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~ould In his study of Romantic music, Alfred Einstein suggested that the nine-
care- teenth century was no longer “a period of great choral music.”’ He based
om that judgment on his belief that the large-scale choral works written in that
= our century presented nothing new, only a continuation of genres (mass,

oratorio, requiem, motet, etc.) already well established in the preceding
century. He dismissed the pineteenth century’ s singular contribution to
choral repertory - the part-song - as mere musical trifies designed to
engage and entertain a new class of amateur singers. While there is an
eclement of truth in Einstein’s assessment, he failed to consider the new
political, economic, and social realities to which composers of the time
were responding. In this chapter, I shall (all too briefly) consider how the
new cosmology of the nineteenth century transformed the nature of choirs
and the music they sang.

Collision of cosmologies

While 1800 is a handy chronological marker, it is not particularly useful
when defining cultural history. To understand nineteenth-century music,
we must first understand the ideas of the preceding century that shaped it.
The philosophical engine that fueled Europe’s growth in the eighteenth
century was the Enlightenment, a period dominated by scientific method
and reason that postulated that, given sufficient time and information,
humanity could construct a new Eden. Correlative to this philosophical
stance was the emergence of the Industrial Revolution (c.1750) that
offered the ideal laboratory for implementing the theoretical formulations
of such “enlightened” thinkers as Ren¢ Descartes, John Locke, Isaac
Newton and Jean-Jacques Rousseau.” In the history of music (especially
choral music), the Enlightenment found clearest expression in the eccle-
siastical reforms {¢.1780) enacted by Emperor Joseph I of Austria and his
disciple Hieronymus Colloredo, who served as Archbishop of Salzburg
during Mozart’s time there. Many have attributed Haydn’s cessation of

mass composition in 1782 to these reforms, even more blaming Colloredo
(27] for Mozart’s departure for life in Vienna, outside the patronage system
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29 Choral music in the culture of the nineteenth century

the form of domestic music making (notably involving the piano), the
need for music lessons (and teachers), the acquisition of printed music and
the eventual emergence of that quintessential group music-making enter-
prise, the choral society. This new class of musical amateurs increased the
size of choirs and, their need both of music to perform and appropriate
ventues (both physical and cultural) in which to perform.

Choral singing in the nineteenth century: a paradigm shift

Contemporary Western notions of choral singing are a nineteenth-century
invention. Documentary, iconographic, and anecdotal evidence indicates that
eighteenth-century choirs were generally small and more likely to consist of
“professional” singers than their nineteenth-century counterparts. Handel
would have been shocked by the choir of one thousand singers that per-
formed his music at Westminster Abbey in the 1791 concert that Haydn
attended.* Indeed, newly discovered documentary evidence suggests that the
choir that performed Haydn's late masses at Esterhdza consisted of four
soloists and a choir of twelve to fifteen singers, of whom probably eight
were employed at court.” The situation in Salzburg was similar in 1757 (a year
after MozarUs birth); the archbishop’s Kapelle had the relatively grand com-
plement of ten solo singers, fifteen boy choristers and twenty-nine adult
choristers (with an orchestra of thirty players).” By the premiere of Haydn’s
Die Schopfung (1798), the chorus had swelled to between sixty and eighty
singers accompanied by an even larger orchestra.” But these numbers pale in
comparison with the size of nineteenth-century choirs. Late eighteenth-
century performances of Handel’s oratorios, both in England and on the
Continent, routinely involved choirs of several hundred singers, culminating
in the huge chorus for the 1791 concerts at Westminster Abbey. The trend
established by these Handel celebrations continued to play out in the perfor-
mances of Buropean choral societies.”

