftt is also the implied
answer to the plea set out in thegamal preface for the creation of a national opera

in London with a reputation to match that of the foreign opera houses, and for the
proper funding necessary to an ambitious stage production. Edward Dent extends his
praise to the whole team:

The performace of a national classic was indeed the appropriate
symbol of the new enterprise, a proclamation of our faith in the
greatest of English musicians. Under the direction of Constant
Lambert, Frederick Ashton and Michael Ayrton, it was in the safest
possiblehands, for the presentation of it on the modern stage, to a
Covent Garden audience soaked in Puccini and Strauss, needed all
the resources of scholarship, imagination and humahity

What differentiated the Covent Garden production from the eardigesevival at
Cambridge was the will to target and educate the general public, toThaki€airy
Queenaccessible tahe unnitiated, and therefore to put the stress on dramatic,
balletic and visual features rather than on faithfulness to the origin&él &boe best
approach was through the ballet, with as sumptuous a background of scenery as
could be deviseil explains Dent® The performance was designed to be a crowd
pleasing event that even proved to appeal to childiidre Fairy Queen was just the
right entertainment for them, and they received it with rapturous delight, clowns and
alla® On the other hand what characterized the scholarly production he contributed
to establish, says Dent, was the restoration of the score and of the original text of
SsakespdMadesednmer Niimtletsgoken dialogudsmtext that had
been considerably altered by the anonymauthor of the original librettd as well
as modest scenic resources. Lambert chose to mix and reduce the spoken text of
Dent 6s Hi bfetAroandel | 6s version to a minimum and
containing three instead of five acts and a performance of about two hours as against
the original putative four hours (seven hours according to Lambert). However Dent

%0 John LEHMANN, The Ample Proposition. Autobiography Llondon: Longmans, Green
and @, 1966, p37.

%1 The book is catalogued under the name of Edward Mandinian at the British Library, which
is how it is referenced here. See also Michael BURD&llimaufry at Covent Gardén

Early Musig vol. 23, n° 2, May, 1995, pp. 268. He mentionsa recently discovered set of
colour photographs of the performance.

32 Edward MANDINIAN (ed.),op. cit, p. 17.

3 bid., p. 18.

*bid., p. 18.
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was in charge of therchestration of eight pieces as his expertise was needed for the
unscored passages. The final score was an adaptation but Lambert assumed that

@nyone not a technical expert on the period

originaldand would not enjoy ias a mereperiod piecé but asé@ masterpiece of
English theatrical art enjoying at last its rightly popular and spiritual &tte

| a\gmST e
AL OPERA HOUSE, COVENT GARDEX:

ATH

RECORD BY
A o

Figure 1

Lambert exposes the nature of his revisions in this memorial voleexplains
that The Fairy Queena hybrid form of entertainment deriving from the masque,
was a particularly fitting choice for the reopening of Covent Garlenause they
were going through a transitional period from ballet to ogigfawhich is not quite
accurate. Yet it reflects the fatihat English ballet had already established its
reputation, especially with the Sadleros
national ballet whilst a repertoire of English opera still had to be defined and a new
company had to be recruited. The newlyateel Arts Council had set up the Covent
Garden Trust to manage Covent Garden as Royal Opera House along with a resident

% Ibid., pp. 25, 26.
38 |bid., p. 20. A detailed discussion of the alterations is provideRdyer SAVAGE,6The

We |

C

Shakespear® ur cel | AFairy Queeno: A EabeMusiqgvolel, and Recommend:

n° 4, October 1973, pp. 221, ancby Michael BURDEN op. cit
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Royal Ball et , whi ch Kenn egreatestCdou¥ kKhe t hought was
Sad | WelldBallet moved to Covent Garden as residemhmany effectively

turned Royal Ballet under the aegis of Ninette de Valois in 1946. The first ballet

premiered in February 1946 for the opening gala of the Royal Opera Hou3éavas

Sleeping Beautghoreographed by Oliver Messel, which went on to becomie th

Gignature balled®®

Contrary to what may be inferred from the record published by Lehmann, in fact,
neitherThe Fairy Qqueem or Lambert were initial choices for
opera season. The Trust 6s penoevealehdtiihegs exami ned
trusteed amongst which Kenneth Clarkgdward Dent and William Waltén
successively consi ®Pagyeand Bess aRyu rKogg AGhedrss hwi no6 s
and a reorchestration dhe Fairy Queerby Benjamin Britter?” Burden suggests
that fran the outset the venture was marred with difficulties due to the lack of a
clearly-defined agenda, contrary to the official version put forward in the memorial
volume published by LehmanidRather than appoint a musical director and then
build up the housen identifiable strengths, though, the board simultaneously (and
impracticably) discussed the appointment of a new conductor, the selection of
repertory, an opening work and an ideal of English opét&inally Lambert was
dnvited to prepare the variatioon the Fairy Quedifon Dent 6s suggestion and
trustees decided to commission an original work by Britten for the next season. They
did not opt for a new English opera but for a p
second report as @Christmas etertainmend [ é Lsing singers, chorus and the
balleth*” The dpera season propéopened in January 1947 with a production of
Carmenfollowed byManonandThe Magic Flutén March.

The eclectic Lambert already had a solid reputation as composergexrrand
conductor of ballet scores, having collaborated as a young man with leading figures
such as Diaghilev foRomeo and Juligt1924), or Frederick Ashton fdforoscope
(1937). His adaptation ofhe Fairy Queerdiffered from the scholarly approach
aiming at historical accuracy and authenticity. It was a form of intertextual reprise
which was invited by the nature of thariginal work and had already been
sanctioned byormer balletic performancésas shall be discussed further down. He

37 Kenneth CLARK,The Other Half. A SePortrait, London: John Murray, 1977, p. 133.

Keynes died in 194@efore The Fairy Queerwas performed. He had been a letime

supporter of the ballet and wanted the Royal Opera House to reach international standards and

to give performances all year round. About Keynesds
UPCHURCH, @ohn Meynard Keynes, the Bloomsbury Group and the Origins of the Arts

Council Movemetd International Journal of Cultural Policyvol. 10, n° 2, 2004, pp. 203

217.

% Beth GENNEop.cit,p. 137. For a nuanced assessment of the RO
a that time see William CHAPPELLStudies in BalletLondon: John Lehmann, 1948. A

dancer and designer, Chappell found that the male dancers still needed to improve their

technique, and he explained that ballet was yet an acceptable career for men hsea

associated with effeminacy (pp.-38).

39 Michael BURDEN 0p. cit, pp. 271273.

“pid., p. 271.

4! Minutes of the boardbid., p. 273.

42 ARTS COUNCIL OF GREAT BRITAIN op. cit, p. 16 (2 report, 19461947).
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concentrated orhe world of Oberon and Titania and dispensed with Thesees, th

lovers and the drunken péethese being the major chgas relevant to this

discussiod in order to produce a shorter performance and obtain a greater sense of

dramatic unity. He was arguably dewmg a form of accessible theatrical drama for

the citizens of postvar England that would appeal to a large and united audience.

Lambert wanted to combinérama, opera and ballétall on equal terms and

demanding three companies of equal califffeBut no real unity resulted, and

Burden observes that thialance was tipped in favour of da@é&Indeed only

occasional references are made to the singers and musicians in the memorial volume

published by Lehmann who are conspicuously absent from the phatégracord

but from one picture showing the chorus. And yet in many ways the cultural

|l egiti macy of the whole project stemmed from
practice, a legacy claimed by Lambeait:h e secr et of Diaghil effds pro
that all concerned where in constant collabora$h Ther ef or e Lambertos
collaborators must now be presented.

The cast

Contrary to English music, theistory of English ballet was recent: in or about
1910 everything changed étedEmgkand, folawadaby Pav Il ova f i r ¢
Di aghil evdés Rus gtieaneates artisticesensation of b i,
His influence proved to be seminal and it is considered by Turner to be the starting
point of the English school of modern dance and the reasdts feuccess, leading
him to write in the early 1940€England and Russia lead the world in the creative
renaissance of this delightful &’

When Diaghilev died in 1939, modern dance in England was represented by
leading choreographers and danceteh as Frederick Ashton, Antony Tudor,
Robert Helpmann, Margot Fonteyn and Alicia Markova, one of dhAngl o
Russiané trained by Diaghilev Still under thedRussian spel*® they sought to
create a school of modern English dance and to establish aahatpertoire that
included modern pieces as well as classics. Instrumental figures were Ninette de
Valois and Marie Rambert, two former dancers in the Diaghilev ballet. From 1926
Ninette de Valois built the company that was to become the Royal Ballea and
repertoire of international standards that included contemporary pieces and the
classics which had now become the foundation stone of the Jufihed canoi?

43 Edward MANDINIAN, op. cit, p. 19.

44 Michael BURDENp. cit, p. 275.

45 Edward MANDINIAN, op. cit, p. 22.

4 Walter James Redfern TURNERhe English Balletop. cit, p. 10.

" Ibid., p. 14.

8 William CHAPPELL, op. cit p. 69. For an account of Diaghilevéds
under his sell, see JandtEEPER,English Ballet London & New York: Penguin, 1945.

49 Beth Genné has shown that the temassicéreferring to ballets such @wan Lakgook

on its modern meaning in the course of the 1930s with the juxtaposition of old and nesv piec
in the repertorygone understood as the foundation of the diliBeth GENNEop. cit, p.

135). De Valois was assisted by HaskéllJ.S.Richardson and Cyril Beaumont in the
conceptualisation of the canon and the legitimisation of ballet as a lighofaart in Britain,

as expounded in their writings of the 1930s (pp.-14T).
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In 1931 her company was relaunched as theWedls Ballet, soon renamed The
Sadl er 0 slletWe &ssosiatioB avith Lilian Bayliss, the owner of the two
theatres. She chose Frederickfs as Principal ChoreograpBethe only English
choreographeto have worked for Diaghilésand Constant Lambert as Musical
Director from the miethirties. The ther pioneering company was the ground
breaking Ballet Rambert, founded by Marie Rambert in 1926 and hosted by the
Camargo Society. This shdited management society for the promotion of ballet
was founded by Haskell and P.J.S. Richardson, the editbh@fDancing Times

with Keynes as treasurer, and it produced some of the earliest modern English
ballets set to the music of English composers and conducted by Lardblert:
created by d Valois in 1931 (set to music by Ralph Vaughan Williams orchestrated
by Lambert and with designs by Gwen Raverat based on William Blake), and
Fagadg(produced by Ashton in 1931, to a score composed by William Walton in
1926):

That leading composers such as Vaughan Williams wrote music for the cinema
during the war iseen as a sign akultural inclusivenes®' by Sién Nicholas and
the same can be said of Lambert who, priofite Fairy Queenhad already gained
a reputation as the composer tbhe acclaimed jazinspired Rio Grande (1927,

revised as a balletin 1938hdas t he i nventive musi cal director
He hadduilt a repertoire of brilliant musical arrangementthat broke with the
Russian B |l | et 6s tradition of danced symphonies and

éspecially commissioned mudizas an egeption®? Lambert came to resent the fact

that his more demanding work was overshadowedRtyy Grande™ It certainly

defined him as a cosmopolitan composer of urban, popular music, far removed from

the insular pastoral world &Mi d s u mmer 6 s .NMe lopt however dkeana m

interest in the music of Purcell which had already provided stage music for a number

of choreographiekinguOtheracp @edB/aetbh adywSadl er 6s
Wells in 1933 and based drhe Fairy Queeds Masque @o.fButftise Season

Ashton himself who first choreographed to his music for the modern ballet when he

producedDances for The Fairy Quednr Ballet Rambert in 1927. Ballet Rambert

later created u d ©Suite of Airg1937) and Robert Helpmann producaomusfor

the Sadlerds Wells Ball et (1942), an adaptatior
and costumes designed by Oliver Messel. Lambert provided arrangements of

Purcell 6s music and subsequlkeFaily@Quedili It on the s
The masque came tbe seen as the root of modern ballet along with the newly

*0 For a thorough description of the trends and influences of English ballet, see Fernau HALL,
Modern English Ballet: anniterpretation London: A. Melrose, 1948. Hall conteniiist there
was no real English school of ballet music (p. 197).

*1 sjan NICHOLAS 0p. cit, p. 130.

52 Arnold HASKELL, op. cit, p. 22. Commissioned music remainégnadventurou
according to Fernau HALLgp. cit, p. 197.

53 Richard SHEAD,Constant Lambér With a Memoir by Anthony Powgellondon: Simon,
1973, pp. 7475. See also Hubert FOS® A.L. BACHARACH (ed.), British Music of our
Time Harmondsworth: Pelican Books, 1946, p. 169. Lambert told himRitaGrandewas
d@mere Hollywood to the rest of i3 work (Hubert FOSS{@Constant Lambedt obituary,
Musical TimesOctober 1951: 44450).

4 Edward MANDINIAN, op. cit, p. 25.
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canonised classic§wan LakeandThe Sleeping Beautjust as Purcell was seen as

one of the roots of English opera. This was reassertethbgtLeeper who wrote

that modern English ballets wereeations®emerging for the first time since the days

of I nigo Jones and the mas quddmngdgheven at King C
roots lie deep in the past

The cast of the Covent Garddtairy Queenreflected the modernity of the
national bd#et: Robert Helpmann, Margaret Rawlings and Michael Hordern
respectively danced the roles of Oberon, Titania and Bottom. Margot Fonteyn and
Michael Somes were cast as the spirits of the air, and Moira Shearer as a nymph, all
of them leading dancers whotac e ved i nternati onal f ame. The su
Wells explains why the trustees of Covent Garden opted for Lambert, for he played
an instrumental role in the development a¥ary vigorous school of English ballet
dancindi®® He and Ashton probably seethto be a safe choice: Ashton was able to
arrange dances for West End music halls as well as create ballets that catered for
audiences with radical, cosmopolitan or more conservative sensibiliti®&gnasay
Burt has shown. But by the 1940s his style et its edge, according to Hall, and
turned repetitively nealassical andinnocuou&®’ With Lambert as arranger of
Purcell 6s musi c, and Ashton as <choreographer i
Antony Tudor (the creator ddark Elegiesin 1937), neithehigh and nor low brow
would be alienated, and th@lisappearing Middlebro@® would be recaptured.
Moreover the potentially more radical edge of modern dance woudttdrauatedy
the choice of a masque and by tldttedipast or al sett
Ayrtonds designs of the sets and costumes.

The designer

Constant Lambert first started working in duo with his close friend Michael

Ayrton before the team was enlarged to the architect Malcolm Ezkéth as ce
producer, to Ashtonandffial | y t o Dent. Ayrton was probably Lz
the Covent Garden board initially considered commissioning Oliver M&skigl.

was a precociouand versatile young artist of twenrtyur and anart critic when he

embarked on the project. Anaverik and multitalented® artist, according to

Kenneth Clark, he had developed a painting style that was notable for its fluid and

chamel eon quality. He havchath(104-42apd wor ked f or Gi

%5 Janet LEEPERYp. cit, p. 7.

%6 Walter James Redfern TURNERnglish Musigop. cit, p. 47. His entouragalso accounts

for it: Keynes, chairman of CEMA and future chairman of the Arts Council (18)2was an

early supporter of ballet, and was married to Lydia Lopokova, one offihglo-Russian
dancer@ Lambert was also a close friend of Ayrton whose mothabour M.P. Bartara
Ayrton Gould was appointed on the boasfithe Arts Counciln 1945.

" Fernau HALL,op. cit, p. 98. This is how he describes the dancéhim Fairy Queen

%8 Constant LAMBERT Music Ho! A Study of Music in Declinelarmondsworth: Penguin,
(1934) 198, p.198. This is similar to the way Modernist versions of Shakespeare served to
unify the public sphere without erasing the social and cultural divisions that mass culture was
held to threaten, as shown Bychard HALPERN,Shakespeare Among the Modertisaca
(N.Y.) & London: Cornell UR 1997, chapter 2.

%9 Michael BURDENop. cit, p. 276.

0 Kenneth CLARK op. cit, p. 26.
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thanks to Lambedtf or Andr ®e Hlewesridnd sd eb al{l®dadt ai gn®e
which Haskell cites as a successful collaboration and andtherexample of the

Diaghileff method®! Ferrau Hall judged that designérsvho were often confirmed

artist® reached high standards and worked professionally frontahie%s

In the commemorative volume published by Lehmann, Ayrton explains that the
main source for his drawings was Inijopones 6 s desi @adecisiomr t he stage
motivated by the scholarly work of Allardyce Nicoll, the authoiStfiart masques
on the Renaissance stag@937), and by the precedingllet productions cited
abové combined with borrowings from a number of other sources such 'as 17
century Italian stage designs by Alfonso Parigi and Bernardo Buontalenti:

Jones and Purcell are some fiftgars apart in time and could not
possible have collaborated in the flesh, but since they were both of the
seventeenth century, | conceived it as only fitting that the greatest
English designer and composer, who complement each other so
exactly in style, ghuld, if | were capable of the metamorphosis,
collaborate in spirit™

His designs, he explains in his essagguired some departure from accuracy of
period and involved a&combinatio® of sources, including a number of period
elementsicoupled withtentative invention on [his] own pat* He underlines the
fact that his designs refleGhe confusion of idiondsthat is to say the hybrid nature
of The Fairy Queerin which foreign elements such as Chinese dancers and Greek
godsdmnake their appearande the English fairy land® and that the naturalisation
of exotic elements also char aOberanrthesed masques
Fairy Prince Significantlydhe confusion of idiond&lso applied to his paintings. In
spite of his vocal but percepé criticism of contemporary art, Ayrton never
developed a truly personal style. On the contrary his paintings often border on
pastiche and he produced an art that was strained and derivative. His sinuous,
distorted line is easily recognisable, however ddlth Yorke has shown that he
failed to distance hiself from his numerous modélsPicasso and Tchelitchew
before the war, and later on Graham Sutherland, Bosch, and Dali to name a few.
lronically Ayrtonds pr dMasteraftPastibe®uldt ack on Picas
have applied to himself.

Ayrtonds recreation of Engl awvarkichtocul t ur al past
t o d aayd@esces but retrospective views must not ignore the fact that he was
building on modern adaptations of the masque, as seeioysl/. Having said this,
Hall writing in 1948 thought that Oliver Messel and Leslie Hurry had developed a
mannerism characterised by contorted, violent and erotic shapes, a mixture of

®1 Arnold HASKELL, op. cit, p. 38.

62 Fernau HALL,op. cit, p. 216.

&3 Edward MANDINIAN, op. cit, p. 28.

®bid., pp. 30, 31.

& bid., p. 32.

% The title of a 1944 article reprinted in Michael AYRTOBpolden SectionsLondon:
Methuen, 1957, and latqualified inGA Reply to Mysel6(1956).
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magnificence and kitsch thédttted well in the atmosphere of Coveébarden at this

periodd®” Indeed the five drops Ayrton created fbine Fairy Queerwere flowing

figurative designs that had become typical of this type ofrpemantic design

[figure 2] and werealso reminiscent of the balletic adaptations®h ak espear e s

Mi dsummer Ni,ghtséusc h DrassamTyr &n erodustion hr i ed s 19
choreographed byed Val oi s to Mendel ssohnds incidental m
that harked back to fa&entury productions of the play. But any careful assessment

of the designs producedt dhe time must take into account their perceived

modernity. Haskell, for instance, considered éhmdern romantic paintérLeslie

Hurry as the futured®ritish Baksb®® And he saw Graham Sutherl@havho

designed the set and c oreetWanderdr asotlie méss ht ondés 1941
radical stage designer as an abstract artist, and he implicitly compared abstraction to

donprogramme musit He made the point tha@he Wandereéhas no plod®®

The ballet was seen as a narrative, literary form of art énsdame way as
illustration and figurative painting. But a modernist critic such as Haskell warned
against what he called thditerary pitfalldand gave his preference to Ashton who
was durthest removed from literatugeda Braque who reaches emotion thgh
form and coloud® whereas Hall underlinetis neaclassicism. Such remarks bear
witness to the ongoing aesthetic debate between formalism and naturalist art which
cut across all forms of art. If John Piper exemplified the compromise between
modernist ad insular, cosmopolitan and vernacular trends in the changing climate
of the 1930s during which attitudes to Roger Fr
took a stauncher, more nationalistic stance agathsh e 6Significant For mod
contingend’ The sinuoudinearity of his designs was an aesthetic statement, an
instance of thdyrical, linear freedondandé&@ symbol of the continuity of traditién
asserted in his ess#@yitish Drawings’? Both John Piper iBritish Romantic Artists
(1942) and Ayrton positieed themselves as the feto native Romantic artigis
sudh as Blake, Turner and Palmeand trazed the continuity of British or rather
Englistd art in their writings’®

67 Fernau HALL,op. cit, p. 224.

®8 Arnold HASKELL, op. cit, p. 33.

% |bid., p. 30.

Obid., p. 48, 28.

" The Spectatgr5 March 1946, quoted in Malcolm YORKEhe Spirit of Place: Nine Neo

Romantic Artists and Their Timelsondon: Constable, (1988) 2000, p. 206. About changing

attitudes to Fry, see Alexandra HARR. cit, pp. 101114.

2 Michael AYRTON, British Drawings London: Collins, 1946, p. 46.

“Piperbds essay was aBritaimin Rictutes Forsalliscdssionof Pipdr,e ser i es
Ayrton and Robin I ronsi dd@hkedineeAs EmglislsTrai®pe e Sophi e AYME:!
5567, in Floriane REVIRONPIEGAY (ed.),Englishness RevisitetlewcastleUponTyne
CambridgeScholars P2009.
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Ballet had cosmopolitan roots and although an English repertasebeing built,
Haskell insisted that it wadever deliberately national in outlodkn spite of&he
obstinate chauvinism of a certain section of the pabfitn a similar vein Chappell
called the world of balleta country without frontie®’ Haskell was wary of
Gexcessive insularifand he claimed thamore than ever in watime, when there is
no foreign competition, it is essential to maintain the highest critical stand&rds
Piper had collaborated with the experimer@Gabup Theatre in the early930s, but
Ghat great modern romantif al so designed t Hee Questt s f or
(1943p William Waltord s f i r st s ¢ 6 based brothe legame of Bta |l | et
Geor ge f r o faeri® Reeerewhicld was the occasion for Haskell to
reiterate his qudication: ¢he national theme must never be forced for an occasion
in a national balled’® Writing at the same time, Geoffrey Grigson was more severe
in his critical assessment of pictoridlew Romanticisrdas selfindulgent, sterile
and insular, the duct of aditerally closed socieywhich belied the reopening of
the country after the war.

A discordant reception

Until recently, The Fairy Queensuffered from a reputation of being
unperformable because of its lack of unity. Roger Norttgraemporary of Purcell,
thought that sermbperas weretambigue enterteinements: they break unity and
distract the audience. Some come for the play and hate the musick, others come only

" Arnold HASKELL, op. cit, pp. 18, 21.

S william CHAPPELL, op. cit, p. 150.

8 Arnold HASKELL, op. cit, pp. 49, 25.

7 bid., p. 30.

8 bid., p. 31.

"® Geoffrey GRIGSON,Aut hent i ¢ and HomdntciendiHarizon frok 17N e w i
n° 99, March 1948, [212.

Ashto
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for the music, and the drama is pennance to them, and scarce anyedlre w
reconciled to botb® The 1946 production met very similar discordant reactions. If
Charles Stuart iMhe Musical Timeslismissed it aga balletoperadrama hybrid
which does not truly come within the scope of these @ttééH. Haddon Squire in
Temm was more particular in his criticism: the production fibketween two style,
between the 17and the 28 centuried He thought that the music had éver
smooth, ironeebut harmonic textur@and missed the use of original instruments,
and that the igual aspect had taken over but failed to convince: musidwerely a
sidedish in a feast for the ef§ie and yet Ayrtonos designs
Gepresentationadland diteraryG 6As a whol§ he concludedg¢he production lacks
unity and styld as it had ben Gehearsed in isolated sectidf8 This had already
been articulated imfhe Musical Times the earliest review of the three quoted here,
although overall the reviewer seemed to have had a more pleasant expéidrate:
resulted, very oddly, from theddition of [ballet, opera and @ma] was a curious
phenomeno® something less not only than the sum of its parts, but less than each
part would have been by itsg¥f The reviewers also underlined the static nature of
the performance which stemmed from tfaet that the production favoured the
ballet and relegated the choruses in stage boxes on either side of the stage. Although
solo singing was generally poor, Stuart frdime Musical Timegraised the chorus

but regretted that the singers wed@eserted lke sardines into superimposed
boxe€® The failure to produce a unified show and to appeal to three different
publics was partly caused by the lack offiem directorial hand in control of the
productiord argues Burden, and by th@&elfconscious histodisnd” of what
Haskell callednational work€®

However staging such a demanding work in the immediatevparsperiod was a
feat, which partly explains why Britten devised chamber operasigarew English
Opera Group as limitations in scale provietperative®” The ballet was a fully
fledged company but it was too early for the opera company to be able to put up a
substantive show, which led Stuart to reflect tiila¢ tendency has been to put the
cart before the operatic horse: it is not to be weratl at that the poor beast should

whinnya® Ayrton acknowledged that the production was a downgrade from a more

8 Quoted in Roger SAVAGEpp. cit, p. 202. Savage argues against thethodoxy of
distaste for The Fairy Queé(p. 203) in favour of integrity and ogistency in its production.

81 Charles STUART@The English Season at Covent Garédie Musical Timesjol. 88, n°

1251, May 1947, p. 169.

82W.H. Haddon SQUIREAL the Balley Tempg New Series, n° 3, March 1947,20.

83 E.B. ®Purcelts The Fairy Querd The Musical Timesyol. 88, n° 1247, January 1947, p.

34.

8 Charles STUARTOpp. cit, p. 169. Conversely Eric Whitén(The Rise of English Opera
London: John Lehmanr,951) explains that the audiences were used to static performances
and did not adapeasily to greater fluency. The problem seems to lie with hybridity.

8 Michael BURDENop. cit, p. 277.

8 Arnold HASKELL, op. cit, p. 31.

87 Michael KENNEDY,Britten. Oxford: OxfordUP, [1983] 1993, pp. 4547.

8 Charles STUARTOpp. cit, p. 168. KennetiClark thought that Covent Garden only became

a truly great opera house under the Arts Council chairmanship of John Anderson (Kenneth
CLARK, op. cit, p. 134). He found that the administrator David Webster was able but not as
talented as Rudolph Bing (corgted to Glyndebourne and its founder John Christie, whom

W
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lavish production involving the use of elaborate machinery implied in the stage

directions of the original libretto. He listed a number of taiists such as postar

austerity, union restrictions, and, interestingly, the need to cater for an audience that

was accustomed to th@lusory techniques of the cineand that had grown

dmpatient with any contraption which fails to work smoothly aapidlya®® The

only modern device, he added, was a penumbra scope, whose effect was undermined

by the lack of proper material, but the lighting contributed to the more successful

effects of the production and derived from Bakemi t hés wor kforas art direct
such filmmakers as René Clair, although it was sometimes marred by electfft cuts.

Ultimately it proved difficult to reconcile conflicting ideals and to live up to the
trope of adunited fron&" inherited from Diaghilev and naturalised by Enlglagtists
in the interwar period, a trope that had found new currency with the experience of
the Home Front. More than ever the ballet and the opera were seen as modes of
social integration and harmony. Critical appreciations of the ballet in partictdsr of
relied on criteria of artistic unity fostered by tfearmonious blending of the three
element§ music, painting and plastic &t Staging a masque meant producing a
unified show that would mirror wartime inclusiveness and -p@st national unity.
d@n what foundation does our musical edifice stzdasked Vaughan Williams in
1914 as he presented a revived traditiodhasises fit to live i@°® Thirty odd years
later, music and dandethe corps de ballet as a team, titehestra as an organic
wholed provided a significant form of imagery for the tropes of national unity that
blended into the discourse of reconstruction. Keynes recorded the collective
experience ofheing one of a great audience all moved together by the surge and
glory of an orchestr@but also theneedto rebuild bombed theatres, theecessary
bricks and mortadbecoming the foundation dfhe rebuilding of the community and
of our common lif@* Likewise, Haskell stated thé6ad| er 6s Wel |l s ball et tod
like a welltrained symphony otestrad and rejoiced thatft]ruly the British are
once more a dancing natiar®

If music and dance had been part of the war effort, support had to be consolidated
so that opera ceased being what Britten called@irederella of the ars®® Turner
hd advocated the creation of a subsidised natic

Keynes disliked) and that the musical director Karl Rankl only gawvediocre to bad
performanced(pp. 131132).

8 Edward MANDINIAN, op. cit, p. 30.

% Michael BURDEN,0p. cit, p. 277.

“Thiswas P per s expr es sesgning fod Britted in David HBRBERT
(ed.), The Operas of Benjamin Britten: The Complete Libretto lllustrated With Designs of the
First Productions London, The Herbert Press, 1979,7. See Sophie AYMES@Benjamin
Britten et John Piper | e renouveau de | ®ip @ilks @OURBERE! ai s et ses d
(dir.), Revue LISA/LISA-purnal, vol. IV, n°2, 2006, http://lisa.revues.org/2254, accessed on
31 July 2011.

92 Walter James Redfern TURNERhe English Balletop. cit, p. 48.

% Ralph VAUGHAN WILLIAMS, @British Musidd(1914) in David MANNING, op. cit, p.

44.

% John Maynard KEYNESyp. cit, pp. 21, 22.

% Arnold HASKELL, op. cit, p. 45.

%Benjamin Britt en ®alterWHITE The Rise of Erglish QperepEcit i ¢



AYMES-STOKESi THE 1946 PRODUCTDON OFTHE FAIRY QUEEN 67

Wells rather than the recently created Glywwolene festival, unaffordable tmost
people’” The role of CEMA and subsequently of the Arts Council in funding the
arts and educimg the general public was crucia@ht the starf§ wrote Keynes who
chaired both organisations in turn and was the leading advocate of state support,
dur aim was to replace what war had taken away; but we soon found that we were
providing what had neveexisted even in peace tiaté With CEMA, state
patronage was introduced and its policy was to provide fodptbeplé an ideal of

mass education for which the BBC had paved the way before the war, and to build
on ¢he mood of wartime collectivism andcid citizenshig® To that effect artists
played a key role, Keynes believed, in safeguarding the unity of civilisation.

By the late 1940s however the wartime myth of national unity started breaking up,
as shown by Conekin for instandéhe Fairy Quen offered one of théfracturedd®
images that heralded this moment of unravelling, while reasserting the need for
national consensus and the continuity of tradition. The resulting lack of unity and
blurring of social divisions seemed to have been equalgnted, which revealed
anxieties about mass culture shared by Modernists and by New Elizabethans.
Purcell 86s work was performed one | ast
on a choreography by John Crankmore one suspects out of piety thafeetiory
wrote Vaughan Williams who recorded the moodimfmplete apathtythat greeted

it For the next grand national occasion

operaGlorianawhich was performed.

Conclusion

The photographs taken by Mangin favour a lingering association of the 1946
production ofThe Fairy Queenvith the elegiac undertones of a dark pasteedlin
a nocturnal world athe expense of the sense of renewal provided by the Masque of
the Seasons and the idyll played outhia Masque of LoveThe Fairy Queeffailed
to engage spectators in the same wapeter Grimeglid and a number of reviewers
noted the gloomy, mournful aspect of the set, an ironic counterpart to what should
have been the collective greeting of a new dawthe history of music and of the
nation. The retreat into a mythical Arden forest along with what appeared to some as
sterile visual pasticH& precluded a renewed, expansive vision of national identity
in the line of the New Elizabethans, and expresegi¢itly by HubertFoss when

t

he stated thatthédl i scovery of Purcell 6s works offers

" Walter James Redfern TURNERnglish Musigop. cit, p. 47.

% john Maynard KEYNESop. cit, p. 20.

% Kenneth O. MORGANpp. cit, p. 37.

10 peter MANDLER op. cit, p. 208.

101 Ralph VAUGHAN WILLIAMS, foreword toEight Concerts of Henry Purcellslusig,
London: The Arts Council of Great Britain, 1954 David MANNING, op. cit.

102 Geoffrey GRIGSONpp. cit, p. 205: hesawnearomantic nostalgia and melancholy as
@estructive and not affirmative of I§ehe product of the sterile union of Palnaed Picasso
(pp. 204205). Ayrton implicitly replied to accusations of pastiche in his introduction to K. E.
MAISON, Themes and Variations. Five Centuries of Master Copies and Interpretations
London: Thames & Hudson, 1960.

an
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seafaring nation of Empireuildersd’® In many ways, thednultiple and

contradictory demands made on Glori@?4 stemmed from the growing slinion

already at work in the immediate pagar period.The Fairy Queerfailed to meet

expectations for a variety of reasons which had to do with the Covent Garden

Trusteesd6 | ack of focus on early objectives fo
hybrid work targeting different audiences and the aesthetic and social discordance

reflecting thistransitional period.
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De Our Hunting Fathers au War Requiem :
Britten et la tradition musicale anglaise

Gilles COUDERC
ERIBIA, Université de Caen

Le 25 septembre 1936, les spectateurs du festival triennal de musique du Norfolk

et Norwich en Angletere o nt |l a primeur deFivel Budok T uvres nouv
Portraits de Ralph Vaughan Williams (187058), suite chorale en cinq
mouvements pour contralto, bariton, chiur mi xt

grivois de John Skelton, €ur Hunting Fathersop. 8, cycle symphonique pour

soprano solo et orchestre de Benjamin Britten (1P47%6), sur des poémes choisis

par son ami, l e po te W. H. Auden, encadr ®s dobu
cru'. Pour le public, de paisibles bourgeois conservateurs odolk, et les

organisateurs du festival, des messieurs trés décorés, friands des oratorios et autres

cantates sacrées qui composent majoritairement les programmes de tels festivals,

cbest un triple choc. I 1 s Fouiprowwquentls ubir | es gri
d®part de la vieill édabmhgssei thpAl bemaride Britt
contre |l a chasse, pratiqgue int®grante de | b6art

mai s aussi l e contraste vieosarsmurprisede re | 6®cr it u
RVW* et celle, fonciérement virtuose, moderniste et expérimentale du jeune Britten.

Cdest sa premi re pi ce pour grand orchestre,

musi ciens du London Phil ar moni endddtrlc hestra qubel

premiére répétitioh

Les spectateurs les mieux informés connaissent a peine le poéte Auden dont le
nom noest jamais orthogr aphiil@commsiteuect ement dans

YLe Prologuei nvoque | es ani maux, obj et Ratsdhdag mour et de hai i
priere contre les rats, les voit comme animaux nuisibWsssalinadécrit le chagrin
inconsol abl e que c aubBarce df Beatm@lawkingdod thenParpridge)i t si nge.

de Thomas Ravencroft (c. 15926 3 5) f ai t | 6appel des faucons et se r
chasse.

2 John Skelton (14602 520 ) , homme doé®gl i se, pr®cepteur du futur
of ficiel. Connu pour | 6i ns ol ecaeaurede Dig dassdes ®cr i t s, il

Norfolk. Le choix de Vaughan Williams est sciemment provocateur: «t hi nk t heydd thought
theydéd get AO Prai se t h»eMichael KENNEDY The Worksofe nt t he Five T
Ralph Vaughan William®xford: Clarendon, 1964, p53.

3 James DAY Vaughan WilliamsMaster Musicians, Oxford: Oxford UP, 1998, p. 70.

“Suivant | 6usage consacr® nous utiliserons ces initieze
® Donald MITCHELL & Philip REED (eds.)Letters from a Life Selectd Diaries and

Letters of Benjamin Britten(ci-apreésLFL) Volume One, 19239, London: Faber, 1991, p.

4431 roni e de | 6histoire, cbest RVW, pr®sent 7 |l a r®p®
¢ Voir Paul KILDEA (ed.),Britten on MusicOxford: Oxford UP, 2003, p. 359.
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natif du Suffolk voisin, dont le journal localfhe Eastm Daily Pressdu 22

septembre 1936, dresse succinctement le pedigreMa i s i | néont pu qud°tre
comme | dattestent | es comptes rendus des jou
RV W, compositeur reconnu, ©g @rtishrede @4 ans, docte

«Renaissance de la musique anglaise », professeur au Royal College of Music,

doyende factode la musique anglaise depuis la mort de son ami Gustav Holst, de

Delius et do6EIl gar en 1934, titulaire de 1 60rdr
Britten, fra chement dipl?!m® du RCM dont Il es 1
Festivals Internationaux de Musique Contemporaine de 1934 et 1936, ce que

soulignent favorablemefthe Eastern Daily Presst négativement Richard Cappell

dans le trés conseateurDaily Telegrapfi. Comment ne pas y voir le contraste entre

le monde, déja ancien, degminents» acteurs de la Renaissance de la musique

anglaise, volontiers insulaires et conservateurs, aux compositions élégemnteui

ddédune | eumde mgsBien®angldisiooverts aux influences européennes de

Berg, Chostakovitch, Mahler et Stravinsky, que Britten défend dans ses chroniques

de 1936% De méme on a pu voir dans la création par la BBC des variations de

Britten pour ¢ hauditre syanbotigaepdé Ibdy svas barnte jour3 ,

de |l a mort dO6EIl gar, l e 23 f®vier 1934, Il a copun
de la naissancél. ddédun nouveau talent

u

L6i mage est tr s belle et rend coempte du carac
Britten dans le ciel de la musique anglaise, notamment avec sonRatérasrimes
en 1945, que confirme la publication en 1952B#mjamin Britten, a Commentary
on his works from a group of speciali$tssymposium qui analyse et fait la somme
de sorne Tallvors qudi l néa pas quarante ans, mai s
méme encourage de telles perceptions dans diverses déclarations, jusque dans les
annéesoixante, alors que soWwar Requieniui apporte une consécration nationale
et internationaleriégalée pour un musicien de son vivant et que son cinquantieme
anniversaire est marqué par un Promenade Concert consacré & sa thusanse
ces propos, auxquels certains de ses interlocuteurs, comme le trés écouté John
Amis™, apportent leur caution voiteurs encouragements, RVW joue le role du
croguemitaine et le RCM son antre. Mais Britten reconnaiimirine avoir été un
adolescent rebelle et reste toute sa vie un révolté du fait de son pacifisme et de son
homosexualité et il faut prendre ces protestaiexcessives avec une pincée de sel
attique. Certes il sbinscrit contre | 6esth®tiqu

"Donald MITCHELL & Philip REED,LFL, Volume Onep. 445.

8 |bid., pp. 446 et 448.

® Journal du 18 mars 193®jd., p. 409.

¥Benjamin BRIVIiTEIN, Opber a at BBC: Shostakowitchoés AL
ONireless Concerts & Edward Clar& in Paul KILDEA, op. cit.,pp. 1719.

1 Michael KENNEDY,Britten, The Master Musicians, London: Dent, 1981, p. 1.

2 Donald MITCHELL & Hans KELLER (eds.)Benjamin Britten, a Commentary on his

works from a group of specialistsondon: Rckcliff, 1952.

13 Le War Requienest créé le 30 mai 1962 dans la nouvelle cathédrale de Coventry puis

donné le 6 décembre 1962 a Westminster Abbey en présence de la Reine Mere, puis en

janvier 1963 ° | 6Al bert Hal Icaetemfinerapitdpnsde Br i tt en | 6en
cadre des Henry Wood Promenade Concerts, les fameux Proms.
YVoir |l 6entretien de 1964 avecinBaaltkhDEAmi s, critique

op.cit, p. 270.
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dont il rend RVW responsable alors que celugst loin de lui étre hostile. Mais un

examen plus approfondi de sa carriere esdes T uvr es, de | 6ann®e 1936
ses cinguante ans, montre quobdelles sdéins rent
anglaise, celle de Dowland et Purcell, comme celle nouvellement créée pendant la

Renaissance de la musique anglaise et au RCM, et quse sidgens different

souvent, le but reste le méme. Pour Britten comme pour ses ainés, avec RVW a leur

t°te, il sbagit de d®fendre et dbéillustrer |l a m
pour qgubenfin el | e soit reconn waété c o mme un de:
britannique.

Le choix r®f] ®chi ddébune discipline

Britten garde un souvenir peu agréable de ses années1993pau RCM ou il
est | 6®1 ve doA+#1360) pour leBoamojetadendohn Irélan@ (3872
1962) pour la compositn, notamment la fugue et le contrepoint, dont il use plus
tard a des fins expressives avec un art a faire palir Bach ou les sérialistes viennois. Il

ndest pas | 6® ve de RVW mais |l e cttoie et chan
RCM. Il apprécie paiculierement s&antasia on Christmas Carotfe 1912° et sa

Tallis Fantasiade 1916° M°® me sobil reconna’t qubil néa peut
m®t hodes doens e andee éévende Stdnidfdses déeanators

posteriori montrent son hostili ® | 8% n Steist Utoiuoonmmaux de | 6®poque
ponctu®s ddéexpressi-dvniss ddoee x & D P®Ehistl ii &5 € nveinst : o
Establishmentb écritil le 15 mai 193%%° do6éune mani re qui ®voque un

britannique sclérosée dans ses attitudes. Vis&h Rn particulier, il reproche aux
professeurs duyenR@GMdad° °tdrlkeetdtesnt es di sposant d oL
personnelle ne les obligeant pas a gagner leur vie, et de ne pas avoir créé davantage

de ses 1 uv rSmfeniettaet soa guintettéscardes ®hantasy» y sont

j ou®s, poussant Britten ° confier | a cr®ation
quatuor féminin du Macnaghten String Quartet et aux concerts Macnaghten

Lemaré® q u i sbempl oi ent "’ d®f endre |l es diff®rente

contemporaine au Royaurumi et les compositeurs indigénes.

Déautre part, depuis 1927, Britten b®n®ficie
(187919 4 1) dont il *stll]| 6lumd dymier e®Iprveef ond®men't

15 John EVANS (ed.)Journeying Boy, the Diaries of the YguBenjamin Britten, 1928938
London: Faber, 2009, p. 58.

8 SaFantaisie sur un théme de Thomas Taitisir cordesVoir John Evanspp. cit.,p.72.

17 6The Composer Spedkin Paul KILDEA, op.cit, p. 148.

18 Charles Villiers Stanford (1852924) est nom#h professeur de composition au RCM dés
son ouverture en 1883 et compeistav Holst Ralph Vaughan WilliamsJohn Irelandet
Frank Bridgeparmi ses éléves.

19 @British Composers in Interview: Benjamin Britbein Paul KILDEA, op. cit.,p. 223.

2 JohnEVANS, op.cit,p. 73. En 1962 i | the dl, therrespecthble, t er me c o mme
the one who kosows, who sucks @pn Paul KILDEA, op. cit.,p. 217.

L Donald MTCHELL & Philip REED, LFL, Volume Ongp. 264.

22 Britten se dit «wenversé par The Seasuite pour grand orchestre de 1911 que Bridge
dirige en 1924 au festival de Norwich puis par sa rhapsodie pour orcEggée Spring
entendue en 1927, qui le poussdemander des legcons a Bridge. En 1931 Britten réalise une


http://en.wikipedia.org/wiki/Gustav_Holst
http://en.wikipedia.org/wiki/Ralph_Vaughan_Williams
http://en.wikipedia.org/wiki/John_Ireland_(composer)
http://en.wikipedia.org/wiki/Frank_Bridge
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compositeur et e méguentedadsimamerntt pendamt et agrds sels

études au RCM, parachevant avec lui son éducation musicale et artistique. Britten

rend plusieurs hommages a celui qui devient une figure paternelle en rtsique

notamment avec segariations sur un theme de Frandridge pour orchestre a

cordes, op. 10, créées en 1937 au festival de Salzbourg, qui lui apportent une

premiére notoriété internationale. En dépit de sa jeunesse les lecons avec Bridge

sont souvent l ongues et arduetdgre etomai s il en ti
professionnalisme dont il ne se départit jamais

In everything he did for me, there were perhaps above all two

cardinal principles. One was that you should try to find yourself and

be true to what you had found. The othebviously connectedith

itd was his scrupulous attention to good technique, the business of
saying clearly what was in oneds mind

Aupr s de Bridge, Britten acquiert une ®t hique
pratique ni par ses professeurs ni par ses condisciples kiu B&hs ses journaux il
se plaint des rendemus sans cesse repoussés avec le directeur, Sir Hugh Allen,

comme des |l e-ons manqu®es par | 6absence de Jol
probl mes de boisson et déhygi  nueeg alors que
propret® et dbébune mise exemplaires, ce qui I e m
Brooklyn Heights dirig®e par Auden qui | 6h®ber

pendant leur séjour américain de juin 1939 a mars 1942. Cette période charniere de
confronation avec lum°® me et déi mportante activit® cr ®atr.i
compositeur de confirmer le credo qui gouverne son existence entiére, le refus du

boh®mi ani sme et | e choix r®fI| ®chi ddune discipl
Bethenmai 1941«1 t 6s quite nice & convenient thod a tr
likingd | like the ordinary dull routine more & more the older | ¢et | candt Iive

wildly andwork»®

Amateurisme et maladresses

Britten reproche au RCM de cultiver un amateurismedthaloi t dans | 6ex®cuti on
comme dans | a composition, dans | equel i voit
Parry®, al ors que lui m°me sdefforce de d®veloppe

ma  tri s®e. Son journal du 13 tmdigrembnt e 1932 se pl
catastrophique de s@infonietta avec 8 musiciens au lieu des 10 prévus, dont 3

nouveaux, et en 1963 il se rappelle que RVW ref
transcription pour 2 pianos de |l a premi re. Les deux
runies au disque dans | a s®rie de | a BBC 6Britten t

ZBenj ami n BRHOkTBldgNand Ghamber Music d e  1d®ridted Loeking

Bacld6 d e inlPAGu6k3LDEA, op. cit.,pp. 7577 et 252.

24 Britten Looking Baok ibid., p. 253.

®Coest Britt.enBegrujia nsionulB RInTeihbDbdhald MITCHELL &r 3126,
Philip REED,LFL, Volume Two p.921.

26 Parry and his followers, with the Royal College of Music as their center, have stressed the
amateur idea and they have encouraged-éaig art, its collecting and teachingd Benj ami n
BRI T T England and the Folrt Problend in Paul KILDEA, op.cit, p. 31.
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chorales ° cause des d®Ceimangeende s&iewdle chiur du F
scandlise et annonce son attitude intransigeante avec les instrumentistes ou les

chanteurs convi®s ° son festival ddAl deburgh qt
r®pond pas ° ses crit res dobéexcellence. Sa virt
auxlecos de Bridge qui | 6habitue ° penser | a musi

son inventivité, renforcée par la composition de musiques de films au GPO Film

Unit?®, sont qualifiées par la critique conservatrice du vocable négatif de

«undergraduate clevernesset | ui valent d s ses premi res 1 uv
de manque doéinvent i oficommsdelesdu musioologudk sensi bil it
A. Westrup qui y cherche en vain un soupcon de maladres€k for trace of

clumsiness somewhere®. Britten, pour gi la musique est un processus de

clarification, ndéai me p aispelsessconome cehlee st r ati ons ®p
d 6 E ', pratiquées par ses maitres et héritées des modéles germaniques de Brahms

ou de Wagner . M° me s 6i | ornmtrsgniphogigue quand |l ont i ers | e
|l 6occasion | ui en est donn®e, il pr®f re une | a
un rapport diff®rent entre les interpr tes et |

pour gros orchestres symphoniques sont étrangers agct@ar anglais «our
English character rather inclines towards the small than to the verpHi@ans les

ann®es cinquant e, |l orsque ses succ s se confiri
critiques les plus hostiles, comme celui qui réclame un volonseestral plus
conséquent dans son opé#oriana®, voient dans | édorchestration a

et souvent chambriste de Britten, héritée de Mozart, Verdi ou Mahler, et dans son

refus de doubler les voix par les instruments, une incapaatéhestregrandet

sonore conséquente a son homosexualité. Voila qui en dit long sur une critique pour

qui la musique doit étre abig tunee , virile et nobl e comme cell e d
pour qui | op®ra doit faire auPuacntetde bruit que
qui oublie que Britten réunit la masse orchestrale la plus large de tous ses opéras

dans somilly Buddde 1951 lorsque Covent Garden lui donne les moyens financiers

de le faire.

Pour Britten, cette suspicion vis a vis de la virtuositéhhique, synonyme de
superficialité et de manque de sincérité, est symptomatique des partisans de Parry et
des amateurs du RC{ En juillet 1936 son journal est particuliérement critique des

27 Briften Looking Back in Paul KILDEA, op. cit.,p. 252.

28 paul KILDEA, op. cit.,p. 149.

29 Voir les critiques deOur Hunting Fathersjn Donald MITCHELL & Philip REED,LFL,

Volume Onepp. 447449.

®¥Benj ami n BRe T THS otk 4, @d. 52631.

Le 6 mai 1931 il oppo sliedereinesFahterdsntGeseltdda on d®l i cate d
Mabhler a celle deEnigma Variationg 6 E | agtearible dontrast to these little wondefs.é ]

Of course there must be a lottnhem but that type of sonorous orchestr
soon 6 V o EVYANS, ophcit.,p. 72.

%2 paul KILDEA, op.citp. 89.

33 6 avant to cry out for an enormous orchestral néise Andr ew Smith dans sa criti
Gloriana, | 6op®r a du 1353 iuB roin tn@amané Essays end SourceBaul

Banks, ed., Woodbridge: The Boydell Press, 1993, p. 61.

3 &rarry and his followers, with the Royal College of Music as their cdntéerare inclined

to suspect technical brilliance of being superficend insinceré . Benjamin BRI TTEN,
&England and the Folart Problend in Paul KILDEA, op. cit.,p. 31.
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nouvelles symphonies de William Walton (190283) et de RVW, sdignant

| 6amateuri sme et | es m¥deafh meeursl@meétedtien cel |l e de RW
des deux Tuvres, | eur orchestration abominabl e,
de tempo ou de dynamique dans | auxpartition, al

grandes symphonies de Beethoven, Mozart et MZ&hleéBa réaction aux

commentaires de RVW sur sa symphonie, 23 ans aprés, est signiffcatisedant

une r®p®tition de | &Siiuvcrbee sSRVW aa uraaimu sd ®&culea rnm® dce r
cequejepeuxdirs est que jYeo,cequi staddalisenBeittern Bmpu

avec Bridge © <clarifier sa pens®e pendant |l es s
soumet. La réaction de RVW, a qui sa symphonie semble avoir échappé, choque ce
jeune homme intransigeantirsde son talent et habitué a faire son autocritique, alors

que RVW a longtemps besoin des conseils de son ami Gustav Holst, pendant les
«gr andes mdeas journéas elsils échangent leurs partitions, les étudient et

les critiquent, pratique qui datde leur rencontre au RCM en 1895, et que seule
interrompt la mort de Hol&t La r®fl exion de Britten est

S Yar de ses dons qui compose depuis | 6©ge de
musicienne qui souhaite faire de son benjamiguatriéme & » de la musiqu.

Britten trouve rapidement son propre langage musical en sachant assimiler celui des

autres, alors que RVW, peu soutenu par sa famille dans ses ambitions de

compositeur, met beaucoup de temps a trouver le sien et tatonnalewanlibérer

du modéle germanique pratiqué au RCM.

Pour |l es m°mes raisons dbébamateuri sme, Britten
au chef dbéorchestre Adrian Boul t, champion de F
nommeé Directeur musical de la BBAE chef principal du BBC Symphony Orchestra
en 1930 en lieu et place de Bridge, plus ouvert aux avancées de la musique
continentale, " Berg et Schoenberg, déo¥% |l e po
comme «adical et conservateli». Britten se délecte d®ierrot Lunaire de
Schoenberg auquel Bridge le présente en février t1@33ait plus tard utiliser des
séries dodécaphoniques a de fins expressives comme le Théme inquiétant de son
opéraThe Turn of the Scree 1954 . Bridge encnaéeapttee ° Britten
bitonalit® qui d®sar-onne tant Petes choristes ¢
Grimesen 1945 et dont il fait un usage réfléchi et significatif dans ses opéras.
Bridge le pousse a écouter la musique qui se fait sur le Continent. En 1938\é&dipl6
du RCM, Britten re-oit | a bourse Arthur Sulliwva

% Journal du 28 juillet 1936n JOhnEVANS, op. cit, p. 365.
% Back to Britain with Britted in Paul KILDEA, Britten on Musigop. cit.,p. 171.

%7 Selon Michael Kennedy RVW aurait aussidéctaré ¢ Je ne sais pas si |joai me -
ce que je voulais dire, in Michael KENNEDY, The Works of Ralph Vaughan Williams
op.cit, p.246.

% James DAY Vaughan Williamsgp. cit.,p. 18.

3 Les autres éta Bach, Beethoven et Brahméoir Donald MITCHELL & Philip REED,

LFL, Volume Onep. 12.

40 Anthony PAYNE, Frank Bridge radical and conservativeLondon: Thames Publishing,

1999.

“1 Donald MITCHELL & Philip REED,LFL, Volume Ongop. cit, pp. 128129. Chistopher
DROMEY,eng amin Brittenosjn M&Rthew rRILEV (8d.),Britishe mb 1 e s
Music and Modernism, 1898960 Farnham: Ashgate Publishing, 2010.
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Berg, auquel il voue une fervente admiratidnsa grande colére, toujours sensible

20 ans apres, la direction du RCM refuse, arguant de la mauvaise influence,

musicalemais aussi morale, de Berg sur Briffen | | se rend ° Vienne ~° 16
1934 et y rencontre un ami trés proche du compositeur viennois, Erwin Stein (1885

1958), qui travaille pour les éditeursde Béfly.” ve de Schoenberg, chef dbéo
et écrivain, &in devient pour Britten une deuxiéme figure paternelle aprés la mort

de Bridge en 1941, confirmant son attirance pour les familles européennes, les

Mayer qui | O6EMatsUnisepiid lésStein & loondres aprés 1843es
go %t s ¢ os maopposkent dugmvingalisme daudRCM, entrainent en partie
son d®part pour | 6Am®riqgue °~ | a recherche dobun

Les dangers du nationalisme en musique

Britten appr®cie particuli rement la | impidit
Bridge, sa gande connaissance des classiques et son absence de dogmatisme qui lui
per met ddéavoir des ®changes au cours desquel s i
liberté* notamment au sujet de leur pacifisme commun. Grace a Bridge, Britten

sdbouvre 7 die@wsuquea Besthowero en Brahsns, modeles de perfection

selon | a doxa du RCM et | 6opinion g®n®r al e, d
br %l ant c e ® ¢En 08940, saachroaigueAn@&nglish Composer sees

America»*® sur les choix des compositeurs anglai p o u r lutter contre | 6in
germanique en musique oppose les professionnels qui, comme Elgar ou Bridge (en

attendant de recruter Purcel!]l comme exempl e doc¢
anglaisé’) ont su sdinspirer deleeétaonteraleli ti on cl assi
di scours un accent anglais caract®ristique, et
pratique du fol ksong, ont refus® |l es | e-ons qu

risque de propager un nationalisme dont les relents méphitiquest sefir outre
Atlantique, & son grand dégdtit

Les séjours de ses amis Auden et Isherwood a Berlin, leurs connaissances dans les
milieux artistiques allemands de gauche, et ses propres voyages a Florence et a
Vienne en 1934, puis a Barcelone enilal®36 ouvrent les yeux de Britten sur les
ravages de la peste brune. La dénonciation des fascismes hitlériens, mussoliniens ou
franquistes fait partie du message encodé @amsHuntingFathers,parabole sur la
terrible année 1936 ol commencent plusieire as ses ° Il 6homme, 0% en 1
| 6Al l emagne nazie occupe | a Rh®nanie, en mai I ¢
et en juillet éclate la guerre civile espagnole. Pour Donald MitcRells away
d®signe | a ver mi ne f as c iDanteeof DgatifHawkibgt aque al or s |

42 pas moins de trois articles daBrstten on Musigop. cit.,pp. 171, 224 et 252,

43 Donald MITCHELL & Philip REED, LFL, Volume Onep. 3839 et o6Letter 536, p. 35
pour | 6i mportance dOEr wPwmurStlee sn Mayer jh av oviire dllee tBtrert t
Donald MITCHELL & Philip REED,LFL, Volume Twop. 724.

44 JohnEVANS, op. cit.,p. 413.

45 paul KILDEA, op. cit.,p. 228.

“®|pbid., p. 27.

“7Ibid., p. 45.

“8 |bid., pp. 2627.
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forthe Partridgelas soci e dans |l a |iste “Yleséoraucons | Al | «
américain de Britten lui permet de mesurer le repli sur soi des américains qui

sbébincarne dans | es politi quHNaional®@riginsmi gr ati on r es
Actde 1924 et le systeme des quotas, dont Britten et Pears craignent plusieurs fois

dé°tre les victimes, qubéi mpose | 6dopinion publigq
des juifs en Europe et ses efforts pour les accueillir. Ses lettres @nsis

britanniques sO6®t endent sur | e chauvini sme (
doéi solationni sme prtn®e par Joseph Kennedy, | e
américaines, annonciateur de la chasse aux sorciéres du maccafthisaigeaussi

sur | deecogher ideé sa critique musicale. A la création déSisfonia da

Requiemen mai 1941, elle lui reproché& doé°tre angl a

Les compositeurs am®ricains sb6efforcent eux au
spécifiquement nationaGershwin, avec soRorgy andBesd e 1935 br 3%l e do®crire
Il e grand op®ra am®ricain comme dbéautres r°vent
annéestrente, Aaron Copland (19a1890), ami de Britten, rejette lamusique

sérieuse », la musique savante étudiée aupeéNadia Boulang® comme un art
étranger,émanadtd une cul ture europ®enne ®|litiste, et si
pour atteindr e imposed simpbcityl uneagimpliité Ivaulueg et

revendique le titre whitmanien demusicien de Brodlign »*°, Aprés la premiére de

Paul Bunyar' ce méme mois, le compositeur Virgil Thomson, {puissant oracle

du New YorkHerald Tribune,lui aussi éléeve de Boulanger, accuse Britten de

produire cette musique qui passe pour moderne mais sans danger a ¥a BBC

Thomson, luim° me aut e ur andricaim, FaupSaintsain Three Actsur

un livret de Gertrude Stefh) s dengage en 1942 dans une s®rie d
de grands Am®ricains. [ voi t ddédun mauvais Tl
Britten qu , supr°®°me audace des deux Angl ai s, sdempa
blcheron géant, défricheur des foréts primitives et artisan de la civilisation, pour

d®finir ce qudest un Am®ricain et mettre ses ci
de sa démocratie.

®pour |l e contenu politique dBetted &Audemn¢he v oi r Donal d

Thirties Woodbridge: The Boydell Press, 2000, pp-443

%6 Let t a@rDorabN8TCHELL & Philip REED, LFL, Volume Two,p. 793.

6Let t abid, 89126 ,

%2 Nadia Boulanger (1882197 9) , composi teur fran-ai s, professeur
Professeur au Conservatoire puis °© | 6Ecol e Nor mal e
Conservatoire Américain de Fontainebleau. Férue de musique Renaissance et Baroque, elle

forme de nombreux contemporains de Copland, dont Virgil Thompson, Elliott Carter, Walter

Piston et Mark Blitzstein.

%3 Howard POLLACK,Aaron Copland, the Life & Workf@n Uncommon ManUrbana &

Chicago: University of lllinois Press, 2000, p. 30B.our | 6i nfl uence de Copland su
voir Gill esFaiSobdlD&REL) Iceds op®ras pour enfants de Benj
Ranam,n°39, 2006 Culture savante, culturpopulaire Strasbourg Université Marc Bloch,

pp- 162165.

“Op®rette chorale en un Prologue et deux actes de B

6 Let t darDorld IMBGHELL & Philip REED,LFL, Volume Twop.921.
%6 Crée a Hartford en février9B4. Anthony TOMMASINI, Virgil Thompson, Composer on
the Aisle New York: Norton, 1998, pp. 34350.
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RVW et le folksong

Les attaques de | 6®col é&ngthnd arffiddhe kaldotn g par Br i t t e
Problem»°’ rendent compte de la maniére dont le public américain percoit la
musique anglaise «too much organ voluntary in Lincoln cathedral, toouch
Coronation in Westminster Abbey, too much Jaskending, to much cleldopping

on the fucking village green, soi l faut en croire | e m®chant
dress® |l e chef doéorchest reBritteen vise Bampet si t eur Leona
lesamateurs du RCM et sbadresse implicitement "

National Music,titre qui fait écho awMusic and Nationalism, A Study of English

Opera(1911) de Cecil Forsyt le texte de ses conférences données de 1932 & Bryn

Mawr College sur les nsigques nationales et la nécessité pour tout compositeur

anglais de sbéabifolksongeao ur dtat esiorudrrcee "dul 6uni ver sal
e

qgudi l ®l abore d s 1904 et gui refl —t son parc
grands bourgeois libéraux qui encagent les arts, RVW subit leur attitude
conservatrice vigv i s de | a musique et doi t conjuguer d

Cambridge avec celles du RCM ou régnent les successeurs de George Grove, Parry
et Stanford. Le statut du musicien est toujours ia@ertdans ce pays qui depuis

deux si cles importe massivement des musi ci ens
Haendel, Jean Chrétien Bach ou Mendelssohn, pour qui le musicien est socialement
d®cl ass®, © moins qubil ne sbimeudbdbhessbtaere o

et son doctoraésmusique & Cambrid§®et sa bréve carriére de maitre de chapelle
en 189597. Malgré la révélation de Wagner, de Bizet et de Verdi, et la découverte
de Purcell en 1895, dont il prépare une édition critique\WWekome Odegntre

1905 et 1910R V W, i ssu débune famille aux go%ts musicau
non moins conservateur RCM, et-laéme inféodé a LeipAiY peine & trouver un

idiome personnel . La collecte sur l e terrain d
1903k persuade qudil y a |7 un riche patri moi ne

modalité offre de nouvelles possibilités mélodiques et harmoniques lui permettant
dé®chapper aux harmonies classiques de Brahms ¢
Mais cette découverteule, qui, déclareil, le libére des influences étrangéfese

suffit pas a former son style. En 1904, il prépare une édition critiqiée&nglish

Hymnalet d®couvre | e patrimoine musical de | 6®gl i s
qui partage avecse f ol ksongs | 6utilisation de | a modal it
sa splendidd~antaisie sur un théme de Thomas Talls 1910 ou il adapte le

modele de la fantaisie élisabéthaine dans un effort de renouvellement des formes. En

" paul KILDEA, op. cit.,pp. 3135.

%8 Meirion HUGHES & Robert STRALINGThe English Musical Renaissance 184810,
Constructing a National Musiéancheser: Manchester UP, 2001, p. 208.

%9 Cecil FORSYTH Music and Nationalism, A Study of English Opédrandon: Macmillan,

1911.

% Depuis le Moyen Age, tout candidat au titre de Bachelor of Music doit étudier une autre
matiere. James DAWaughan Williamsop. cit, p.15.

®1 Pour son voyage de noces avec Adeline Fisher en 1897, RVW se rend & Berlin avec
|l 6intention doé®tudi er avec Max Bruch, que Stanford,
trop conservateuloir James DAY Vaughan Williamsibid., p.21.

62 Ralph VAUGHAN WILLIAMS, National Music and Other Essay®xford: Clarendon,

1987, p.41.
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1908, trois mois passésaris auprés de Ravel libérent son imagination harmonique
et orchestrale doéoune® mani "re durable et puissan

RVW ne dit jamais express®ment gudune ®col e &
fond®e sur l e folksong. Mai snd dellénitea qual i t® do
Gil bert Murray et de |1 6historien G. M. Trevel yze
comme celui de Cecil Sharp (184924), qui insuffle alors une énergie nouvelle a
la Folk Song Societfondée en 1898, de les faire connaitre au publicsalogqu 6i | s
sont prés de disparaitre du fait du développement anarchique des villes et de
| 6i ndustrialisation. En 1879, Car | Engel , l e 1
sur nomme | 6das lgahdeohre rMusik », @xpression qui, plus que de
mettre en doutel 6 exi st ence déune tradition musical e

philistinisme musical u pay s, s6®t onne de | 6absence dbéun r
qubi l anptiorall sbngse ¢ Il 6i nstar des nombreux recuei
Volksliedere t rel ve nté@étdesanusicierss sagaits et du public pour

celleci®® doéo% le travail de Cecil Sharp et | e pros¢

toute école nationale de musique doit étre créée sur les bases des matiéres premieres
que sont ces folksonYs Lui-méme etson ami Holst publient des recueils de

fol ksongs ~ | 6intentioNodges| @66l ESshoobm@®enhbaBsa
de Hol st (1908), ®crivent des Tuvres symphonig
folksongs ou bien fagconnent des mélodies qui y ressemidee RVW appelle

« synthetidolk-songe . ([ est tr s conscient de | 6i mpasse

félicite que ces mélodies se soient inscrites dans le patrimoine génétique des
Britannique&’, comme la Bible et Shakespeare, il est inquiet deiveks négatives
de son évangile de musique nationale et du nationalisme étroit qui se manifeste en

GrandeBretagne et auktatsUni s, sans parler de | dAl |l emagne hi
nom de tous | es musiciens angckceptelePret avec dobéinf
Shakespeare que | ui d®cer nell constitue peuter si t ® d o6 Ha mt
°tre de |l a part de | 6Al Il emagne naeehi e une tentat
anglosaxon, au pedigree impeccabl a¢ensenl ors qubell e
Angleterré®, mais aussi une reconnaissance certaine pour celui qui en 1912 exprime

son d®sarroi devant la difficult® dé°tre compo
dé°tre un musi ci en a n g | Vidho svantd @ha €£nglishn essai i nt i

compose? » °

8 Michael KENNEDY, Foreword to the Second Editiérin Ralph VAUGHAN WILLIAMS,

National Music p. vii.

“Loexpression du musi colresgdans soalhtrbdeatian nodthei nst al | ® - Lo
Study of National Musipubliée a Londres en 1866, est reprise par Oskar Adolf Hermann

Schmitz comme titre de son livredas Land ohne Musikde 1904.

8 Michael KENNEDY, The Works of Ralph Vaughan Williarog. cit, p.26.

% Ralph VAUGHAN WILLIAMS, National Musicp. 41.

%7 Ibid., p.4647. Voir laNorfolk Rhapsody N°d e 1 9 0 6 ®inwohh i bopaRerie29

pour RVW et laSomerset Rhapsodgp. 21N°2/H87 de Holst (1907) et son opétathe

Boar 6 sde1®24a d

®8 Ursua VAUGHAN WILLIAMS, RWV, a Biography of Ralph Vaughan Willigrixford:

Clarendon, 1964, pp. 24518

®Comme |l es sfurs Unity et Diana Mi Brtishrd, ®pouse docC
Union of Fascists

YR.C. M. MagazingVol. IX, n°1, 1912.
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| am gradually realising that | am English

A Londres, Britten chante les madrigaux de la premiére Renaissance dans le
chiur déArnold Forster et des harmonisations de
siége de l&nglish Folk Song and Dance Gety'". Il les considére comme de petits

bijoux, quoique impropresenemx®° mes ~ des compositions dddenverg
nettement | es ar r sam@ieam®erdy Srainger (1B&6lus t r al i en
ceuxdeRVWA.Lor squoi | pour f eigabiedl@gtenipequalles f ol ksong
dogme nda plus force de 1 oi, gue | e |l angage mus

et que, méme si son ethos imprégne durablement les musiciens indigenes, la
musique continentale souffle le vent du modernisme sur I€bayEngland and the
Folk-Art Problem », publié dans le magazine newarkais Modern Musi¢ rend
compte de lgersistance du modele et affirme ses golts cosmopolites. Pour sa
défense, comme exemples de compositeurs éclectiques aux accents typiquement
anglais, li recrute Elgar, ce fils de boutiquier catholique qui doit gagner sa vie avec
sa musique, et Delius, dont la vie aventureuse se passe si peu en Angleterre. Ces

deuxoutsidersson | e not e, | 6un autodidacte et | autre
Leipzig, ne bééficient jamais des lecons dgsntlemerdu RCM. Pour Britten le
débatestvain quell e que soit | a technique ddun compo

subit, sa nationalité se révéle dans sa musique, de méme que ses idiosyhcrasies

La date de pubdation de cet article, janvier/février 1941, nous semble

significative. Le départ de Britten et Pears poufiegsUn i s , "l a suite dbéAuden
dbél sher wood, suscite des remous dans |l a press.
mauvais Til llectudlsweée gaecHedda pol@msquei dort RBritten est

trés conscient, enfle aprés la créatiorabsentiade sonViolin Concertoa Londres

en avril 1941. Britten se sent poussé a justifier sa position de musicien certes

éclectique, mais surtout anglaign effet, au contact de la société américaine et loin

de son Suffolk natal, il d®couvre ses racines,
contact tr s ®troit avec e:ldYeussedl doomme i | | 6®c
gradually real i 8antas atdmaaser Il sapposeElrfegll | wanh

more definite roots than other peopé® Le désir de retour vers la mépatrie en

juillet 1941 est réveillé par un article de son ami E. M. Forster sur le poéte du

Suffolk George Crabbe«Totakof Calibeistotaltofpar | a f or mu
Englandeé , al or s qguobi l est encal min® avec Pears c |
BartlettRae Robertson, a Escondido au nom symbolique, dans cette Californie qui

"I The Emlish Madrigal Choir fondé en 1929 par cet ancien éléve (18964) de RVW.
Voir Donald MITCHELL & Philip REED LFL, Volume Onep. 179.

bid.,p.347.1' 1 1 ui d®di e une Adléne Shers WalSeite ori Englishs T uvr es,
Folktunesop. 90 (194).

“Benj ami n ERylai & khe Folart Problend in Paul KILDEA, op. cit.,p. 31.
" bid., p. 34.

6 Let t d@mrDorald RIGCHELL & Philip REED,LFL, Volume Twopp. 869873. Voir
aussi Humphrey CARPENTERBenjamin Britten, A Biographyondon: Faber, 1992p.
151-152.

“6Letter 25-&&e, 4 avrl 1940im DdnadaMITCHELL & Philip REED,LFL,
Volume Twop. 794.
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repr®sente pour |lui | 6®plt olideadedrerster d ®f aut s de
entraine le double désir de rentrer en Angleterre et de composer un opéra, le futur

Peter GrimesBr i t t en s def f or cSeottigh|Ballags odpe. t2e6r,miinuewr el a
alimentaire sur des mélodies écossaises pour deux pianos écrite pdidteses

d 6 E's ¢ &.nPdis,dbaetour & Long Island chez les Mayer en octobre 1941 en

attendant de trouver un bateau pour rentrer au pays, il harmonise des folksongs

anglais et réalise des airs profanes de Purgadlur allonger les programmes des

récitalsde Peter Pedf$ al ors qudil traverse une |longue p®ri
le sort la commande de Koussevitzky p&ater Grime¥.. Le retour vers le pays

nat al et " | édinspiration se fait en quelque sor
essencemu si cal e. Les gr an deRatsUnis xomprennente r mi n ®e s au x

notammentLes llluminations op. 18 sur des poémes de Rimbaud etSesen

Sonnets of Michelangelop. 22, symboles de son éclectisme. Comme(aexre

Chansons frangaisgsour soprano etrohestre de 1928, elles manifestent sa quéte

doune |libert® et, %L omme viod omo ®e dB®Ccd@apPear s un
de musique vocale élégiaque ou pastorale cultivée en Angleterre et au RCM qui

illustre abondamment le Shropshire de A. E. Haar$fhou les contemporains de

Shakespeare. Mais |l es Tuvres auxquelles Britte
mars 1942 indiquent un recentrage sur la tradition séculaire et la langue anglaise
auquel l a guerre nobest pas P&edriGanreset r e . I ®b auc

termine sorHymn to St Cecilis ur un po me dO6AWdesaSte en r ®ponse
Cécilede Purcell et en accord avec la tradition spécifiquement anglaise de célébrer

la patronne des musiciéfisll compose aussi le pendant & sorBoy is Bornde

1934,A Ceremony of Carol]s q u i sbinscrit dans |l a |lign®e il]l
comme laFantasia on Christmas Carolde RVW, le célébre Nodh the Bleak

Midwinter de Holst ou encore IBies Natalis(1939) de Gerald Finzi (1901956),

toutes consa®e s aux promesses de renouveau de Nozxl , f
"7 Escondido |l ieu cach®, mais | e refugeinibig,p.r ®v | e une pri
977.

BoLett et BB B Gntibirs,pp.D7LRADT3.

“Ccéoest © dire proc®der ° la notation compl “te ou

chiffrée ou non, écrire les accords qui soutiennent une mélodie, ce qui requiert une

connai ssance desre,ondentiromgd ed o @drthiatrumoni e et des S
différentes époques.

®4Lett dribid3@888.Chacun déeux est d®di ® Fokkun ami am®rica
song Arrangements Volume | (British Islest publié en 1943. Britten en publie 7 volumes

entre 1943 et 1976 etATime &herd Wad97b)sestdne suiteisurr es T uvres,

des folksongs anglaiRVW était vengé.

8l Let t dnribid3p BDH7,

#pet er IPhe XdR&® Musiain Donald MITCHELL & Hans KELLER op. cit, p. 65.

8 | a publication des poémes de Housman (18836)A Shropshire Lad(1896), évocation

nostalgique ddédun monde rural sur | equel pl ane | dombr
mises en musique du cycle dont celle de R\, Wenlock Edgé1909) ou cellede John

Ireland, TheLand of Lost Conter(1920-21).

8 Fondée en 1682 paihe Musical Society ®uni ssant des musiciens autour de
Playford.



COUDERCT BRITTEN ET LA TRADITION MUSICALE ANGLAISE 85

du verbe de Dickefid La démarche de Britten présente ici des ressemblances avec

| 6®vol ution artistigue de son ami l e peintre Jo
opéras. Ouvert comme iBen aux avanrgardes européennes, Piper abandonne
| 6abstraction d s 1936 et ef fectue un repli ma

représenté par William Blake, Samuel Palmer et les grands paysagistes, dans son
essaBritish Romantic Artistsgui paraiten 1942°,

| feel a curiously local composer with strong roots in the English
language and folksong

Léautoportrait que Britten peint en octobre 1

alors qubéon | e f®icitensdemmeneatiopadwetdé t re un compo
continuer une tradition qui va de Mozart a Mahler en passant par Schubert, auxquels

on | 6associ e daheupnél, sonstite x ladaisru®leilan réel et un

catalogue de son Tuvre ° ce jonddansudans ses 1 ®f G

terroir, a la langue anglaise, au folksong et a Dowland et Purcell

I am not aware of being in a particular tradition. In fact | feel a
curiously local composewith strong roots in the English language
and folksong, but the tradition of Dstable, Wilby[sic] Dowland,
Purcell and so on, has been too broken in the last two hundred years
for one to be said to belong t&t

Harewood et Mi tchel I, dans | e symposium de 195,
qui parait quelques mois avant la premiéee Gloriana, op®ra qudil con-oit
|l occasion du couronnement de | athg eune Eli zabe

Englishryé | 6angl i ci t“BNéa LowestofmPutiok, Briteerureste toute

sa vie «@ local boy». Le terme répond au consciosly national» clairement
péjoratif de son interlocuteur, mais dessine aussi son statut de compositeur a la
marge, qui se retire dans le Suffolk, y fait venir les grands interprétes de son temps

pour son festival do Al de btaumépdhen &uropee f f ect ue de
not amment apr s Qlofa®x hewrt atriive gmal hdeeur euse dobdas:
|l op®ra en anglais et |l es musiciens 7 une <con

constitutionnell e, commeTimeSd dadvgiulee UOB2 |l gutre

8 Selon Paul Kildea, Britten aurait songé & tirer un opér&ialistmas Carodde Dickens &

parir duquel RVW écrit un balle®n Christmas Night, A Masqu£926). Paul KILDEA0p.

cit., p. 248.

8 Sophie AYMES «John Piper et Benjamin Britten | e renouveau de | 6op®ra angl
décors», in Gilles COUDERC (dir.),Opéra et identité nationale dans le monde anglophone

Revue LISA/LISA-@urnal, vol. IV n°2, 2006 http://lisa.revues.o¥g254, consulté le 8 juillet

2011.

¥ voir Il e chapitre dleeMseal Atmasphedl TeECCHE & € | Wi de Hans

K E L L ETRe Musical Charactérin Donald MITCHELL & Hans KELLER op. cit.

8 paul KILDEA, Britten on Musi¢p. 245.

¥ Loexpression est de TMe Madhedhg MdicdlAimosphede,s chapitres 6
in DonaldMITCHELL & Hans KELLER, op. cit..

OlettreauTimesd u 6 avr il 1952 o%, un collectif dbdéartistes e
pr®sence militaire aux fun®railles de Georges VI et


http://lisa.revues.org/2254
http://lisa.revues.org/2254
http://lisa.revues.org/
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signe Britten, |l 6op®ra " sa cr®ation choque pat
hermaphrodite, vieillie, capricieuse et vindicative avec son jeune favori, Essex.
Apr s |l es ann®es de guerre et de privations, I

commeMerrie England,l 6 og®ma que en 2 actes db6éEdward Ger m:q
composé pendant la seconde guerre des Boers, qui romance sans souci pour

| 6Hi stoire | es aBessieMwockinertarR adlee ilgah reeti ndee et dO6 Es s
dans le style deSavoy Operasgle Gilbert et Sullivan. Sa veine sentimentale et son
patriotisme font la joie des milliers dbéamateu
|l ann®e du “colrbd mdemdrton t en werse iTdbOW®Cca i re ¢
sérieuse> qui ne se résume pas aes danses folkloriques et des cabrioles sur la

place du villag#», allusion perfide aux folkloristes de la musique anglaise. Avec

cet échec Britten et Plomer paient leurs audacasedide la génération def\rgry

Young Men> etGlorianaat t end | a reprise ° Sadl erds Well s
trouver le succés escompté

Englobant New York puis Londres dans la méme détestation, Britten compose

Peter Grimesdans le Vieux Moulind e Snape achet ® en 1937, s 0
définitivement a Aldeburgh, le village de Crabbe et Peter Grimes dés 1947, y fonde
son festival de musique en 1948, et c¢cr ®e nombr

Suffolk, comté qui sert de cadre a trois de ses opBeter Grimes, Albert Herring
et The Little SweepNeuf de ses opéras, dReter Grimesa Owen Wingrave se
passent en Angleterfe Le Gisors duRosier de Mme Hussote Maupassant est
transposé en Suffolk dans un Loxford imaginaire pour des raisons denkisee
dansAlbert Herringet en 1964 le Noh japona&imidagawau a Tokyo est rapatrié
dans les Fens sous le nom @erlew River,titre de la premiére de ses Paraboles

pour | 6®gl i se, oY% il renouvell e son | angage mus
voyage en Extrém®r i e nt de 1956. Si, en parodiant John

documentaire a message social pour qui Britten travaille au GPO Film Unit au sortir

du RCM, | 6op®ra est la chaire depuis | aquelle
entendentfaire passer leurs questionnements de la société contemporaine, il est

i mportant de | 6i mplanter dans un cadre familier

tous dans un microcosme géographique, historique et social indigeéxred in my
small experiencé have learned that if one concentrates on the local, the particular,

les artisans du sieckkd E|l i zabet h |, souhaite °tre associ ® au n o
aux c®r®monies du couronnement, |l es Windsor noé®t ant
Voir Letter 733 de Britten au poéte et romancier William Plomer (119033), futur librettist

deGloriana, in Philip REED, Mervyn COOKE & Donald MITCHELL (edsetters from a

Life: The Selected Letters of Benjamin Britten, Volume F@621957, Woodbridge The

Boydell Press/The Britten Pears Foundation, 2008, pia85#t le dessin de DakiLow en

écho a cette lettre, p. 20.

1 Merrie England, créé au Savoy Theatre avec grand succés, détient le record de

représentations des opérettes anglaises par des amataurstobre 1952, Lord Caverley en

sugg re | 6ex®cuti on emenuPhilip REED, MefvineCOOKEW® cour onn

Donald MITCHELL,LFL, Volume Four,p. 86.

%2 bid., p. 63.

BCoest l e seul des op®ras de Britten qui nbest | ama
enregistrement datant de 1993. || fait " pr®sent |60
%SonopérdillyBuddd e 1951 doéapr s le r®cit de Melville se pac


http://en.wikipedia.org/wiki/Elizabeth_Raleigh
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if one writes for particular singers, instrumentalists, local occasions, the works can

have an actuality, a realistic quality, which may make the result useful to the outside

world. »® Les petites villes, leurs potentats locaux et leurs petits bourgeois dans

Peter Grimeset Albert Herring,ou les demeures seigneurialesTde Little Sweep

ouThe Turn of the Scres, ont f aci |l ement identifiables par |0
spectateur eupgen, effectuant la transposition nécessaire, peut les reconnaitre

ai s®ment . En 198 ,s ulmnaed a p\tidig Bhiskéspead®useala m

projet shakespearien de Britten ab%uti r ecentre | 6action dans | e boi
régne Oberon etrévelea par t déombre dbéune des com®di es | €
barde national.

Cet ancrage régionalu i ndi g ne se mani feste par | d6appel
préhaendel i enne c¢comme source dbéinspiration. En
spectacle qui puisses sur er | 6i nd ®p &he &Emmlislk@perd Grayp nci r e de
|l a compagnie qudil fonde en 1946, Britten eff
orchestrationdB e g g a r 6 de Jdbmp Gay (A728pallad operacomposé sur des

mélodies populaires dutemfpsMani f est e de | 6op®ra anglais contr

de Haendel, il obtient toujours la faveur du public depuis sa création. En 1950 il
composeLachrymae, Reflections on a song of John Dowlaml, 48, suite de

variations pour al tWiliantPrinwosea Rondéasatienyi n® ~ | dal ti s
complaints could passions moveelle incorpore la plus célébre des chansons de

Dowland «Flow my tears» dans une bouleversante évocation du compositeur

élisabéthain de renommée européenne. En 1963 il compose dasonarsur

«Come heavy sleep dans leNocturnal after John Dowlandop. 70, pour le

guitariste Julian BreantGloriana, avec lequel il ambitionne de donner a son pays un

op®ra aussi Ardadper ®bkeerndtia tp of uBqriglGddotneyddoure ou que

|l es Russes, revisite | 6histoire dOoElizabeth et
la musique de | eur temps ° |l 6acte | 1. (I sbouv
Concorde, divertissement scénique mélant théatre, chant et danse qui trouve son

apogée saiJacques’f®. La suite de danses de cour de la scéne 3 est inspirée par la

passion de la reine pour Terpsichore commecdasortsde Dowland, auteur dehe

Earl of Essex Galliardgui témoignent des connaissances de Britten en musique

ancienn&. Pource danses Britten profite des conseils
compositeul®, sa collaboratrice de 1952 & 1962. Trés attachée comme son pére a la

redécouverte des folksongs et de la musique ancienne anglaise et spécialiste de

“Benjamin BRI WFEN, ndg E nPgul KIDEA dppcie,p.20®., i n

% Dans les années 1960 Britten songe & ad#finer Lear

“Laplupart pudl ®es par | 68®di t e uEnglishdamtingMasiegef1650.d dans son

Voir James DAY, 0 Engl i shnessbd in Musi c from EIlizabet han Tin
Britten, London: Thames Publishing, 1999. p. 84.

%Job,l e ballet de RV Masgue To9 Badciyp ers hibinmagei at cetle

forme.

% Britten posséde une grande collection de piéces élisabéthaines pour le alaiier.

Christopher GROGAN, (ed.)mogen Holst, A Life in Musid@ldeburgh Studies in Music 7,

Woodbridge: The Boydell Presg007, pp. 14849.

MWcompositrice et chef doocEnglibheFslk Soeg andtDances acti ve au s
Societyf ar ouchement attach®e ° |l a cause du fol ksong et
contribue ~° 1l a r ®®v al paaBriften. Yoirtinegen Holstwp.cie de son p re
pp. 159161.
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danses anciennes, elle lui grée manuel de Thoinot ArbeRbq u i indiqgue | d6ordre
de ces danses, I ui en montre |l es pas et |l e per
danseur de morisque, figure a la mode dans les cercles aristocratiques élisabéthains.

Décrites comme tenaissance deseilles formes» par leBirmingham Post? elles

lui valent des accusations de pastiche alors que Britten interpréte a sa maniere les

instruction trés précises dirts Councilpour que le royaume et ses artistes fétent

dignement |le courl®nnement doEIlizabeth
Lé6influence de Purcell sur Brittan, avec qui,

superego identification, est immengé&’. La renaissance de Purcell en Angleterre

d®coule de | a volont® dbéen faire | 6®quival ent

Baroque anglais son musicien natioffal Elle est marquée par la fondation de la

Purcell Soci ety e RarylQReepar Standord el 18R dpartlai on du

premiere représentation modernelkido and Aeneaau RCM en 1895, avec RVW

et Hol st uisaparsun lbng article qué lui consacre Parry dangsdord

Historyof Musicd e 1902 et | 6 ®dMelcome @deparrRVW enraie de ses

1905 et 1910. Cecil Forsyth désigne Purcell comme le compositeur national dans

Music and Nationalisntité plush aut et cb6est Purcelll gue Britter
d®f ense de | 6anglais comme | angue ®mi nemment pr
de recr ®er | 6o p:®&0ne of my chiefaims is tmnyrandbrestarel to

the musical setting of the English langeaa brilliance, freedom and vitality that

have been curiously rare since the death of Pus¢éiC6 e st encore | ui que Bri
®voque comme mod | e do®cl ectisme dans son styl e
un bel article qui salue le 25@nniversairede sa mort en 194%. Contentons nous

i ci de citer |l es grandes ®tapes qui expriment
ce Peére Eternel, le compositeur se méfiant des éventuelles interprétations de

« nationalisme musicat de ce travaif®: la réalisatiorde Dido and Aeneagl951),

la transcription de l&Chaconne en Sahi neur |, Z730 (19™&) , | 6adapt at
Fairy Queen(1967), la réalisation dddarmonia Sacreetdel 6 Or pheus Br i tanni cus,
la musique vocale sacrée et profane de Pufedt les rutilantesariations et fugue

sur un theme de Purcelldehe Young Personés,opBddee to the Orc
1946. Comme le note Mitch&lf, Britten lui emprunte une rhétorique musicale,

101 Orchésographie et tracte en forme de dialogue par lequel toutes personnes peuvent

facil ement apprendre & pracdeilfg8.er | 6honneste exercic
102Philip REED, Mervyn COOKE & Donald MITHELL, LFL, VolumeFour, pp. 152166.

103 voir Paul KILDEA, Selling Britten, Music and the Market Plad®xford: Oxford UP,

2002, p. 132Br i t t en propose alors ° 5 de ses coll "gues
communeVariations on an Elizabethan Theme (Seln g e r 6 sdonRl@ sienng ¥uick

and Gay» cite saGloriana.

pans | e ThkehMusicaltChagactds jn Donald MITCHELL & Hans KELLER,

op.cit, p. 320.

1% The English Musical Renaissance 184B10,p.36.

) ntroducti on au ra%aide|Petar Siimes Livddn:l dohn @ane The

Bodley Head, 1945, pp-&, citée dans PalILDEA, op. cit.,p. 50.

17 bid., p. 52.

5 0n Realising the Comiidi,mu66. in Purcell 86s Songs

19 poyr une liste compléte des arrangements etditisrés de Purcell voiBenjamin Britten

A Catalogue of Published Worlk&ldeburgh: BPL, 1999, pp. 17-384.

10ponald MITCHELL & Hans KELLERpp. cit, p. 39
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ostinatos, basses contraintes epartiedot amment | 6us
patrimoine du XVIf siécle européen, qui marque aussi bien ses opgéetsi y a
peu dbéop®ras de BT tommeesa mgsigue dnstrpnzestadeaot ai | | e

vocale. LeQuatuor a cordesi°2 en Ut de 1945, la canta®ejoice the Lamlipour
c h 1 et orgue, op. 30 de 1943 dine Holy Sonnets of John Donpeur ténor et
piano, op. 35 de 1945 sont marqués de gestes purcelliens. DaMidsummer

Ni ght 6 sd eDrledabnd , l e rtl e detodeypurceienmeete st doéune vo
I 6air d bkKadw@rbank» est un hommage auSweeter than roses de

Purcell. Confié au contrgnor Alfred Deller (1912 9 7 9 ) , | un des premiers
notre ®poque et fondateur de | 6ensemble de musi

le role rappelle Purcell lunémequc hant e parfois cettfe partie dans

Comme Purcel |, Britten compganeprodpctonr | e t h®Otr e
dont | 6abondance peut sur pr end,rpeur le hez un compo
concert et pour la chambre, pour les instats ou pour la voix. Pour Peter Pears

|l i nfluence de Purcell est sensible dans |l a var
aux mots dans | a mi*e Ceen treusviaguie®t ddd usnd etxex ti ene  «©
fuvres vocales i nspir @aseréuhidsanm deb ménegdees de po®si

provenances diverses sur un méme théme, co®me Hunting Fathers la
Sérénade pour cor, cordes et ténop. 31 de 1943 ou son pendantNecturne

pour ténor, cordes et 7 instruments obbligaip, 60 de 1958, sans oubllarSpring
Symphonyop. 44 de 1949, ou il retrouve la tradition de la poésie pastorale anglaise.
Britten combine aussi des cycles consacrés a un seul podétene Christopher

Smart pourRejoice the Lamb, The Holy Sonnets of John Doaun&Vinter Words

op. 52 (1953) sur des poémes de Thomas Hardy ou bien les poémes de guerre de
Wilfred Owen enchéssés dans la liturgie de la Messe des morts pMiarle

Requiem.

Britten et la tradition chorale anglaise
Léautoportrait de 1 9 6 3mesaffichd Heesesrjeumes nc e r : | 6 ®c
ann®es, ses |l e-ons sans dout e assimil ®es, de

Renaissance de la musique anglaise. Pour Mitckril, Hunting Fathers Les
llluminations et laSérénadss ont des descendant sesildune traditio
source avec les cycles de ses lieder symphoniques, comitiadestotenlierdet™.

Pourtant ces anthologies po®tiqgques et symphoni o
cycles symphoniques et de Ipeétique du fragment pratiqués par ses devanciers

indigénes comme Elgar dans §=a Picture@our contralto et orchestre écrites pour

le festival de Norwiclde 1899, Stanford dans s8engs of the Sest sesSongs of

the Fleetpour bariton, chiur et orchestre sur des po

11 En 1692 Purcell lum® me chante une pa-téhor €«fi de nlhdaredsu contr
voice»a la création de sa deuxiéme ode a Ste Cétdid! Bright Cecilia 2328. Voir

Maureen DUFFYHenry Purcell Londres. Fourth Estate, 1994, p. 208.

12ponald MITCHELL & Hans KELLERpp. cit, p. 64.

1 eNoctuned e Britten est dMahler réneontrées a Nb® ¥ark&n © Al ma
1941. Selon Mitchell et Reed Idsichelangelo Sonneturaient été créés chez les Mayer en
pr®sence d6Al ma et de son mari | 6®crivain Franz Werf

REED,LFL, Volume Twop. 1095.
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pour le festival de Leeds de 1904 et 1910, RVW danS$ea Symphongle 1910

pour soprano, bariton, chiur et orchestre sur
Tudor Portraitset sonDona Nobis Pacepour sopr ano, bariton, chiur e
de 1936, Gustav Holst dass First Choral Symphonge 1925 sur des poémes de

Keats et Arthur Bliss darRastoralde 1928 ou dans s&orning Heroesle 1936

ou alors que Mahler est pratiquement inconnu en Angleterre. Ces cycles

symphoniques font concurrence aux oratorios que camdent les sociétés chorales

angl aises aux compositeurs afin de satisfaire
choral dont la pratique intensive conduit a une réévaluation de la place de la

musi que dans la soci ® ® brit aensidglae et h | 6 ®c
Renaissance de la musique anglaise a la fin di 3ig¢le.

Britten connait cette tradition qui fait vivre maint compositeur britannique. Sa

m re est Secr®taire de |l a Lowestoft Chor al Soci

sont destinés a ces amateurs. Il la revisite a sa facors@®ag Symphongie 1949

que | ui commande Serge Koussevitzky constitue

ann®es dobéapr s guerre dans un genre o%, faute d
| 8'6,p Grla ne emMesrte pial l ustr ®, | a Egigmphonie chor ¢

pour soprano, alto, t ®nor , chiur mixte, chiur ¢

de vache, ses quatre mouvements rassemblent des poémes sur le théme du printemps
et du r enouv e Ble ré@opdra Is foid aishdrevde Printempsle
Stravinsky, a laSea Symphonyle RVW dans sa découpe et son principe

anthologiqué®®et chahute | e tableau déune Angleterre T
pastorale comme le font |gsidor Portraitsde RVW, notarment par les sifflets du
chiur de gar-ons dans | a premi re&@utpartie et | 0i

on the lawn | lie in beet évoquant les violences commises contre la Pologne dans la

deuxiéme partie. Son long final célébre un Premier Mai libertidres son appel a

| 6h®doni sme et entra’”ne | 6ensembl e de | 6effec
ponctuent les rudes interventions de la corne de vache. Elle culmine dans sa

péroraison par un geste revendicatif avec la citation par les garc@isnthr is -

cumen in premier theme de canon noté de la littérature musicale anglaise, plus crié

que chant ®. I semble | ®gitime doéy |l ire une peé
na tre |l a pai xEtatt IPa ovomeatcieortdd el &enti ment d
muscale que Britten ressent dés 1843L.a musi que, sous | 6®gi de du
nouvellement créé, avec {m° me et Pears comme concertistes, p

de guerre et au maintien du moral des populations civiles. Elle semble bénéficier

entendt 6T uvre ~ la radio |le 25 mars 1931.

115 Entre 1945 et 1949 Britten compo$he Rape of Lucretigl946),The Young Personos

Guide to the Orchestrél946), Albert Herring (1947), la cantatSaint Nicolag1948) et re

orchestreT he Beggar s Oper a

118 Dans ks années soixante Britten songe a 8aa Symphongomme pendant & pring

SymphonyV o i r Benj ami n BRI ihPhHlN REED |&eMervyn €OCOKB 0 6 ,

(eds.) Letters from a LifeTheSelected Letters of Benjamin Britt&folume Five 19581965,

Woodbidge: The Boydell Press in association with The Brifemars Foundation, 2010, p.

226.

M4t is encouraging that indhe ait whish heraeldssae t hat fsomet
renaissancé . 6Letter 436606, 0 ¢ tindbrald MITCHELR & Philip | mogen Hol st ,
REED, LFL, Volume Two,p. 1162.
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ddune nou\ettrlodver enfincuneudgiBmité que pérennise la fondation de
The Arts Council of Great Britaist la transformation de Covent Garden en théatre
national dans le but de faire jouer des opéras anglais en anglais par des artistes
anglaid®®

La naissancalu War Requienpr oc de aussi débune commande dan
auquel Britten pense maintes fois auparavBlive au RCM en 1931 il envisage
une «Christmas Suite que son journal appelle aussi symphonie chbral&n
1941 son ami Auden lui suggeére ulChkristmas Oratorio» sur un livret de son cru,
que Britten abandonne en 1944, d®pass® par | 6am
un oratorio en 2 parties pour York Minst8t, Petersur un livret de Ronald Duncan,
avec lequel il a déja projeté en 1948 un arniat Mea Culpaa la mémoire des
victimes doéHiroshima et de Ghandi . En 1957 1l e
lui commande uneGrande Messeour le centenaire du festival mais recoit le
Nocturnede 1958, alors que les autorités du festival des artoslenty engagent
|l es n®gociations pour un oratorio qui doit °tre
leur nouvelle cathédrale. Symbole de la réconciliation et du renouveau du pays aprées
les destructions de la guerre, ce festival constitue en quelgeelsgrolongement
du Festival of Britainpour lequel est créé saBilly Budd en 1%1. Léoratorio
devient le War Requiemp o ur soprano, t ®nor , bariton, chiur
garcons, orchestre de chambre et grand orchestre, ou la liturgie de la Messe des
morts sert de cadre narratif aux poémes de guerre parfois blasphématoires de Wilfrid

Owe n, dans une dramaturgie plus proche de | 6o0p:
Britten | 6occasion de d®noncer |l a guerre froid
répond ainsa For the Fallend 6 EI gar de Mérhing HeraesiaerBliss,a u

qui saluent |l a m®moire des combattants de 19114

RVW dans sdVe Symphoniet dandDona Nobis Pacem

Ce qui frappe dans twarscec,e sdagmnrsojledtes perbietstd d aBrs
de son public, du modéleoxr at ori o angl ai s &, ddéo¥% d®rive | a
comme forme musicale canonique apgéerre, comme si le modéle inventé par
Haendel, sanctifié par Mendelssohn et largement imité atuskXle avait gardé la

force ®vocatrice dbébune nation unie dans | a m° me
un grand compositeur angl ai s, devait ®crire de
celles ses devanciers, EIff8r Delius, RVW, Holst et Walton. Britten le
cosmopolite, |l 6objecteur de conscience en temps
contexte postwildien, pense-il enfin gagner ainsi sa Battle of Britted®’ » aprés
avoir restaur® | 6op®ra angl ai s, mori bond sel on

118 Britten refuse le poste de directeur musical de Covent Garden qui lui offre son premier

directeur David Webster.

U9Thy Ki n g opsbliéBen 1984hsdua he tit@ h r i Nativity.8/oir JohnEVANS, op.

cit., p. 161, note 9.

2PMal gr ® ses r®serves Vv FmtheFallentreisicthévbletgéhe, Bri tten diri
Spirit of England op. 80en 1969 et son célebigream of Gerontiusq u 6 i | enregistre pour
Decca en 1971, sa maniére de se les approprier.

12! | e jeu de mot Britten/Britain est du au critique Ernest Newnvait 6 Let t ein 326 0,

Donald MITCHELL & Philip REED,LFL, Volume Twop. 957.
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revisité la tradition chorale séculaire, devenir le compositeur britannique officiel
| 6instar de son a’ " n® RVW, qui s6®teint en 195872

The genius may be a rebel against tradition but at the same time he
is a child of it*

L6i mage de Brittenr suée®tdantde” dRVWestival de
donc fid lIle et trompeuse ~ |l a fois. Quoi guben
étre en décrivant ces compositeurs qui, récusant le folksong, ont vendu leur droit
d 6 a ~ A’ desirs des et leurs carriéres présahtgien des points communs. Tous
deux souffrent des préjugés attachés a la profession de musicien et de compositeur,
carrieres peu respectableBritten dans les annédiente indiquant ses projets de
devenir compositeur se voit répondr€« o i 264 Taus @eux se rebellent
contre les pratiques musicales et la doxa émanant du RCM, révolte que RWV
partage avec son ami HdfSt Grace ax efforts de sa fille Imogemui conduisent
Britten & une meilleure appréciation du langage trés personnel dedHélst, st un des
rares compositeurs de la Renaissance des annéesl3838Mue Britten admette
dans son panthéon et au programme de ses concerts a Aldeburgh. RVW comme
Britten participent, chacun & son époque et a leur maniére, a une renaissance de la
musigueangl ai se, doO6une mani re plus visible pour n
vu le soutien étatique accordé aux arts en Grande Bretagne apré®’ 1&ute
succes de ses opéras ou de\&r Requiensur le Continent, au concert, au disque
comme & la télévisid®’. A Hugh the Droverle premier opéra de RVW sur un sujet
anglais et un livret anglais terminé en 1914 et créé confidentiellement au RCM en

1924, qgui ®voque | e renouveau de | dinspiration
compositeur anglais, répond Reter Grimesde Britten, choisi pour la réouverture

du th®Otre de Sadlerds Wells -~ |l a date symbol
international vaut a Britten la couverture Tieme Magazinen 1948 ~ | doccasion de¢

sa création au Met neyorkais. La vitalité desréations opératiques de Britten a la

fin des annéeguarantepoussent Eric Walter White & écrire son premier livre

consacré a la renaissance du gefibe, Rise of English Oped, qui parait en 1951,

pr®f ac® par Britten, BilBuddaCXent Garlenlpaurlec r ®at i on de
Festival of Britain.Ce r enouveau de | 6op®ra anglais autour

122 pphorisme de Gilbert Murray cité par RVW daXational Music, op. cit.p. 42.

12 bid., p. 47.

124paulKILDEA, op. cit.,p. 232.

125 | a correspondance entre RWV et Gustav Holst, éditée en 1959 par Ursula Vaughan

Williams et Imogen Holst, est publiée sous le tiigrs & Rebels.

126 The English Opera Groufpndé par Britten bénéficie des largessesThe Ats Council

avec qui Britten ®voque | 6aveibid,pp. 86201.1 6op®r a angl ai s
127 a Sérénade, 6 o Fh@ wan of the Screet leWar Requiensont enregistrés trés peu de

temps apres leur création. Une versionBilly Budd et The Tun of the Screvest filmé en

direct et diffusé par AssociatdRediffusion en 1959Billy Budd est filmé et diffusé par la

BBC en 1966, sorBe g g ar 6 £n dotpbRer 1863Peter Grimesen 1969, etOwen

Wingrave con-u pour | a t ®I| epadsiennanta de PauhKildBdlilgl . Voi r | 6 ®t ud
Britten citée plus haut.

128\/oir son introduction dana History of English Opera_ondon: Faber, 1983, p. 17 Ee

Rise of English Operd,ondon: John Lehman, 1951.
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selon White, plus de 150 opéras écrits par des compositeurs anglais sont créés entre

1945 et 1975, en dépit des prédictions de la mort duegeléicrit comme démodé,

rétrograde et réactionnairg& t RVW ddéapplaudir au projet de Bri
opéra au couronnement de la reine en 1953.

RVW c¢omme Britten sOéirritent des comportemen
certain public, notamment améra i n , pour qui l a musiqgue nbéest qu
Tous deux <croient " l a mission r®demptrice de
Wedgwood et les Darwin dans sa parentéle, pour qui les changements dans la
soci ® ® comme dans | eianceade tasheadt® étwvde tat amener I 6
démocratie, comme le préconise Matthew Arnold damisure and Anarchy1869).

Britten, perpétuellement jeune homme en colége, est initi® par Auden
parabole qui doit distraire et édifier au sortir du RCM, lecon guéorce le passage
au GPO Film Unit dirigé par le talentueux John Grierson, et continue de croire a sa

mi ssion dbéartiste responsabl e m°me si I 6histoi
n®cessit® spirituell e de l a musi taue, expressic
|l angue, | 6environnement, | 6hi stoire, des i d®aux

nécessité du folksong. Britten considére que la musique doit créer du lien social et
doit étre au service du public. La conclusion de son afistgand and the FoHArt

Problemde 1941 trace doébune mani re proph®tique | e
nationalisme tribal, | 6®col e du fol ksong, et d
monde, le sérialisme. Ce principe est mis en pratique, lorsque, empruntant le trait &

Bac h comme ° son ami Tippett, il cite dans ses:s

auxquelles peut se joindre la foule des spectateurs, comdh@eople that on earth

do dwell» et «God moves in mysterious waysdansSaint Nicolaset «Eternal

Father, strong tosave» et «The spacious firmament on high d 6 A ddhnhss o n
Noy e 6 s dé193Bdadiee époque ou la pratique religieuse rythme encore la vie
de ses contemporains. Il leur apprend aussi leur partie pour les interludes vocaux de
The Little Sweepop. 45 @& 1949, chantés par le public. De méme que RVW,

|l dagnostique fascin® par |l a Bible de Jacques |
cette pratique communautaire, composent pour | 6
divinité du Christ mais @ sonexempfe croi t fer mement |l 6alliance
des artisteS. Il entretient des liens privilégiés avec le révérend Walter Hussey

(19091 985) <chanoine de St Matt hewbds 7 Nort hamptor
protecteurs des arts dtle Puommine Id@aBgl| ilséeh ®an gl
religieux du pays Britten revitalise le patrimoine savoureux Méscle Plays

m®di ®vaux 0% sdexprime un senti ment l'i bre de |
Canticle I, Abraham and Isaacop. 51 de 1952 ou dafdsoy e 6 s Hnhl udde.

composant de nombreuses Tuvres pour l es enfant
commeSaint Nicolas The Little SweepuNoy e 6 s BrRliutdideen, pour sui t | 6ef f
programmé danEducation Acde 1870, gui institue | 6ensei gneme

dans les éales primaires pour qui Gustav Holst composeSd®ol Songst par la

129 Ralph VAUGHAN WILLIAMS, National Musicp. 6869.

130 voir sa déclaration au tribunal qui statue sur son objection de conscienbenald

MITCHELL & Philip REED, LFL, Volume Twopp. 10461047.

1311bid., pp. 11411142,

21| commande des fuvres ~ Henry Moorda et Graham Sut
chapitre de Chichester, s€hichester Psalma Leonard Bernstein.
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refondation des maitrises des cathédrales pendant le siécle précédbtits&a
Brevis op. 63, de 1959 répond a la plus grandigesse en Sol minet922) de

RVW. Ce dernier, faisat une synth se entre | 6hymnodie Tudo
une musique que chacun sbdéaccorde ° dire angl ais
synonyme ddédun provincialisme et déun pastorali:
peau. Britten, synthétisantsléecons du XV siecle, des avasgardes européennes

de son si cle et celles de | 6Extr°me Orient, do
angl ai se. Son travail inlassable de compositeur
déorgani satede dbhefedbewmalepti se, de propagandi

des autres et de la sienne est enfin reconnu six mois avant sa mort. Il est anobli sous
le nom de Lord Britten, la plus haute récompense jamais accordée a un musicien
dans ce pays, g u @e lous, asesc depanciers aomme nsesM
contemporains.
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Al an Bushos Lifelong Comr
Marxism,
or his Contribution to thedRebirthdof
English Opera throughwat Tyler (1950)
and Men of Blackmoor (1956)

JeanPhilippe HEBERLE
IDEA, Université de Lorraine

Although torn into a wealthy family with conservative political views, Alan Bush
had socialist and Marxist ideake expresedthrough his essays and his music.
Regarding the latter, those ideas were conveyed most of all through his feur full
|l ength operas. This article wildl focus on Al an
of his first two operasWat Tyler(1950) andMen of Blackmoor(1956). Not only
was Alan Bush (190Q995) politically active through associations or parties
defending the working class cause (elthe Communist Party of Great Britaiar
ThelLondon Labour Choral Union, but the English composer wroteesps whose
themes emphasise the struggle of workers or individuals yearning for a better life.
Al t hough awar ded a prize i n t he Art 6s Counci
competition in 1951Wat Tylerwas not premiered in the United Kingdom. The first
perfamance took place on 6th September 1953 in Leipzig, then part of the German
Democratic Republic. The first British production was at SéllerWe | | 6s Theatre in
1974. Following the Leipzig success Wat Tyler Men of Blackmoomwas also
premiered in the GDRon 18th November 1956 in Weimar, even if the music, like
Wat Tyler was originally set to an English libretto penned by Nancy Bush, the
composerods wife. No professional staging of the
Both Wat TylerandMen of Blackmooare based upon real English historical events
and testify to Alan Bushdéds active contribution
and opera during the second half of the twentieth century. Before dealing with the
socialist cont e n esetvaaperasH wiljdrieflgpgonder snsAflan of t h
Bushoés political path and on his conviction tha
to the transformation of capitalism into communism.

Al an Bushodéds Road to Communi sm

Bushoés music and icalpenminsent and tohveton. Hehhads p ol it
been politically involved in socialism as soon as his-tmidnties when he joined
the socialist wing of the Labour Padtyl he Independent Labour Padtyn 1924. In
1929, he became a member of the Labour Party wher Eherbke affiliation with
the former under the influence of Trotskyism. During his studies in Berlin in the
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1930s he had adopted a Marxist weolatlook for various reasons as explained in
his 1980 essay 6l n my Eighth Decadeb6:

My studies and my experierscan Berlin in the early 30s, the world
economic crisis, the failure of social democracy in the Weimar
republic to prevent the seizure of power by German fascism, the high
culture and heroism of the communist workers of Germany [brought]
me from the mech&al materialism of my boyhood to marxism, the
world-outlook | adopted in 1934

As a result of his mid930s conversion to Marxism, he joined the Communist party
in 1935 and remained an unrepentant Marxist for his whole life. In 1980, at a time
when thesocial and political shortcomings of most communist countries had long
been revealed, he was still overjoyed at the achievements of the USSR and Cuba:

The October Revolution of 1917, the firm establishment first of the
U.S.S.R. and then of a group of isdist states in Eastern Europe, all
growing steadily richer and more powerful, the continued survival of
socialist Cuba despite the grave obstacles put in its way by the United
States and the beginnings of socialism in several African states, all
these mevels achieved in less than the eight decades of my lifetime so
far! This is indeed a matter for rejoicitfg

As Michael Oliver put it in a CD review published @ramophongApril 1995),
his lifelong Marxist commitment together with his musical condé&ra may
explain why Alan Bush is a continued neglected composer in spite of his sound
musicianship:

I dondt want to sound ungrateful, but it wil
if the year passes without a recording of at least one of @ushjor

orchestralworks, preferably one of the operas and a representative

selection of his choral music. His conservative style and his anything

but conservative political views (a lifelong and unrepentant Marxist,

all of his four operas had their premieres in the unlaredrgecalled

German Democratic Republic) are the reasons usually put forward

for this continued neglect. The only argument needed to rebut them is

that he is a very good composer indeed, better by far than some who

have in recent years been recorded muarervextensively. [...] In a

way, Bushoés political radicalism and his mu
linked®

Al an Bushdéds Marxist views were not only circul
also part and parcel of the way he apprehended the creation and developme

Al an BUSH, 61 n [imAlarEBughm M Eighta Dezadieand Other Essays
London: Kahn & Averill, 1980, p. 20.

2 |bid., p. 24.

® Michael OLIVER, April 1995 Gramophone Remi of Music By Alan Bush
http://www.musicwekinternational.com/Redcliffe/rr008.htm, accessed on 10 June 2011.
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music in society. Il ndeed, he wrote in his essay
in 1937:

Of all the arts music is the one which seems farthest removed from the

influence of social and economic conditions. Its abstract character

appears to lendveight to the supposition that its development has

proceeded independently from the rest of ma |
Yet it can be shown incontrovertibly that various main periods of

music coincide with welnarked social and economic changes. The

coincidence is often very close. Detailed variations in the form taken

by some one particular development in different countries can be

attributed to an earlier or later rise to power of a new social class in

those countries and to no other cafse

In other wads, Bush considered that there is a close link between art and society
and, most of all that music is subject to social and economic factors. When these
factors change, the style of the music created changes as well. To a certain extent, he
applies the Meist concepts of infrastructure and superstructure to the relation
between music and society. Since music is the product of the organisation of society,
it means that music is apposite to account for the state of society at a specific time.
In less Marxisterms, it simply means that music can be a mirror of society.

Music and the Transformation of Society

If music can be a mirror of society, it can also be apt to change the way it is
organised. As a Marxist, Alan Bush thought that his art could coterilbm
transforming the organisation of society as he
Decadeb6:

For me, as a musician and as a man, marxism is a guide to action. It
challenges me to express through musical art the feelings of men and
women all in thi& struggles to create a condition of social
organisation in which science and art will be the possession of all and
in which they will themselves be no longer exploiters nor objects of
exploitation.

Among those of my compositions in which this challerage been
most clearly taken up are my four fldhgth operas, one of them a
prizewinner in the Arts Council Opera Competition of 1951. It has
been my inestimable good fortune to see them all produced in seven
different opera houses of the German DemocrBpublic as well as

one in a London opera house and another one in two opera houses of
the U.S.S.R.

It is in his four fulllength operas that Alan Bush strongly expressed his Marxist
convictions. All of them examine class struggle through the stofiepmmon
people (be it peasants, miners, or workers; be it individually or collectively) who

‘Al an BUSH, 6 Marixdpsimp.8d Musi cod,
Al an BUSH, 61 n Ihop. &tjpg.B0t2h Decaded,
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rebel or have rebelled against their living and working conditions. What is all the

more interesting is that, historically speaking, Bush developed the themes and

subjects of his four operas in a nearly perfect chronological order. His first opera

(Wat Tyler)tells the story of the peasants and of their leader (Wat Tyler) taking part

in the Peasantdéds Revolt o-tentir8PIlTaxRt so known as
(here Bush tackles the questions of serfdom). In the seddad 6f Blackmoor),

Alan Bushturned to the story of the miners of Northhumberland and Durham

between 1800 and 1835 (here Bush deals with the questions of capitalism in the

mining industry durig the Industrial Revolution). His third operdhg Sugar

Reaper 1966) is about the struggle of the people of Guyana against the oppression

of the British colonial regime in the 1950s (here the themes of imperialism and

colonialism are envisaged). Contraro Bushoés | ast opera, the |libret
operas are by Nancy Bush. Finally, his fourth and last opkra Kill - The Man

Who Never Died1970) is based on a play by the American playwright Barrie

Stavis: The Man Who Never Died’he libretto ofJoe Hill - The Man Who Never

Died is by Barry Stavis himself, after his play. The subject of the play is the true

story of a Swedish emigrant who had become a wor&lags hero in America after

being apparently wrongly accused of taking part in a roblbteywas then tried and

executed in 1915.

Af ter this brief overview of the Marxi st aspe
would like to examine more precisely how Alan Bush conveyed his Marxist
convictions in his first two operas.

Wat Tyler and English Roto-communism in the Middle Ages

In Wat Tylerthe themes of oppression and class struggle clearly appear in the words
of the opening prologue:

PROLOGUE

The edge of a forest in Kent, end of May 1381. A group of PEASANTS
enter. They walk slowly across ethstage and disappear. The
HERDSMAN sits over a fire.

PEASANTS
Dark at daybreak | drag my oxen 1
Over the frozen fields, fast yoked to the plough.
For fear of my lord | dare not linger,
However cruel the cold of winter.
Long must | labouronmydod 6 s | and s ; 5
For him the seasonable days,
For me the rain and summer storms
That drench and rot my mouldering crops.
Little is left for my own acre,
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Yet from my own land | must live. 10
Weary my work is, weary and woeful,
For | am bound, | am not fre®.

The words of this passage clearly emphasise the hard working conditions of the
peasants. They work hard (line 1 and line 11), in fear of their lord (line 3), all day
(line 5) and as soon as day break (line 1), no matter how randdather conditions
(lines 2, 4 and 7) that can damage their crops (line 8) will be. Finally the prologue

ends on a clear and strong indictment of serfdc
(line 12). The class struggle is also suggested by the oppdaitimmomy to be

found | ines 6 and 7: O0For him the seasonable d
stor mso. The main themes of the story are then
libretto.

Further in the opera, Act 1, scene 3, there is a religious @adiqtiality and
rebellion through the speech of John Ball, an English Lollard priest and another real
leader with Wat Tyler (1341381) in the peasants uprising of 1381:

JOHN BALL

[...]
(He stands with bowed head, crosses himself and murmurs
61l n NDBoninei , Fil i et Spiriti Sancti Amen. 6)

I n the beginning men werelGodobés creatures.
Then were we all created equal.

Only perverse manébés tyranny

Hath since created serf and lord.

Oh, my good friends, in this our England 5
It goes not well, noever will,
Till all be held in common here,
Till high and low be levelled out,
Lords no more masters than ourselVes.

[...]
(Act 1, scene 3)

This speech is based on Qast bffateoYole ofdi scour se, k

Bondagé del i veBad | byudomg the Peasantsd rebellion

from Ball 6s. The quotation of some extracts f
0

I r
|l ead us t grasp what Nancy Bushoés rewriting of

From the beginning all men by natuweere created alike, and our

bondage or servitude came in by the unjust oppression of naughty
men. For if God would have had any bondsmen from the beginning, he
would have appointed who would have had any bond and who free.

® Nancy BUSH Wat Tyler{Libretto], London: Joseph Williams, 1956, p. 9.
" bid., p. 37.
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And therefore | exhort you to csider that now the time is come,
appointed to us by God, in which ye may, if ye will, cast off the yoke of
bondage, and recover liberfy.

The religious dimension of both texts with the references to Genesis, at least
stylistically (In the beginning Nancy Bustd and From the beginning John

Balld for instance), is quite striking. Bush and his wife were probably not interested
in the religious aspect of B&l text but it may have been for them an apt means to
foreground the idea that the way society is orgahteday is not the only way it can

be organised. On the contrary, thed mor al aspect
(6the unjust oppression of naugWhayis mendé) is era
also salient in the rewriting of the first two lineher fake real John B&H speech

i s that the ideas expr ebsheltegirmingegmenvere same as i n

Godds <creatures/ T h e nd Narey BusBvaen dreohilthe cr eat ed equa
beginning all men by nature were created &dkdohn Ball). he reason for such a

change may be accounted for by the necessity to write words to be set to music,

even if, for exampl e, Benjamin Brittends own se
Shakespeafs A Midsummer Night's Dreatestifies to the possibilitgf keeping the

same words for the transposition of a play into opleréact, the difference between

Nancy Bushés and John Ball 6s words may rather i
t hat her text is not John Bal hisbwitingser goes beyonc
Il ndeed, some words are not to be found in John
I wi || guote |line 11 (O6Ti I high and | ow be | e\

thing of a group of English social and political reformers in #heeateenth century

called the True Levellers (or the Diggers). Their leader was Gerrard Winstanley

(16091 6 76 ) , and one of his most famous texts remi
1381:

In the beginning of time, the great creator Reason made the earth to
be a common treasury, to preserve beasts, birds, fishes and man, the
lord that was to govern this creation; for man had domination given to
him, over the beasts, birds and fishes; but not one word was spoken in
the beginning, that one branch of mankindwld rule over anothet.

The words are different but the ideas and the religious references are similar. This is

hardly surprising as Winstanley was an English Protestant religious dissenter and

ref or mer . Thus Nancy Bus ho6s some kind ofi s intertext
ventriloquism It indeed appears to la#alogical in the Bakhtinian sense of the word

in that it is resonant with the pretmmmunist voices of John Ball and Gerrard

Winstanley. Yet, this speech, like the whole opera, did not aim at beilistice

8 John BALL Speech &Cast off the Yoke of Bondagehttp://www.famousspeechesnd
speechktopics.info/famousshortspeeches/johball-speeckcastoff-the-yoke-of-

bondage.htm, accessed on 10 June 2011.

% Gerrard WINSTANLEY, The True Levellets Standard Advanced: Or, The State of
Community Opened, and Presented to the Sons of (M&t9),in Alain MORVAN, Jean
Francois GOURNAY and Franck LESSAMWistoire des idées de les fles britanniques,
Paris: Presses Universitaires de France, 1996, p. 98.
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Alan and Nancy Bush did not write a documentary. They produced a work of art,
a true opera including nonetheless social and political comments. Writing an opera
implies to alter real events to respect the rule of unity as is recalled by Narlty Bus
in her preface t@at Tyler

Historical material tends to be episodic, and therefore some changes
of detail were necessary in order to produce a more compact action
for example, the collection of the Poll Tax which first kindled the
Rising took placet Brentwood, Essex, not in Maidstone, as appears
in the libretto; the march of the peasants to Canterbury is omitted;
there were in fact two meetings between Richard Il and Wat Tyler, at
Mile End and Smithfield, but these have been combined into one at
Smithfield, where on June 15th Tyler met his death; finally, the
tearing up of the charters of freedom by the King at the end of the
Rising took place at Waltham, Essex, and not before Westminster
Abbey, as represented. But apart from these changes, efatyhafs

been made to keep closely to the known f3cts.

According to Alan Bush, working with his wife as a librettist also led him to fulfil
his task as an opera composer and solve the artistic problems of the genre as he
wrote i n OPrgdirbtpublisledinid52p per a

The composition of an opera presents serious artistic problems. The

many diverse factors make unity hard to achié\e.é ] But there is a
further problem of a different kind. The stage action can easily work

against the special chargaristics of musical structur&[ é ]

The various problems were uppermost in my mind while | was
working on my opera Wat Tyler. It was my unique good fortune to find
my own wife a librettist with whom many basic difficulties could be
faced. In her librett explanation and narrative are reduced to a
minimum, occupying less than ten minutes in a whole of more than
two and a half hours. In order to reconcile and satisfy the rival claims
of musical requirement and realistic development of the story, there
are a number of set pieces in the shapes of solo songs, but these only
occur where, in the actual circumstances of the time, the persons
concerned might in reality have broken into song or found themselves
plunged in meditatiof®

With Wat Tyler Alan Bush wote a real opera and respected the rules of the
genre. His aim was not to write a secaate opera. Even if he wanted to convey
through the operatic medium his Marxist convictions, it was not to make artistic
compromise. It was probably his way of takiag active part in the ongoing
6rebirthoé of English opera in the 1950s.

®Nancy BUSH, opod,mpelf aced to
1Al an BRidblems ofdopefain op. cit, p. 33.

2 bid., p. 34

3 |bid., p. 35.
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Men of Blackmoor: the English Working Class during the
Industrial Revolution

His second operilen of Blackmoois also an opera following all the rules of the
genre. Here, the hard wang condition of the miners and the way capitalism
functions are denounced. Like the storyWgat Tyler it is based on real facts, the
strikes of the miners of the Northhumberland district in the 1830s. Following early
strikes, the miners gained wagemcessions, but in order to maintain their profits
the owners tried to recruit miners from Wales or Cornwall. As they were ready to
work for lower wages than the local miners they could endanger their jobs. In the
libretto, the struggle and the determioatiof the strikers as well as the threat of
being made redundant appear through the words of Geordie, Daniel, Jenny and
Fletcher:

GEORDIE [A mire]
They say if we hold together awhile
We 61 | win the little that we have asked.
And what's a hungry week two, they say,
In a life of betterment?

(Act I, scene 1)

DANIEL [Another mier]
Nowds a hard ti me,
But a time of hope for the men of this valley.
Since we have stood together so long,
Hunger and want wondét break us now.
The little we ask, thave must get,
For what we ask is just.

JENNY [ Daniel bés boyfriend and Fletcheroés da
Now | begin to fear your thoughts.
You have grown hartf.
(Act |, scene 2)

FLETCHER [The Viewer = The Manager of the Colliery]

Be silent.
(Turning toDANIEL)
As for you, |l 6ve news for you.
Too | ong wedbve waited the minersdéd pleasure,

With idle pit and empty keels.
But now theredoll be no more of it
Youbve | ost the chance to work if you woul d.

¥ Nancy BUSHMen of BlackmoofLibretto], Londm: Joseph Williams, 1959, p. 3.
5 |bid., p. 10.
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Others can fill the place you left.
Today you shall see’®

(Act |, scene 2)

As the story is set in early nineteemtntury England, there is also a strong
indictment of child labour in the collieries. We should remember that child labour in
the English mines only became partly restricted in the 184@% Lord Ashley, an
advocate of child labour reform, set up the ChildseEmployment Commission.
The Mines Act of 1842 prohibited the employment of all females and boys less than
ten years of age from working underground in miheBushs denunciation othild
labour appears Act lll, scene 2:

YOUNG LEADMINER
Who may you be?

SARAH
One from the village. Donét be afraid,
| mean you no harm.

LEADMINER
| thought you a spirit,
Starting so sudden out of dark.

SARAH
Poor lad, you are sighing for sleep.

LEADMINER
| thought you a spirit,
Starting so sudden out of the dark.

SARAH

Poor lad, you are sighing for sleep.

LEADMINER

Never you tell that | was drowsy,

Or theyol!l dock my wage for me.
18 bid., p. 12.
61n 1840, Lord Ashley, who had been concerned over
wor king hours and conditions and had sponsored a Al
workinghours persuaded Parliament to set up a Royal Commi :

Employment. The Commission produced two reports. The horrific First Report on Children in

Mines, published in May 1842, led to the 1842 Coal Mines Act prohibiting the employment

underground of all female labour and of boys under 10 years old. The Second Report,

published early the following year (though dated 18-
http://www.origins.net/BritishOrigins/gallergmployment/ChildrensEmployment.aspx,

accessed on 10 June 2011.
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SARAH
You need not fear. Itds nothing to me.
LEADMINER

I mind the &gin.
It turns the wheel by day, by night.
Now it is set; I 61 I mend the fire.

(He leaves his place and stokes furndte)
(Act 1ll, scene 2)

Alan Bush and his wife then touched on the hard working conditions of the
workers inMen of Backmoorand those of the peasantsWhat Tylerto show their
spectators that, by rebelling against them, they had already paved the way for a
better future, even if, ironically enough, the
Wat Tyler is killed andhe strikers are eventually defeated.

Ironically enough, again, Bush and his wife also expressed their ideas through an
opera, that is to say a genre which is sociologically more appreciated by the-middle
class than by the working class, even if the idwas themes developed throughout
Bushodés operas are al so -dassnreodlertotmakethenpl e from t he
probably think over class relations, inequalities and injustice. Yet, musically
speaking, his operas may appeal to the largest possiblenaadiThe musical
language of the operas is tonal and is justly considered asgmoahtic. Alan Bush
is sometimes compared to Ralph Vaughan Williams for two main reasons. On the
one hand, for the posbmantic style of his music and, on the other, far iée of
traditional elements from folk songs in his compositfdn§olk songs give a
national character to the music of his operas (American folk sontggeitill - The
Man Who Never DiedCaribbean music ifhe Sugar Reapérbut, to some extent,
they dso partake of his criticism of the atonal music of avgentde composers. Alan
Bush disliked their music as i s expressed vehe
Speaksd (1971):

Dislike by the public for the works produced by the twentetitury

VienneseSchool has been widespread, expect perhaps for Alban

Ber gbs violin C o n Weaezretkdothaofi evhichth i s oper a
alternate between serial and tonal styles. The doughty champion of

the School, Theodor Adorno, in H&hilosophie der neuen Musié

1948, tried to make a case for assessing the works of the Viennese

School as the only music adequate to the artistic climate of the mid

twentieth century. But even he describes Schogbengture works as

18 |bid., pp. 3637.

9 For a detailed analysis on the importance of folk songs during the second Renaissance of

English music and their integrationJdeaant o Ral ph Vaudg
Philippe HEBERLE Hugh the Droer by Ralph Vaughan Williams; Or, how to Give Back Its

Englishness to English Opérain Floriane REVIRON (ed.),Englishness Revisited

NewcastleUponTyne: Cambridge Scholars P, 2009, $8-78.
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OWer ke des grossartigen Miifgent i ngens?©é, t hat i
fail®urebd

Listening to the music dflen of Blackmoarit is obvious that the pastoral music of

Act 1, scene 2 played by the strings and the woodwinds have nothing to do with the

music of the avangjarde. The score of Act |, scene one seems torbedel of post

romantic and Wagnerian music with the horns opening the opera and creating an

awry atmosphere. The sharp contrast between the horns and the tuneful and lyrical

strings reinforces the duality between the hard working conditions of the nsorke

(symbolised by the opening horns) and the peaceful and happy life they pine for
(symbolised by the Ilyrical strings). An exampl e
songs appears Act 3 where he quotes the melody of a Northhumberland folk song he

discowred in Newcastle city hall library. The integration of folk songs elements into

the score is justified dramatically speaking but it also contributes to reinforcing the

popular character of his music. Thus everything in the music is there to lure the

audience and comply with the Marxidteninist dogma of socialist realism. This

dogma was set by Stalin, Zhdanov and the communist authorities of the Eastern

Bloc. It was mainly characterised by an emphasis on formalism and musical

conservatism (rejection of atality and ofthese al | ed 6édecadent d musi cal I
of the composers of the second Vienna School: Arnold Schénberg, Alban Berg and

Anton Webern) to reflect, flatter and indulge with the taste of the people or common

marf’.

Conclusion

To conclude, Ala Bush expresses his Marxist and communist views through his
operas as illustrated by this studyWwht Tylerand Men of BlackmoarSuch views
appear in the themes he touched on in the two operas, but also in the style of his
operatic music which respedtse MarxistLeninist call to socialist realism. There is
no difference between Alan Bush, the man and the citizen, and Alan Bush, the
composer and the artist. His art voices his deepest lifelong political convictions. His
political views should not be takénto account to appreciate or not to appreciate his
music. Musically speaking, Alan Bush appears to be a populist composer not a
modernist one. Although a neglected composer, his musical conservatism, a sin
denounced by the diehard modernists, shoulditsarded to evaluate his merits as a
composer. The study of his music should be the only way to acknowledge his role as
one of the great twentiettentury English composers. His taste for folk music and
his choice of English subjects are absolutely inpkag with the practice of most
major English composers of the second Renaissance of English music. Although his
operas were rarely or never performed in England and had too little radio airplay on
the BBC, they are nonetheless part of a larger output wtnctributed to the

Al an BUSH, 6The Composer Speaksbd,
http://www.alanbushtrusirg.uk/writing/article_abush7.asp?room=Writing, accessed on 10

June 2011.

2’See most particularly Andrei Aleksanmdrovich ZHDANO
Andrei  Aleksandrovich ZHDANOV, On Literature, Music and Philosophy

London:Lawrence & Wishart1950.
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6rebirthd of En gi{194@shespecmkyif ane tonsalens thatee mi d
Grimes (1945) by Benjamin Britten was the opera which is supposed to have
initiated this rebirth.
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ORol | oveRaulHaMcdGEccét:ney 6 s
Cor Meum
and the English Oratorio Tradition

Pierre DUBOIS
GRAAT, Université Frangois Rabelais, Tours

In 2007, a full scale oratorio for soprano, mixed choirs, and symphony orchestra
composed by former Beatle Sir Paul McCastrwas voted Classical Album of the
Year in the Classical Brit Awards. The work, entitlEdce Cor Meum(that is,

Behol d My Heart o), wa s not McCartneybds first
6classical , 6 6weob6shkhal busée miiemdtstbeoadn 6cl assi cal ¢
gener al sense, in contrast to O6popular, & and n«

Mozart or Haydn as defined for instance by Charles Rysete had previously

composed three other works: thizerpool Oratorio(1991), Standing Stoe (1997)

andWorking Classical1999). HoweverEcce Cor Meumwvas more ambitious than

these. Written over a long period of time (8 years), its composition was interrupted

by the illness of McCartneyds wife Linda and co
It is imbued with spiritual and emotional over:t
genuine sadness and quest for healing through art.

I't would be easy to dismiss the work offhande
artist unqualified for serious composition inck a genre. The work is, indeed, of
unequal and by the standrds of learned music writidgaverage quality.
Conversely, some might argue that McCartney is a true genius with a great melodic
gift, as evinced by his amazing career as one of the greatesh@sidsuccessful
song writers alive, and that his oratorio taps into his apparently easy and natural
ability to craft pleasing tunes. Leaving aside such outbursts of subjective
appreciation, it seems relevant t o ponder on
endevour and to try to account for it. Why would a psipger embark on such a
venture? How well or ill-equipped can he be thought to have been for the task?
What ©particular resonance can such a work have
scene? What can phain the success the work has met with? Above all, why did
McCartney choose such a formatthat of the oratori® for this work? What does
this choice reveal about the importance of the genre in British musical culture? We
intend to address some of thessuiss in this paper. We shall suggest that the
success of the work had to do less with its intrinsic musical qualipésasant
though it may bé than with its inscription within an ideological framework
originally moulded by the Handelian oratorio and itgortance in terms of British
nati onal identity and that McCartneyds deci sion

! Charles ROSENThe Classical Styld.ondon: Fabe& Faber, 1971.
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as an attempt to acquire a kind of soci al and
composer that is ripe with ideological undertones.

Commissiam and Performance

Ecce Cor Meunwas commissioned by Anthony Smith, president (12085) of

Magdal en Coll ege, Oxford. As the CDb6s Il iner n o
hoped that the work would be 6a choral piece wh
the world oveid s omet hi ng equi v MéssahioThe dauntiigandel 6 s

reference made to Handel 6s most popul ar orator
was explicitly aligned with the great eighteegtimtury Germaiborn composer and

that the intention washta t the wide gap between 6cl assicalé
should be as much as erased.

Originally, the opening performance BEce Cor Meumwas to coincide with the
dedication of a new concert hall at Magdalen College. Unfortunately, due to the
ilnessofMcCart neyo6és wife, the work was not ready on
of cancer in April 1998 and McCartney stopped working on the composition of the
piece for a couple of years. It was later resumed and a first version was performed in
the Chapel of Magdah College and the Sheldonian in Oxford in 2001, then a
revised version was premiered at the Royal Albert Hall dtodember 2006. The
onehour | ong work in 5 movements (O6Spiritus, 6 0C
6Ecce Cor Me umo) wAcadeny eofr St.oMantivim-the-Flelgs t h e
conducted by Gavin Greenawajth soloistKate Royal (soprano) and a DVD of the
concert was made (EMI DVD 5099950073399), while a CD of the work (EMI CD
094637042328) recorded at the famous Abbey Road studios in Londah for
the organ part, the Tower of Londbwas subsequently issued EyI Classics.
The work was also given a performance at New
November 2006, with KatdRkoyal, the Concert Chorale dfew York and the

American Boychoir, and theDr chestr a of St . Gavik e 0 s, conduct
Greenaway The CD6és |l iner notes and DVD, showing s
intervi ews of Mc Cartney, provide interesting

intention, the rationale of the work and the composition gsec

As Steve Hickens remar ks &Athhhe beginnindiod f oot age of
the film, before the performance begins, the composer enters the Royal Albert Hall

and is greeted FTA kéeserwiedus, 6 ao rr oécckl esstsairc.adl 6 ¢ omp.
may have wanted to appear to be or eventually to become, McCartney exists in the
public eye first and foremost as a O6popbdb icon a

attempt is the inevitable conflict between the two musical worlds that, by his moving
from the one to the other, he seems to have wanted to bring closer together. In an
interview back in 1968, here is what Paul McCartney explained about classical
music:

2 paul MCCARTNEY,Ecce Cor MeuntD liner notes, London: EMI Classics, 2006, S.p.
3 Steve HICKENS, http://www.sequenza2l.com/cdreviews/2008/07/gadimccartney
eccecor-meum/, accessed on 8 March 2011.
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| was always frightened of classical music and | never wanted to listen

to it, becausat was Beethoven and Tchaikovsky, and big words like

that, Schoenbergé | always used to think of
thatstufd but it isndt, and ités just exactly wha
the moment. Pop music is the classical music offhow

Not only did he then perceive classical music as something intimidating and
awesome, a frightening world dominated and made inaccessible by the figures of
great composers, but he also attempted to redeem or upgrade pop music by defining
it as Ot huesicl asfsincocan. d6m T h e 0&das hefputé@wfii t y or O6cl eve
classical music was made | i ght of so as to ass:
(even though some works may be a little more so than others!) based upon the same
principles, and that, sipty, pop music had now acquired a status equivalent to that
of the serious classical compositions of the past. Slightly arrogant though it may
appear to have been, this statement probably revealed that classical music was then
perceived as being out of tou with the taste, needs and demands of a whole
generation, while the extraordinary fame of a few pop artists, their daring antics, and
their often O6revolutionaryé stance aligned then
yesterday as imagined throughavant i ¢ representation. I n any ca:
position at the time was certainly not one of reverence towards orchestral
composition in a classical idiom but, on the contrary, one of dismissal.

If one now turns to the premiere BEce Cor Meunat the Rgal Albert Hall, one
discovers a very different man indeed. Just before the concert, McCartney is heard
declaring:6 Thi s is the f 8itsthe Alleea Hall, mfter dlloar manc e
hi st or i°He saysphé isaise padicularly glad that therding of the organ
should have taken place in the chapel of the Tower of London, another historic
place. Sir Paul now refers not to the present, but to history. The move from the
world of pop to that of the classical oratorio seems to have been accothpgrde
desire to be part of a tradition rather than to create a new, modern one. In a span of
about 30 years, McCartney has consciously evolved from a rejection, to an
embracing of tradition and its symbol s. Hi s wo
styteof sacred English chor al muS%lnocdertoa traditi on
do so, while at the same time retaining his status as a pop star, a free, independent
spirit and a noracademic musician, McCartney had to operate at several
compositional, btialso ideological levels.

Composition and Reception

First, the method of composition requires some attention. As he clearly and candidly
explains himself, McCartney cannatite music. Though melodies and harmonies
do come to him easily, as his many gsrestify, he has not mastered the craft of

4 Paul MCCARTNEY, 1968 interviewhtttp://www.youtube.com/watch?v=CtnXnWpC9GE,
accessed on 7 March 2011.

® Paul MCCARTNEY, Ecce Cor Meum EMI DVD 5099950073399,
htttp://www.youtube.com/watch?v=XxLEfufWO0r4, accessed 7 March 2011.

6 14, NPR.org, http://www.npr.org/templates/story/story.php?kie8506936&ps=rs,
accessed 7 March 2011.
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transcribing them in a written form. As is the case with many popular artists, his

music entirely depends on its vocal and instrumental performance, unmediated

through any written score. Previously, for the cosipon of his first oratorio, he

had resorted to the assistance of a competent professional musician who could

transcribe his ideas, as he explained in an interview in 1990: need t o wor k wi th
someone whoobés very goodé | o6mimasiacnadl |lye 6dsoi ng |
actually doi'hgt ehesnonhgtypnMéCartney used the t
writing the music was precisely what he did no®duut this is the verb many

popular musicians use when talking about their albums, especially when they also

write their lyrics. He probably felt, albeit unconsciously, that the term carried greater

weight, conferring more respectability to his own input in terms of invention or

creation: classical music thus appears to be ddinedhe collective perception

people have of & as primarily written music (partly erroneous though such a

conception may be, since improvisation has always played a great part in the fabric

of classical musi c, in particular in the Barogq
organ concertgsfor instanc8 . It is the classical composer 6s
and, as it wer e, 6freezed his music once and

permanence and his respectability, the latter being precisely what McCartney was
hankering forin hisat empt s at composing O0seriousd6 musi c.

For Ecce Cor MeumMcCartney resorted to modern technology instead of an
amanuensis: he used a computer linked to a synthesizer with a MIDI keyboard
which enabled him to play the music, then hear what it soundedatiliefinally
produce the score automatically thanks to the computer program. He explains:

Apart from some piano | essons when | as a
lesson in composition or notatérand i f you havendét had the | es
you have to figure everythiigut f or yoursel f. But then, if vy

been taught anything and have a happy accide
recognise it. Sometimes you can have a happy accident in writing
music and people say 6Wed IAnd owmhemustnét doub

peopletolil me t hat I said 6Are you kidding? Get <
going to double them all!é Being told what n
do it more'®

Characteristically then, McCartney asserts here his freedom and originality,
turning his technical handicap into advantage: the only criterion of assessment of
the quality of his music that he goes by is his own gut feeling. Classical rules of
composition are dismissed as being beside the point and the invisible hand of his
better judgment is deemed sufficient taliate his invention. Convinced that the
peopl e at Magdal en who had commi ssioned the wol

"Paul MCCARTNEY, 1990 interview in Ames,

htttp://wwwyoutube.com/watch?v=r8aDWybd_mS8.

8See DUBOI S,-CwiITthier SlocSeomi ot i cs ofBlO3douda | 6 s Or gan Conc
2010 n° 34, pp.681.

® Paul McCartneyprobably refers to the doubling of the fifths, not the thirdsslip that

confirms his ignorance of the classical rules of music.

19paul MCCARTNEY Ecce Cor MeunCD liner notespp.cit.
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otherwise they wo Mdariney wanes bothsokhava kis chka i m] 6 ,
and eat ® to be both a serious composer and a dilettaahd to compose a

classical oratorio while retaining the privilege of remaining unchained by the rules

of classical composition. The track is a narrow, difficult one, which may account for

some of the shortcomings of the piece. At the same time, howévenay

conversely remind one of the way his illustrious médelanded was praised in

the eighteenth century precisely for his ability not to abide by the rules but to

transgress them through his inventive genius.
Mainwaling, for instance, musical geniuss opposed to simple taléntvas
defined by the musiciands ability to free himse

And a foreigner, who would make a figure in the profession, ought to
observe [these characteristics] withetlgreatest exactness, because
they are such as cannot be marked, or written, or even described. So
little are they to be learnt by rule, that they are not unfrequently direct
violations of rule.l am at a loss what to call them, unless they are
certain beaties and delicacies in sentiment and expression, which are
only to be catched from long habit, and attentive observafion

For Mainwaring, the oOviolation of rulesd6 was |
the musical sublime. Contrary to other artistsatvmade Handel remarkable was

not his strict adherence to the O6established ru
founded, rdié reisveacdcaftr ameexperienda aheéaobservati
comprehension of those rules, and the ability to applye m, are called knowl edc

What marked Hande&lut was his ability to

depart from the common rules, and please us the more by such
deviations.These must of course be considered as bold strokes, or
daring flights of fancy. Such passages are not fouratedules, but

are themselves the foundation of new rdfes.

Whet her McCartneybés o6daring flights of fancyé
rules is of course debatable. What is however striking & grebably unconscious
and fortuitou® similarity with Hard el 6 s past reputation in McCartn

claiming his right as an artist to transgress the accepted laws of music and invent his
own individual path, in the name of his independence and unquestioned sense of
what is right.

It is noticeable howevethat, even though he asserts his rights to such creative
freedom, McCartney carefully avoids sounding arrogant about his composigon.
candidly admits, for instance, that his using a computer had a direct impact on the
way he was to compose his oratorithe third and central movement Béce Cor
Meumi s an instrument al pi ece, entitled o6l nterlud
The reason for the choice of the oboe appears to be directly linked to the fact that
McCartney was using a synthesizer whitenposing. He explains:

™ bid..
12 3ohn MAINWARING, Memoirs of the Lifef the Late G.FHande| London, 1760p. 43.
3 bid., pp. 1663.
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| was composing at a synthesizer, where you find yourself using what
you like. It may be that on a synthesizer a solo violin is a terrible
sound, so you avoid using it, whereas a real solo violin is a beautiful
sound, b u stand theuscratchimedstin the meanwhile. The
oboe had a beautiful sound on the synthesizer, so | found myself using
the oboe a lot more than | might have done otherwise

Music is barely anmaginedthing for McCartney, but rather r@alisedone. He
needsto hear the actual sounds of instruments and the notes performed to have
direct access to the music and hear whether it sounds as he wants it to. The
composition process is therefore entirely dependent on performance, even if at a
later stage the computemables a reworking of the orchestral accompaniment
texture or the introduction of elements of polyphony, inner parts in the harmony, etc.
In any case, whatever complexity the score may contain does not seem to have been
conceived initially but rather gdaially attained thanks to the equipment at the
composerd6s disposal

Critical response to the work was mitigated. Whereas Pedro Blas Gonzalez
thought that 6The final result is a complex, se
[ McCartney&solmpalsiel intow i tna ,'° Skeeedickensfdilyy musi c, 6
underlined the technical limitations of the work:

The mel odi es i nlongdyEcc@dLortMewa® 6 ar enom ot

nearly as memorable as those in his best songs. It seems as though he

had a preconceived ot i on about wha't Aiclassical 6 mel od
sound like and how they should be shaped. He wrote accordingly, and

the result is somewhat forced and artificial.

As to the other niceties of 6classical d
back on the standard toots f the inexperienced composer
sequences, and ostinatos. In this way his melodies are given the means

to play out into a lengthy composition. The harmony, rhythm, and

orchestration of the piece are pretty standard lat&-26ntury nee

tonal, witha hint of English pastoralisr?

com
6s

Even more savagely, R. J. Carter demolished the work in the following terms:

When | first began | istening to Paul Mc Car tn
four immediate thoughts, in the following order:

1. Whose funeral are wagtending?

2. |l 6d better get some more coffee.

3. Why am | giving an oral report to my high school Latin class in just

my underpants? Didn't | graduate, like, twenty years ago?

4 paul MCCARTNEY Ecce Cor MeunCD liner notespp.cit.

15 Pedro Blas GONZALES) Mc Ca r t fEee CoaMednd,Blue Coupe magazind8
April 2007, http://bluecoupe.blogspot.com/2007/04/mearandeccecor-meum.html,
accessed 18 March 2011.

15SteveHICKENS, op. cit.
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4. Wow, where did the time go?
Ecce Cor Me u m, Latin fspecial killeohhol d My Heart 6,

release. I'tés the kind of release that says
indulge my whim to put out albums of any kind just because | no
|l onger care if they make money.® Thereobs n

plausible explanation for this orchestraét of dirges, requiems and
pastoral passages, punctuated with mostly unintelligible lyrics

chanted, canted, and reverently intoned. &
In the final track, you can actually come to understand a bit of the

l'yrics, as the femal e mgmysiclashoow war bl es out, ¢
my heart. o6 That's funny. I would have though
music wedd seen Paul McCartneyds heart, it w
Love Songsbd, n o-Mozartmn drama.s s omber f aux

I f this is the new tker mustchave fealyMaccads heart,

made a bloody mess of it. She may have dethroned Yoko Ono as the
female to have wreaked the most havoc on The Béétles.

Though somewhat less scathingly, other writers also underlined the disappointing
resul t of Mc C adalbing in &esiousasynipbomip and codral music
and the rather mediocre quality of his own lines b o u t trut h, about | ove,
honesty, ab®onthe okcasiod of thesNed York Premiere of the work,
theNew York Timesommented:

I n 6 Me o1& howdvdy, hd fiads himself occupying alien territory.
The bigness of the McCartney sensibility lies in its smallness.
Increasing the weight it carries does not make it deeper in quality.
Rather it sinks both music and message into a kind of viscous
senimentality.

Using a vocabulary of singing strings, pounding timpani, brass
flourishes and virtuoso outbursts from the organ, the Paul McCartney
we value translates poorly. The native wistfulness becomes
portentous, the irony oratorical and overly sweég brevity of song
form stretched beyond its bounds into tedidm

Evan Sawdeyollowed suit:

Yet during all of this (and Hvetween releasing his pop albums), the

main criticism still renai ns a stinging oée: heés Paul Mc
King of the Pop Song, not the Orchestra Pit.

€ Unfortunately, such lofty ambitiodsdlespite welphrased and

quite-glowing liner notes by Peter Quant#lifall short in the long

run. Though McCartney is very muctot a classical composer, this

may be the closest he gets to sounding like ddpening number

0Spiritusod, in its lengthy 12 minutes, someh

¥ 'R. J. CARTER, Music Review October 24, 2006, http://www.the
trades.com/article.php?id=4912, accessed 7 March 2011.

18 paul MCCARTNEY, Ecce Cor MeunEMI DVD, op. cit, accessed March 2011.

9The New York Time46 November 2006.


http://www.popmatters.com/pm/archive/contributor/59

11€ REVUE FRANCAISE DE CIVLISATION BRITANNIQUE VOL. XVII, N°4

about every style in classical music, right down to a creeping oboe

that sounds like ivandered away fronPeter & the Wolf When it
comestothefabet t er reali zed OMusicabd, not only
the lovely voice of soprano Kate Royal, but we get a section that

actually ties together melodicallyUnfortunately, there are multiple

mone nt s wher e Mc Cartney sounds |l ess i ke
classical work as he is a film score (and one to some lightweight

romanticdrama, at that).

é EcceCorMeuddas | argest fault is staggeringly |
of focus. Messiaha n d Mo Remjuiemars staples to this day

largely because of the foausery direct tellings of the story of Jesus,

or sheer cathartic mourning. Ambitious in scale and scope

McCartney is not.He was never a truly astounding lyricist, and here

ar

h €

delivers movement after movem t of generic -6We Are the Wor

styled sentiments.

Ecce Cor Meunremains an enjoyable experience, regardless.

shows McCartney maturing as a composer, but still not crossing that

l'ine from figoodo to Agreaesdiah(or wuniversal
for that matter)?°

And Michael Church concurred:

Then, after a snatch of Stravinskyan woodwind and a blast on the

organ, we were in full polyphony; the orchestration was deft. Bach,

Dvorak, Bruckner, Vaughan Williams, John Rutter as the

kaleidoscope turrés echoes came from all sides: it was immaculately

performed, but a bit like being in an art gallery full of fakes. So where

was it going?... Occasionally this had the artless simplicity of vintage

Beatledom but for the most part it was sententious: linessk e 6 Wi t hou't

truth false shades nothing else remainsé
unheard. Once or twice a melody surfaced, before being swallowed up

in the easylistening soug*

The work, in other words and understandably 8dfailed to deliver what it
promisal. But then a question remains: how can one explain the fact it was
acclaimed as it was, givenGlassical Brit Award, and performed in such prestigious
places as the Royal Albert Hall and Carnegie Hall® Mc Cart neyds name t he
explanation for the ampent success of such a flawed composition? Or is there
perhaps a deeper, sociological and ideological reason for it?

20 Evan SAWDEY, 8 November 2006PopMatters
http://www.popmatters.com/pm/review/pamkcartneyeccecor-meum accessed7 March
2011.

ZMichael CHURCH, http://iwww.independent.co.uk/agtstertainment/music/reviews/eece
cor-meumroyal-alberthall-london422915.htmlaccessed 7 March 2011.

y
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The Oratorio I deology and the OPromsi fi

As we have already mentioned, the original idea of the commissémn far
McCartney to createsamemolrikngt heaguiwamdlecht bda 06 Har
Messiahd |1t i s t her e fEoce €or Meuravithin the tcaditiorpof theo n - o f
English oratorio originally founded by George Frederick Handel that must be
investigatel. As is weltknown, the Handelian oratorio was born out of a very
specific cultural context which should be quickly summed up. It was originally
conceived as an alternative to Italian o@esapported by the aristocraythat had
becomethe object of interes criticism on social, political and ideological grounds.
6Genteel 86 people were hankering for a new musi ¢
reconciledevotion with entertainmenthe oratorio was thus envisagasd a way to
6moralize6 t?Femabspeaking ihdefdytblergled elements derived
from the purely English tradition of the Anglican verse Anth@mwhich implied
extensive use of a chéirwith the operatiaria da capo so that Handel called his
oratorios Osacr ed danaomaestas gerfdvhoed by Hardel, the org
himself between the parts of the oratorio added elements of virtuosity and
theatricality, while summoning up images of the church through a process of
association of idedS. Gradually in the course of the eighteenth centuagd
especially after the great Handel Commemoration that took place at Westminster
Abbey and the Pantheon in 1784 and the foll owin
synonymous with British national identity, patriotism and civic pfitlas evinced
by the construction of massive organs in the town halls of large cities across the
country, intended in particular to accompany the huge choral forces assembled on
given occasions to sing sections from the said works. In the eighteenth century, the
Handelian andpostHandelian English oratorio was fundamentally Christian in
outlook. Later emulated by a host of English composers in the nineteenth and
twentieth centuries, includinglgar, Walton, Tippett and Britten, to name but a few,
the genre created by Handeasvreplete with extrenusical meaning that seemed
particularly appropriate to enable the coming together of the British people in the
quasthymnal celebration of national feelings.

I n many respect s, Mc Cartneyds ormtorio is <clo
oratorio tradition. Like its avowed model, it is written for the combined forces of
orchestra, choir and solo vocal parts (even if the latter is reduced here to its bare
essentials, i.e. one soprano). It is in a way quite revealing that soprano Kate Roya
who premiered and recorded the work should also be-kmelvn for her

22 See Ruth SMITHHandel 6s Or at or icentsry Ehoudht CEmbgdge, e e nt h
Cambride U.P., 1995, 17.

Z see Pierre DUBOISyp. cit..

%4 see Charles BURNEYAN Account of the Musical Performances in Westminsiéey and

the Pantheon in Commemoration of Handel Lond o n, 1785; William WEBER, 6T
Handel Commemoratioas P o | i t Joaraal of BRitish Stuadieblo628, January 1989,
436 9 ; Thomas MOISdE AvRahing, a@nd Politics: The 1784 Handel

Commemor ati on R eGotinger i HEedeBeittaged Voli 19, Gottingen:

Vandenhoeck & Ruprecht, 2002; DUBOKSArt et nation: la commémoration de Haendel en

1784 ou | dinstitut i»om«Ad ét Nationren GrnareBretagnetar i ot i qu e
XVllle siécle», ed.Suzy Halimi,Revue frangaise de civilisation britanniquel. xiii, n° 4,

2006, 4558.
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performances of Handel, as if a link was intentionally made between her work as a

soloist in the baroque and classical repertoire
piece so as to ulerscore the respectability and acceptability of the latter. There are

two choirs, a mixed adul't one and a boysd cho
Magdal en Coll ege, Oxford, and Kingds College, C
ties in well with tradito n . The distinctive O6Englishd colour

unmistakable. Quite significantly, McCartney also included a solo organ part, which

he insisted be recorded on a proper pipe organ (that of the Chapel of St. Peter ad

Vincula at the Tower of Londoplayed by Colm Carey). This organ, built by the

Canadian firm Orgues L®tourneau in 1999 in a hi
Bernard Schmidt (2 manuals and pedals, 36 stops) seems also, ironically, to link past

and present, but of course neitliee sounds of the organ nor the writing of the

piece have anything to do with Handel s own wuse
The meaty organ chords and sonorities have more to do with the English romantic

tradition than with the Baroque idiom. Whdtetinclusion of that solo organ part

reveals however is how much the instrument has historically become associated with

the English oratorio genre, so that its inclusion by McCartney seems to have been

almost inevitable, as a recognisable signature or snefgeneric identification. The

tradition has thus undoubtedly been digested and assimilated by McCartney, albeit

more or less unconsciously.

Beyond such nods in the direction of the Handelian oratorio, what is really most
striking i n MawaCia itstoneealy destureeandtbeacentradiction it
implies. One cannot help having the impression Hwte Cor Meunexistsmainly
in terms of the intention that prompted ithe decision to commission a famous pop
musician to write r otlles masdonothas éomeoappatetr i o f or
similarity between the fame enjoyed by Handel in his own time and that enjoyed by
McCartney in ours. It is as though hadto write an oratorio and place himself
within a tradition going back to Handel, Haydn, MendetssdElgar,et al in order

fully to attain the status of O6English Musicial
author of popular songs could not grant RinTha® one may avér was not
McCartneybds own doing. However fromwhea t is puzzlir

musical world to the other, the edge seems to have been taken off his own
composition skills and he was as a result led into very conservative musical grounds.

Ecce Cor Meums remarkable indeed for its extremely conventional style. It
consistsm a kind ofcollageof various past musical idioms (as stressed/ighael
Church, see quotation abovejet whereas the visual and musicallagesin the
Beat Ses@geant Pepper-Glub Bdand weeel imnovate aand s
provocative in 1967, at oneitlv the current trends in the visual arts spearheaded by
O6popd ar tRiclsatd Hamsltang Allen daes, or Peter Phillips, ddenixture
of styles in the oratorio seems barely intentional and, the various musical influences
being all those of past oosers as they are, there seems to be nothing notionally or
intentionally original or provocative in the use made of them, unless the composer
aimed at musical alhclusiveness. As for the libretioalso acollage of Latin and

%5 Of course, Haydn and Mendelssohn were not English but it should be remembered that
their great oratorios, such &ke Creatioror Eljah, wer e greatly influenced by Hai
oratorios and the composersd di scobBngandy and experienc
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Englishd it remains rather \gue and mawkish, awash as it is with the expression of
sentimental and pseugihilosophical generalities.

Spiritus, help us

Spiritus, help us to learn

Teach us to care

Show us how to share our love

é

Take away love and we are ruined

Take love away and vage lost

é

Life aboard this fast revolver still remains a magic mystery
Loud reports of anger fill the pages of our history
é

Whether we are strong or are weak

Whether we are foolish or we are wise

We all seek the treasures hidden within love

We all seekhe pleasures of love

Etc.

I nterestingly, the oratorio is not 6sacred©6, t
McCartney explains:

Religious conjures up pictures of us andtbhemy goddés better than

yours. And religion, the way | was taught it, had at lof

uncomfortable things in it, wrath and punishment and original sin,

that | dm not very happy with. So | didndt wi
All ah. Your goddéds probably as good as mine.
with the idea of it being viewed spirituafl§.

Whereas the Handelian oratorio was originally conceived essentially as a sacred
drama, based upon the scriptures and intended doirbéhe words of Winton
Deafda 6supplement to the liturgy,d McCartneyos
different age, in whichraditional religious beliefs have long since been eroded and
multiculturalism has modified British soci€tyeven prompting Prince Charles to
declare in an interview that, were he to become
defender of Faisihmplay tolpheba é®Ma@@alretr n eoyf 6 s
work intends to be alhclusive, both musically and ideologically. It is, in other
words, aimed at a potentially large audience and intends to be far less socially
exclusive than classical oratorios wevent to be. The very fact that the composer
himself should come from the world of pop music signals that he conceives a
classical work as one accessible to all kinds of people, whatever their religious
beliefs or musical knowledge may be. In this respéet,work is perfectly at one

26 paul MCCARTNEYEcce Cor MeunED liner notespp.cit.

WintonDEAN,Handel 6s Dr amat i ¢ ,Oondon, OxforddJ., ¥59d Masques
2The Telegraphl3 Nov 2008,
http://www.telegraph.co.uk/news/uknews/theroyalfamily/3454271/PiCtwarlesto-be-
known-asDefenderof-Faith.html, accessed 18 March 2011.
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with the fundamental rationale of the Proms, staged at the Royal Albert Hall in

London whereEcce Cor Meunwas actually performed. Traditionally, the Proms

welcome people from a broader section of the population than thoseisuadly

attend classical music concéfts he 6 Pr ommer s, 6 i . e. peopl e pr ome
of sitting, during the concert, paying for cheaper tickets. Traditionally too, the last

night of the Proms includes British patriotic compositions such as EdwardoEdgar

Pomp and Circumstance T h o mas A u gRuls Britamia Charfes Hulbest

Ha st i n g 3erusalenmorSir Besiry Wood's-antasia on British Sea Songsc.

We may suggest, t hen, tHece Cor Meu@anrbeney 6 s succes
accounted for malp in terms of what we dare to call a tendency to the
®Promsificatiod o f classical music in todayds British

studies have made clear, while both the standards of musical edtfcatidrpublic

attendance at classical music catedave generally been going down over the last

decades, the Proms are the largest music festival in the world today with constantly

rising attendance figures, due mainly to 6éreaso
of q u*An thetcgntext of corentional highbrow classical venues, the criteria

of musical quality are determined by the cultural standards of taste of an educated

elite that mani fest wh at PierrghroBgbur di eu call e
their ready espousal of complex fordemanding listening and radical exposure to
6high arté. Not so with the Proms, which tend t

without taking risks in terms of the possible reception of the works programmed.
Though the Proms do not attract radically neszieeconomic groups, they are
basically a successfpbpularevent for the middielasses.

Mc Car t Boeey €& Meumseems to be the perfect illustration and
embodiment of the easy sentimentality that may appeal to Proms listeners. Its
succesd in the fam of the Classical Brits Awafdis directly hinged on the
ideol ogy of national pride and patriotism that
aspects. McCartney himself stands as a symbol of British success and, even if the
libretto does not contain elemts of jingoism, the oratorio format of the work is
redolent of the great celebrations of civic and patriotic pride historically associated
with the Handelian oratorio and its nineteenémtury offsprings. Musically
speaking, the work is pleasant, withicay lyrical melodies and appealing
orchestration, withoutanyeffut t i ng déasperitieso. Mor eover, it
way pop music is generally produéegrimarily as a studio concept (with over
dubbing and inserted recorded parts) intended for mamtugtion in the form of
CD and DVD and subsequently performed live. Finally, it requires huge orchestral

®sSee for instance Nigel REYNOLD, 6Two in Three Pupi
C o mp o The Telegraphl September 2002.

®¥Bonita M. KOLB, 6Classical Mucf ctConBRECtBr €Cmsn, Be Fu
International Journal of Arts Management V114, 2005.

http://srv2.lycoming.edu/ ~kol b/ Besadersakingf BBCPr oms 199 8.
season for BBC Proms, 6 13 Sept ember 2010, httop: |
237759974.html, accesd 19 March 2011.

31 pierre BOURDIEU La distinction, critique sociale du jugemefaris, Editions de Minuit,

1979,passim
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and vocal powers such as are usually used at the Proms. Demanding, it is not. Nor is
it innovative, and there remains for us to see why.

Generic Corservatism

As we hope to have made clear by n&ece Cor Meunis an admixture of past
and present elements asoitcupies a kind of intermediate position between past
references and a present sociological and cultural context. It both looks backwards
to Handel 6s oratorios and the British oratorio
today, intended for presetime audiences and meant to be performed, sold and
purchased as a modeday commaodity, like any other pop massade product. It
seems to hze the ambition to provide a kind of renewal for a vesitablished
genr e, both nodding at tradition while assertin
as someone as it were disencumbered from the weight and constraints-bfdvigh
classical rules and m@eMcCartney is known as someone who contribitas
one of the Beatlésto one of the most radical changes on the musical scene in the
secondh a | f of the twentieth century. As an embl e
alongside such artists as Bob Dylan or thdliRRp Stones, he has come to personify
audacity, innovation and rebellion against the accepted cultural codes. But does this
apply to his oratorio?

We have already stressed the fact that Mc Car t
rather conservative, a cofja of past styles and mannerisms. Further, we would like
to suggest that three main causes can be put forward for the surprising lack of
boldness in his o6classicaldé writing. One obvio
technical limitations: composing and itimg in a new, original style requires a
complete mastery of all the tricks and intricacies of the art. Innovation requires utter
freedom and there is an inescapable Il ink betwe
freedom. It is not by being oblivious of theles of compaosition, but on the contrary
by being thoroughly aware of them that one may, dialectically and paradoxically,
free oneself from them.

The second reason for the conventional bl andn
aver, has to do with his manifiedesire to attain some sort of respectability by
merging into an existing tradition. It is rather surprising that he should not have
attempted to use some of the musical tools at his disposal as a pop musician. For
instance, the orchestral format he ahds absolutely conventional (the same could
apply to other parameters of the music, of course, such as vocal intonation, rhythm,
etc.). Yet what prevented him from using, say electric guitars, synthesizers, the
Hammond organ, or drums, which are constan8ed in the sound world of pop
music and the blend of which with the symphonic orchestra might have been a way
to chart out new musical territories? The idea is not as incongruous as it may sound:
in the twentieth century, classical composers such asiédaRavel, Ralph Vaughan
Williams, Olivier Messiaen, and sundry others among composers of even more
experimental msic, introduced new instrumedtsuch as the saxophone
(heretofore only used in jazz or wind bands) or the Ondes Martenot, to great or
specid effect. By restricting himself to the conventional orchestra and denying
himself the freedom of using what he knows best, McCartney showed his intention
to remain strictly within the confines of some vague idea of what classical music is
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supposed to béke. Strangely, the Beatles were much bolder when, conversely, they
used the sounds of classical music in some of their pop songs, thus broadening
perspectives in a way thetce Cor Meunfails to do.

The third and last reason we would like to suggetitdasthe genre of the oratorio
itself worked against McCartneyoés for mal i nvent
and ideological meaning, which we have analysed above, the oratorio is not
amenable to a certain degree of innovation. Ind ave are conduak to
understanding the generic format spawns its own constraints and regulations.
Because the oratorio carries its own conservative ideological agenda along with it
because it is historically and culturally defined by, and immersed in a complex crux
of religion, national identity, and the values of the establishment, it cannot easily
welcome sweeping changes. Not surprisingly, most of the attempts by pop artists to
write seccal | ed 6érock operasd have proved equally di
point of view. There is a certain imperviousness of genres, in other words. As a
genre, the oratorio created by Handel has undoubtedly retained its ability to chime in
well with, and to encapsulate some of the values held dear by the national character.
However, bycbosi ng such a format for his |l ong O6seric
almost inevitably bound to end up composing a miadithe-road, hackneyed and
conservative piece, sadly testifying to the former Beatle being as it were hijacked by
mainstream British socigin his quest for respectability.

Conclusion

Why, one may ask, devote so many words to a composition like Paul
Mc Ca r t Heee\COrMeunif it turns out to be such a mediocre, disappointing
piece of work? Why not simply write it off and damn it afto oblivion, while
acknowledging that, had it not been bundled together by a celebrity, it would never
have been the object of so much attention, or even, for that matter, performed,
recorded and given an award? Yet surely our aim in this paper hdsewotto
criticize McCartneybds oratorio as a musi cal cri
have a certain number of medtsome nice melodies, a pleasant orchestration, and
it evinces a sweet kind of melancholy, meditative mood, very much in the English
pagdoral traditior® and no doubt the audience at the Royal Albert Hall genuinely
enjoyed the experience. So the perspective we chose was intended to be analytical
rat her than judgmental. Wh a 't Mc Cartney6s ©piece
contradictory factorson the one hand, it testifies to the resilience of the oratorio
genre in Britain today; despite the fact that it originated in a totally different social,
historical and cultural context, the oratorio has lived on and become a kind of fixture
in the Briish musical landscape because it is pregnant with staple values in terms of
national identity. Yet, on the other hand, it appears that the rehashing of these
ideological elements as mediated through conventional aesthetic t@pasre or
less prevents theegre from expressing any forwalabking ethos We have
suggested t hat Mc Cartneyos choice of t he or at
condemned him to resort to a conservative mode of expression which only a
composer with far greater technical means at hépatial might have been in a
position to overcome or transcend. It is a sad and telling example of the process
whereby the dominant ideological machinery manages to swallow, transform and
assimilate artists known and hailed yesterday for their creativenality. It is at
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one with the phenomenon of O0Promsificationd of
described it, which begs the question of the link between mass attendance and

musical appreciation. The new British middld ass 6 Renai ssance6 of mu s i c
has both spawned the walitended Proms and been the fertile ground upon which
McCartneyds success with his composition was ni
matter of surface than substance, with no real impact upon the actual increase of the

generalpubl i cds exposure to demanding <classical mu
preserve of a limited educated, higrow elite”.

22| am indebted to Sophie Greinerdés unpublished (Mas
Musi c in Todayds GSorboarte, 2@08. il wald also dike B aharik sny | V
friends Brian Robins and Graham Roberts for kindiye@ding the first draft of this article.
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Ezra Pound and Antheil:
Modernist Music and Avangarde ldentity in
England

Yolanda MORAT O
Universidad Pablo de Olavide, Sevilla

The London cradle

Before George Antheil, bor@eorg Johann Carl Anthgil9001959) in Trenton,
New Jersey, took Paris by storm with his horns and bells, he was already developing
a freecomposing ¢chniquewhich, to a large extent, may tie in with the literary
Modernism that was flourishing in England. Although Antheil had studied in New
York wunder Ernest Bl ochdéds guidance, he started
went to Europé@ first to London, hen to Berlin and finally to Paris, where he settled
in 1923. Antheil recalled in his polemical autobiograpBgd Boy of Musi¢1945),
that his trip to Europe was a matter of sheer chance. While he was reading the
American musical trade papers in middibFuary 1922 he came across the name of

awellk nown i mpresari o, Meas ¢oingy to BuropeHralates o n , who 0
Maya' By matching this information with the piece of news where Leo Ornstein

announced he was | eaving HamManeonwasonaa nagement , A
trip to Europe to find a pianist who could act as a replacement of his former client.

Excited about this prospect, Ant hei | went back

where he rehearsed sixteen to twenty hours a day. However exaggemated hi
memoirs may be, he must certainly have practiced hard enough, for he soon gained
Hanson6s Od&hertevendne af my hands became swollen or biobey
wroted | merely placed it into one of the handy bowls of wi{@BM 14) he had set

on two low tabls at each side of his piano chair.

Not long after, in June 1926, sixteen synchronized player pianos caused uproar in
the auditorium ofthe Paris Théatre des Champs Elyséasre Antheil performed
his Ballet mécaniqueA year later, on April 10, 1927 was performed again in
New York at Carnegie Hall, with its percussion, airplane propellers and electric
doorbells. Antheil spent ten years in the French capital before going back to the
United States. It was the most productive period of his musica¢cahe time when

1 George ANTHEIL,Bad Boy of MusicGarden City, N.Y.: Doubleday, Doran, 1945, p. 14.
Quotati ons f romograpAynwill tbe referénsed ia the text in brackets with the
initials BBM, followed by the page number.
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he met the most relevant figures of the European ayamute, and, without a doubt,

the decade he was to be remembered for long afterwards. Still, while it is a fact that
many of the most remarkable writers and artists from the UnitatdsSlanded in

Paris in the first quarter of the twentieth century in search of a better future, it should
not be forgotten that London was a decisive stage in the flourishing of Modernism in
the Arts. From James Joyce to Ezra Pound, during the war nhigamnces with
patrons, editors and publishers emerged in London cafés like Café Royal and the
restaurant The Eiffel Tower; and in high society parties, given by hostesses such as
Lady Rothermerelady Cunard and Lady Ottoline Morrell, whose sponsorships
heped to develop many editorial and artistic projects during the war years.

There is a lack of consensus when establishincg

from the welltknown biographical facts of his life and his work in Paris. For

composer Aaron Gol a @ dreat déal of nonsense has been written about George
Antheilh Copland defined the coexistence of three Antheils, as it were; the one
d&oncocted by t hedtrmwes i Armatl h eji-drow, glifarbng & e

hi gh

magazine§ and, Mf. Gaog k|l Wnt Bheil 6s Antheil wh o, strang

hardly less a figment of the imaginat@mWhether the influence of higbrow
literary magazines was truly effective or not is difficult to state, but Modernist
techniques are present, or at least adaptelisimvork. In a letter that Antheil sent

Pound in May 1925, the musician WMgd openly admi

four-hour opera is very much influenced by yours. Same techiiique March 31,

that same year, from Rapallo, Pound had written a twivgypage letter to Henry

Allen Moe of the Guggenheim Foundation asking him for financial help for four
artists: Wyndham Lewis, T. S. Eliot, George Antheil, and Marianne Mbore.
Considering the work of these authors in poetry, prose or musical compogition
seems logical to posit that they were working along the same lines or, at least, that
they shared a view of modern aesthetics.

The brief period between George Ant hei
States and his successful establishimianthe French capital is worth a deeper
analysis since, even if only for a year or two, American poet Ezra Pound thought
Antheil represented the missing piece in his concept of Modednismiticultural in
its origins, though geographically attached to l&nd thanks to artists born in
America. Pound was aware of an English Musical Renaissance; however, he had
noticed that music was somehow detached from other forms of Art. Contrary to
fellow European radical movements (i.e. Futurism), London groups suatiaas
garde Vorticism did not include among their artistic experiments the musical
developments taking place on the island. In this regard, Music did not receive the
same attention as Literature, Painting or Sculpture. In his atkeil and the
Treatiseon Harmony publishedin Three Mountains Pre$$2ound claimed that

2 Quotedin Richard KOSTELANETZ Aaron Copland: a Reader: Selected Writings 1923
1972 New York: Routledge2004, p. 194.

3 Quoted in Ira BNADEL, Eza Pound in ContextCambridge: Cambridge UP, 2010, p. 311.
“Noel STOCK, 6Ezra Pound abnMibdetn tAgevolS® m°s2e o f
Spring 1961, p. 174.

® Three Mountain Press was one of Paris Modernist publishing houses, founded in 1921 by
American journalist William Bird. English poet Nancy Cunard bought the manual printer and

|l 6s begi

Responsib
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There had, and has, been extremely little critical examination of
music; | mean detailed examination of melodic line, structure, etc;
comparabl e to Landor 6 squestioranmasnoat i on of Cat ul |
whether a given work contains rhetoric, padding, undue repetition,

etc?
Despite Poundés complaints, | ack of anal ysi s
musi c. The capital of fered concerts and plays ¢
performed in its theatres were very much appreciated by a modern puldiadIn
Boy of Music Ant hei l recall s I®ild markagerout @lol iLmogh dloinm
arrange one concert at Wi gmore Hal/l. If it is s
up your Beethoven with Schnabel . def it isnbét, vy

itd (BBM 15). As Juan Manuel Viana has recently recallecEinModernismo

Musical en Inglaterr the first years of the twentieth century were the cradle of

new musi cal era in Britain. Londonds Wi gmore H
Symphony Orchestr was created in 1904 and, attesting of the development of

recording, the magazin€he Gramophonevas launched in 1923. That same year

Ezra Pound had already published his first book of essaysntheil. Previously,

from 1917 to 1920, he had worked as asio reviewer for the London publication

The New Agewriting under thepseudonym William Atheling he wrote a collection

of the eccentric music revieWsN a d e | has argued that Poundds not
and its connect i inmneympathwith the aestietic afersilibred was 6

while from the point of view of one of the specialists on Stravinsky, Richard

Taruskin, there was a natural way by which Pound developed his interest in musical

compositions® Through the study of poetic versification tinirteenth, fourteenth

and fifteenthcentury poets (namely Guillaume Le Vinier, Dante, Cavalcanti and

Villon) Pound reached an understanding of rhythmical patterns. Fisher pinpoints that

his musical settings of the poetry of Francois Villon (:23provided
him a laboratory in which to experiment with rhythm. While setting
Villon, he discovered the melodic cell and specific uses for the interval

its accessories from Bird in 1927. Thanks to this acquisition, Cunard founded The Hours
Press, which published the first work by Samuel Beckett.

6 Ezra POUND Antheil and the Treatise on Harmonkaris: Three Mountains Press, 1924, p.
38.Quot at i ons Anthedwil béreferenced is the text in brackets with the initial
A, followed by the page number.

" JuanManuel VIANA, El modernismo musical en Inglaterragalogue of the exhibition
Wyndham Lewis (1882957),February2010, Madrid: Fundacion Juan March, 2010.

8 Curiously enough, Ezra Pound got his pseudonym from William the Atheling (c20)02
heir to the thrones of England and Normandy who died inMieek of the White Ship. He
was considered the hope of reconciliation between the French and the English.

° Ira B. NADEL, The Cambridge Companion to Ezra Pout@zhmbridge: Cambridge UP,
2001, p. 240.

10 Richard TARUSKIN, The Danger of Music: and Other Asifitopian EssaysBerkeley:
University of California Press, 2009, pp. 1883.
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of the octave. These discoveries became the structural building blocks
for his operaCavalcant!

ForBr ad B uc k n arusicatliteRary theodzatiens begin as early as the
collection of essays calletl gather the limbs of Osirjs191112, and form an
important dimension of his thinking during the imagist and vorticist phaséss
career and beyond? Pound had arrived in London in 1908, and already in 1913 he
had taken a step further with his famous hdiku k e composi ti on o6l n a Stati
Metrod printed for the first time in the April issue #foetry and then again in
August in New FreewomanThe special arrangement of his two lines and their
punctuati on h a sidertielewith thkeawal suggbstot predaceddy
a musical scor@

IN A STATION OF THE METRO
The apparition  of these faces in the crowd
Petals on awet, blackbough®®

In the case of George Antheil, his first concert in London must have been
successful, for he then went, as promised by his manager, to Berlin and later on to
Paris, where he settled. Recollections of his performance in London are rather vague
and mostly based on anecdotes. In his autobiography, Antheil recalls an elderly lady
who was seating in the fanemtmouseawtrumget t hi s f i r st
in her ea and who would smile whenever he played Chopin and a Mozart sonata.
However w h e playetd somedSchéenberg and some pieces of my (BBM
10), she started shaking the ear trumpet, putting it back to her ear and looking sour,
until she finally left Wigmore Hall. Margarednderson, who had met Antheil in
Bernardsville, New Jerge, al so narrated the composerds expe
her autobiographyMy Thi r t y (1930)achanging ¥dane names and events
while doing so and creating, therefore, another version of the same episode: The co
editor of The Little Review h o uAntheil was ready for Europe before any ob us
and remembered how

He advertised for a promoter and found one in PhiladeldHidrs.

Edward Bok. He decided to become a virtuoso within three months.

He di d. [ é] George went diconeedt |l y to London w
before a discriminating audience, including Harold Bauer, but he was

too frightened to do his best. He then went in to central Europe where

he began to create sensatidfis.

1 Margaret FISHEREEzra Poundés radio operasl933 the BBC exper
Cambridge, MA: The MIT Press, 2002, p. 23.

2Br ad B U C KiNeBMother of Bs AllModernism, Literture and Musié in Astradur

EYSTEINSSON and Vivian LISKA,Modernism Amsterdam and Philadelphia: John

Benjamins Publishing Company, 2007, p. 518.

13 Quoted in JeaMichel RABATE, 1913. The Cradle of ModernisnOxford: Blackwell

Publishing, 2007, p. 64.

Margaret ANDERSONMyY T hi r t y, N¥weYaonk, CéviciVFaiade, 1930, p. 238.
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As in many autobiographies, subjective elements tend to be proble@atithe
one hand, it is almost impossible to discern whether Antheil did his best in his
London concert or if he was truly frightened as Anderson confidently stated. An
i mportant aspect of her recollections
souces of inspiration towards the East since, consciously or unconsciously, it
acknowledges a Central European identity within the core of Modernism and avant

garde developed by Americans in Europe. At a de
patterns differedrom those explored at the time by composers such as Russolo or

Stravinsky, who embodied the avajarde aesthetics of their respective countries.

As Mar gar et Fi sher remar ked, iimegulaknt hei |l 6s cC 0 m

meters that were considerablyme el aborate than Stravinskyds be

period Le sacre du printemgd913)andL 6 hi st oi (1818%f1Rabaté has a t
explained that the main difference with his precursors from thevareyears was
based on

[T] he urge to free themselvé®m the preordained rules of classical
harmony, and to reject the cwf vertical and horizontal polyphonic
integration that had obtained at leasince Bach. To do so, they had
either to look for earlier models, as Debushgl at one point, to opt
for radical primitivism, as Stravinsky seemed todméng, or to uproot
systematically the whole musical language of tonafity.

Antheil seemed to have decided on this last option, if we take into account his
fight against tonality and harmony. When reflegtinpon the significance of his

metres, and both on his independent style and on the impact national aesthetics

could have on music, the musician recalled in his memoirs:

So in those first early days in Europe | discovered that | was
manufacturing a highlyolatile product. What might charm New York

or London might just as easily explode in Berlin or evaporate in

Paris. All great European cities had critics in them who believed in
something utterly different from their neighbours, and who had also
trained their separate publics to believe in what they believed. If,
therefore, a mandés highly personal
that fact might well prejudice another country because, frankly, the

ot her countryds critics kmawl t hat
wrote accordingly(BBM 56)

This lack of belonging to one definite place, school or teiie most
adulterated vicious nonsergsaccording to AntheilEBM 54)3 offered Pound the
possibility of marketing George Antheil as he had previously datie Wyndham
Lewis, James Joyce or Henri Gaudrzeska. By 1923, Lewis had fallen out with
Pound, Joyce had found financi al hel p
Ulysses’ and Pound had already written a book about the French sculatodjer

15 i

Ibid..
16 JeanMichel RABATE, 1913. The Cradle of Modernisrdxford: Blackwell Publishing,
2007, p. 24.

t

musi ¢ S U

h e for me

t hanks t

YI'n fact, one of the five r emblyssestypescrimr i gi nal copi e
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Brzeska: A Memoi(1916). Pound was in Paris to defend his protégé during the
performance oBallet mécanique Voéis étes tous des imbécifedPound cried®
CertainlyAntheil came in perfect timing to form an integral picture of Modernism.

A Vorticist identity?

Vorticism was an avardarde movement, born and developed in England
between 1913 and 1914, whose main forms of expression were Literature (i.e.
essays, plays, poems and novellas), Painting and Sculpture. Because of the date in
which the frst number of its magazinBlast was published (June 1914) and given
its strong debt to Cubism, many have related the movement to Futurism. In fact, F.
T. Marinettids tours around Europe promoting hi
considered as the oiigof Vorticism. On the other hand, the First World War has
also played a very important part in the definition of the English movement.
Wyndham Lewis, painter and writer, and its main leader, T. E. Hulme, a
philosopher, and Gaudi@rzeska, who had estadthed himself in London some
years before, went to France with the army. Both GatRlizeska and Hulme were
killed in France in the Great War.

In London, Ezra Pound, who officially gave the name to Vorticism and acted as a
sort of agent for many wers and artists, was trying very hard to give some new
impulse to the movement, which had been disintegrating little by little since the
outbreak of the war. However, among his group of rebellious artists, Pound was
missing a musician to match the effoAs Hugh Kenner remembered in his
influential The Pound Era( 197 3) , t he A m@mrked @atamusicpanme t had 6
extension of his 1917 work on Arnaut, and welcomed Gedngigeil as aVorticist
composer ¢ o Merticidt Maniéestof 6f TLOLA4 left ablank space for
musicé There wasnot and’Antheirrépiesentedfthusnusi ¢ avai l al
that missing piece, the necessary figure to complete the whole picture of the avant
garde movement he had labelled and promoted. And like Wyndham Lewid$; a sel
pr ocl ai m@ énthéilthadeadopted the quarrelsome spirit of those who had
previously met in The Rebel Art Centre. As can be read in the title of his
autobiography, twenty years after meeting Pound, Antheil considered himself the
dad boy of musi@ That meeting between Pound and Antheil took place shortly
after he had arriwetdtéendPBhéspremi dueeofl3l goér S
Les Noceé

With his Romaniarbelle amieBoski Marcus, he took rooms above

Sylvia Beachos | a n d mbookshopL 8hbkespe&@ea ankl

Company. Shoraénd slight, with clipped blond bangs that made him

look even youngethan his twentgthree years, Antheil met avant

garde composer Erik Satend o0t hat Me plteardett ophel i an red

Schemata belonged to George Antheil. See R. A. GEKOSKI, p. 25,
http:/Awww.gekoskicom/cats/cat30.pdaccessed on 20 December 2011.

8 James LANGTON, Kand out the earplugs, cue the petiers»,London Daily Telegraph,
19/11/1999, http:ww.antheil.org/LondonTelegraph.htnpaccessed on 20 December 2011.

19 Hugh KENNER,ThePound Era Berkeley and Los Angeles, CA: University @élifornia
Press1973 p. 389.
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gent, Ezra Pound,at a tea honong Anderson and the actress
Georgette Leblanc.

Ezra began to take Antheil to Ol gabs
suggested Poundds initial iofot er est i n her wa
Ezra, she insisted, work came first. Antheil soon set to composing a
violin sonata for Olga, determined to make the music, he wrote Ezra,
6as wildly strange as she | ooked, tailored f
and technique. It is wild, the fiddle of the Tziganes . . . totally new to
written music . . . barbaric, but | think Olga Wiike it . . . it gives her
more to do and show off with than the other sonéths.

Poundds keen interest on new rhythms, not nec
canon though implicitly contained in major works he was to adopt and adapt,
developed moreand more throughout these yealfswe turn to the structure of

Pounddés treaty on Antheil, which is divided int
the central chapter gives the collection its title. The fact that this chapter
appropriately begins witthe wordretrospect n br acket s reveals its aut h

encompass a whole theory under the analysis of one author. By incorporating Music
into the Vorticist programme, Pound was completing the much seaiigint
discipline that he needed to encompassabinclusive theory under one single
avantgarde movement:

there was in contemporary music, at that date, nothing corresponding
to the work of Wyndham Lewis, Pablo Picasso or GauBigeska.
Strawinskyfsic] arrived as a comfort, but one could not sigfinitely

that his composition was the new music; he had a refreshing
robustness; he was a relief from Debussy; but this might have been
merely the heritage of poliglsic] folk music manifest in the work of

an instinctive geniugA 37)

As in thecase of Painting, where Lewis had advocated for a surface, static art to
encapsul ate Poundbés concept of vortex as the po
poet advocated for a $he gdrly studentc af hacnromyt i on i n Mus
were so accustometb thinking of music as something with a strong lateral or
horizontal motio® Pound observes in Anthailthat they never imagined any one,
any ongsic] could be stupid enough to think of it as stafix 11). That static nature
of Music was silence. Nevesless, there were some points of disagreement. As
advanced, given the context and date of the development of Vorticism, the English
movement was soon assimilated to Italian Futurism. The second form of
disagreement had to do with the architectonic elemmeviorticism.

For almost a century, many theorists have equalled the essence of Vorticism to
that of Futurism without realizing that, however similar at first sight, their principles
were essentially opposed. Where Futurists looked for movementcigtsrtiound a
standstill. | f Futurists such abseluePratell a and
polyphonya n doisi@imdrespectively, Vorticists were thinking of static levels in

2 Anne CONOVEROI ga Rudge and Ezra PounpnMNewHadWhat Thou Loves
Yale UP, 2001.
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their artwork, which were closer to those explored by Cubism. And, in fduile w
Russolo advocated the concept of noise as an exclusive feature of modernity (in his
view, silence dated back to antiquity), Pound was in search of metres developed
precisely by the masters of that remote past. Therefore, it is evident that, byigejecti
modern music, Lewis was to trying to avoid, as much as possible, being taken as a
Futurist. Or i waspastofriheé geseralworticststand againsthe
accelerated impressionism of our active and meritorious friend Maring@tB8).

The possibility of getting closer to Futurist experiments through music made Lewis
reluctant to embrace any composer for his group.

Lewis did enjoy Antheilds innovations, t hough
the same situation he had experiencedytars before. ITime and Western Man
(1927), Lewis warned his readers against Poundb®d

The Blast situation, on a meaner scale, repeats itself. Pound is there
with a few gentle provencgal airs, full of a delicate scholarship and
6sense of the Past, 6 the organizer of a musi
business is done by a young musician, Antheil, of a fiery
accomplishment and infectious faith in the great future of jazz. (As |

donot know the first woragnothing musi cal compos
about Antheil 6s work except that from what h
got considerable pleasure.) Not only a typical Powitdation is thus

set up, but (as | see it) a typical 6revol u
type.

If Antheil is as inteesting as | (quite ignorantly) believe him to be,

and if he is really aiming at somethimgew, the quality of Poundds

championship, or his personal motives, would not concern us; though
it is a question if his support is at any time more damaging or L€efu

The aesthetic and ideological division between Futurism and Vorticism was not
always clear; in fact, the debate continues to our days. But, at least in theory, each of
them ran in different directions. The emphasis on terminology was an asset for
Pound, who remarked that

it is a very good sign that Antheil is annoyed with the term
6 ar c hidtwhkeen tthis rtegm is applied to music. The sensitive
nonmusician had been content with this term; the sensitive
manipulator of verbal rhythm has been contemth the phrase

ZFEor Mat t h daewisBHjettds Yo,the Bussian Ballet because it reflected too directly

its fashionable audience. It was faf ai t hf ul mi rBrocthre moaé t hée Hpehf ect
expression of the society Proust has immortalized, 0
with Walton and Sacheverell Sitwell on a ballet project for Diaghilev. Perhaps Lewis was

simply beinga shrewopmoruni st in 1920é Vaughan Williams could ne
serious really decadent and frivolousdb,attitude of t

British Music and Modernisn1,895196Q Farnham, Ashgate Publishing Ltd., 2010, pp- 89
90.
2Z2\Wyndham IEWIS, Time and Western Mahondon: Chatto and Windus, 1927, p. 39.
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thematic invention; AntheildédAhas emphasized t
41)

By the end of 1920 Ezra Pound was closely working in London with concert
pianist and vocal coach Agnes Bedford on a-acke opera,Le Testament de
Francois Villon, a project that ran until the summer of 1921 in Paris. George Antheil
would come and pl ay hi sthensetrital divisiond ohthee 1923 r ecal
opera infifractional notationp the time signatures ranging from 1/8 to 25/32, to
account for dl possible syllabic durations and patt e
wordsh?® This version confirms their teamwork and is known as the 1923 Gold
Score.

Although this was the beginning of fruitful cooperation between Pound and
Antheil, there were soonvaics agai nst the American poetds musi
his introduction to t hAntheil angrthe Aireatisgt onedi ti on of F
Harmony Ned Rorem r emamldéds timdtel d ect ual knowl edge
far surpassed his practical knowled&é And, in Vincent Sherryds anal
Pounddés invol vement in music criticism, the cri
even contradictions, in the®”BEvemdrthéilsint heori zati on
letter to Pound quoted by Sherry, questionedelisessive recurrence to Literature
and t he VIhmusiathereAsmaotheng elsé, except TIME AND SOUND, and
the physical and psychic CONCEPT of these vibrating human organism.
Anything else is literan@® The place silence occupied, in MusiciasLiterature,
had yet to be defined.

Time, rhythm, silence

Harmony no longer occupies a central place in the conception of modern music in
the twentieth century. As Brad Bucknell has pi
i dea o fharmmny is ©0odnged to be guided byules for the simultaneous
occurrence of pitches, rules which are based upon tonal relationsbkipblished by
position within a scale, but rather by temporality as s&¢hComentale and
Gasiorek detected how attention to conventionasical notions such as harmony
and melody shifted to more and more important elements like rhythm and the
intervals between notes. In fact, in the early months of 1®/it8genstein had
carried out exp etheroteeohrhythm in enasicaippreéciatonii or 0

23 Margaret FISHEREgo Scriptor Cantilenae: The Music of Ezra Pound audio CD liner
notes Berkeley, CA: Bay Records, 2001.

%Ned ROREM, & p.8BfinfEpralROUND Aatieil and theTreatise on Harmony,
New York: Da Capo Press, 1969.

%5 Vincent SHERRY Ezra Pound, Wyndham Lewis and Radical ModernNew York and
Oxford: Oxford UP, 1993, p. 182.

%6 This fragment belongs to an undated (1223) and unpublished letter from George
Antheil to Ezra Pound, in Beinecke Library at Yale University, quoted in Vincent SHERRY,
op. cit..

27 Brad Bucknell op. cit..
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a laboratory at Cambridg&® Authors from different fields, from Philosophy to
Poetry, attempted to deconstruct musical patterns in order to reach more profound
levels of understanding and theorization.

As guided by a sort of litergrformalist trance, Pound had bought various musical
instruments during this period in order to bring his theories of music deconstruction
to practice. From Arnold Dolmetsch he had purchased his own clavichord. In fact,
for R. Murray Schafer, Dolmetsch Boundés semi nal influence in r
perhaps even st r®Howeeer, Pdurdanever Aayuirédenihdt bes .
probably most needed: a formal education in Music. Since his days as a music critic,
he resorted to an unorthodox vocabulary that puzaadears. He wrote on a Frank
Br i dge c o ngosorisof peaverpeeves sound, with a hang and drag ia it
and defined C®sar F alievedkthatafsyou @ouldnkespiupi an who 0
some sort of biabim-bim-ation long enough you would end by exgjt the
auditor 8° It is thus reasonable to expect certain mistrust about his book on Antheil.

Despite all odds, George Antheil and Ezra Pound, two masters in dealing with
horror vacui in their compositions, had managed to control the most important
element in a rhythmical pattern: silence. Their emphasis on time signatures, barring
and fractional notations led them to conclude there was an implicit, inherent element
to Music that needed more attention. And al t he
several foms of criticism, it cannot be denied that he was among the first to
formulate a theory of silencé Antheilby Ezra Pound opens with a very significant
quotation:

The element most grossly omitted from treatises on harmony up to the
present is the elemenf TIME. The question of the tirrgterval that

must elapse between one sound and another if the two sounds are to
produce a pleasing consonance or an interesting relation, has been
avoided.(A 9)

This transition, which Pound called TIME, encompassiésnce as a crucial
el ement . For Lewint BoA®s t lereatel] patemb @ Ebpedh
of extreme complexity that defied conventiomaisical notatioré Partly due to
asymmetry in rhythm, as Pound had practiced in his poetry, but akbe tsilent
intervals that were used to achieve this, harmony had come to arf guetry
could be divided into three elements according to the play of imawenopoeiy
music (nelopoeid, and meaningldgopoeig, silence was definitely an essential

28 Quoted in Edward P. COMENTALE and Andrzej GASIOREK (edB.)E. Hulme and the
Question of ModernispAldershot: Ashgate Publishingmited, 2006, p. 42.
PR. Murray SCHAFEREzra Pound and MusjdNew York: New Directions, 2008.

30 Quoted from Humphrey CARPENTER, Serious Character. The Life of Ezra Pound
London and Boston: Faber and Faber, 1988, p-53314

31 John Cage would bring thiheory to the extreme in his pieg& 4, ffich was performed
for the BBC.

22 Leon BOTSTEI N, 86 J Amearican  Symphooye  Orchestra
http://www.americansymphony.org/program_notes/jajogse, accessed on 20 December,
2011].
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agect inmelopoeia Therefore, in considering the role of harmony, Pound stated,
one should not only take into consideration the duration of the notes, but also the
time-intervals between them. Proud of his findings, Pound shared his theory with
four people(Antheil was among them), and he included their answers in his treaty:

1.0 Antheil: had known for some time that the duration of the notes
and the duration of the tirriatervals between them made a difference
to the way the harmony sounded.

2.0 A violinist had not thought of the matter but tried various
combinations of notes and found that my statement applied.

3.0 Author of a work on Einstein: approved the treatise; thought it
ought to be longer; doubted whether the statement was true for all
possible comibations of notes.

[ €]

4.8 Then there was the gent who found the treatise interesting but who
(as who should prefer to study the circulation of the blood from
corpses exclusively) prefedireed to study his
static. (A 22-23)

Ifin 1923 Stuckenschmidt summarized the style of
a sa most lively polyrhythmical homophdii§ some decades later specialists have
noted significant discoveries in his music, among them, the success of the
i ncor p o teaghy sibencesoa$ compositional material within a movement of a
piece of music. The effect is hypnotic: here are driving, rapid, mechanically precise
rhythms and throbbing assaults on every key of the instrument, frighteningly
juxtaposed with sonic vacuur@éAnt hei |l 6s sonatas are composed of
assaults, which were designed to function within sound and soundless time
segments.

Some decades | ater, in 1953, Hol |l ywood actress
and KPFA&s Charl es dAset of khfrea player pianarolls ofov er e
Ballet mécaniquén its original longer version (the 1953 revised version lasts about

15 minutes in performance). Ant heil 6s notations
to recreate his 1924 version but were also applietechnology Talking about
how to i mprove radio control for torpedoes, Lan

hopping) a strategy to disguise messages sent atsgiiind intervals between

frequencies, which in turn are synchronised between the titd@smand the

receptor. This invention did not receive full credit until some decades later, but it is

a good illustration of how Anthéilés silence pa

¥H. STUCKENSCH Mia Ausblick id dis Musi& Das Kunstblatt, Vol. VI,

1923, p. 221.

% KPFK Folio (Radio station), April 72, 1960, pp. 113t

35 A similar case could be quoted in Paintifuring the First World War, Vorticist painter

Edward Wadsworth, who had been edadah Munich as an engineer during 1906 and 1907,

worked in the Camouflage Section of the British Army. His designs were then used as

patterns for battleships and his supervision of over two thousand boats was very successful in

avoiding boats being intezpted.

%¥HansJoachi m BRAUN, 6 Adv an ddmericAleHeptagevol.yi2, 0°f t he St ar s
4, Spring 1997, httpWwww.americanheritage.caraccessed on 20 June, 2011.
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