The tipping points from the old to the new notion of a chorus were
Beethoven’s unprecedented expectations of the chorus and the simulta-
neous rise of Grand Opera in France. Beethoven’s impact was already
evident in his Mass in C, Op. 86 (1807), cornmissioned by Prince Nikolas
Esterhazy to continue the tradition established by Haydn’s last six masses.
Tts redefinition of “symphonic” mass was evident in the unusual use of
tonalities, cyclic return of music,” orchestral interludes based on motivic
continuity to create seamless connections between otherwise disparate

movements, and the curious string of tempo words by which Beethoven
tried to quantify “tempo rubato” in the mass’s Kyrie.'® But it was the Missa
Solemnis and Symphony No. 9 in I minor, Op. 125 (1817-24) that truly
raised the bar of choral expectations to unprecedented heights.
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31 Choral music in the culiure of the nineteenth century

Table 3.1 Choral-orchestral societies in Furope and America

Date Name Location
1781-present Gewandhaus Leipzig
1785-93 Professional Concerts London
1793—present Sing- Akademie Berlin
1800-present Cincinnati May Festival® Cincinnpati
1802-54 Singakademie Leipzig
1813-67 Philharmonic Society London
1814-1938 Gesellschaft der Musikfreunde Vienna
1815-present Handel and Haydn Society Boston
1818-present Frankfurter Cicilienverein Frankfurt
1819-48 Concerts Spirituels Vienna
1832-33 Rétis’s Concerts historiques Paris
1832--89 Sacred Harmonic Society Londen
183360 Orphéon Paris
1542-48; 1860--present Vienna Philharmonic Society Vienna
1842-present New York Philharmenic New York
1852-2 New Philharmonic Society London
1853-present Budapest Philharmonic Budapest
1858, 1860, 1874-1970 Leeds Triennial Festival Leeds

1858 -present Singverein Vienna
1861-193% Academy of Masic” London
1868-present Tophalle Orchester Zirich
1869-present Qrchesterverein Vienna
1873~present Oratorio Society of New York New York
1874~present Mendelssohn Club Philadelphia
1875-present Londen Bach Choir London
1881-present Roston Symphony Orchestra Boston
1882-present Berlin Philharmonic Berlin
1888~present Concertgebouw Orchester Amsterdam
1893-present Munich Philharmonic Munich
1898-present Bethlehem Bach Festival Bethlehern, PA
1500-present Philadelphia Orchestra Philadelphia

2 This festival began as a German Singerfest, latex becoming the more prototypical
choral/orchestral festival.

b The name of this organization changed to the London Academy of Music and
Dramatic Arts in 1935 (NG 2, vol. 15, p. 167}

Choral societies and the rise of music education

Since the membership of these new choral societies consisted largely of
amateurs, the teaching of sight-reading and singing technique became
yirtual “cottage industries” essential to the success of the enterprise. In
America, this phenomenon was embodied by the itinerant Yankee tune-
smiths, most notably William Billings (1746-1800), who went from town
to town, teaching singing by using bis own music and methods. Later, in
the carly nineteenth century, similar concerns in the American South led

to shape-note singing, a movement the cultural and religious bases of
which could not have been more different than those of their northern
predecessors. In England, the concern with pedagogy galvanized the
activity of three important figures: Joseph Mainzer (1801-51), John Pyke
Hullah (1812-84) and the Reverend John Curwen (1816-80).




jo savuetiopad Asqqy msurunsapy sy Sunreay Aq pazdsur usaq pey ogm
‘(6081-z¢£1) upAeq ydesof wo1 nq sosodwiod yYsHLg WO J0U Jtued
$)NSIAAGBIOU JSOUL U3 ‘AJ[eITUOI] "2[41S § [PPUET] Pale[aUz Jeys suonisoduiod
MIU T0] puetdp pajeasd Ajanoe siy jo mols pue Auremndod ay3 apuer] jo
380} A[[eoy10ads SOLT0YeI0 UIoLwd 0] PajsSIXo SORALD0S [RI0YD YSTLLY “ATrenru]

£10133d31 1191} PR SONPIIOS [RIOY))

oz (OTPAON 4q paysiqnd “1aute)§ uyof 'pa) Jauid vj-j0s
NUOT, ¥ pue (SL81) oisnpy of payddy sv Apadss puv Guisussy up Sunpraj,
Jo 10y ay fo pnupiy s aayova ] ay (7/QT) SN0 PAVPUDIS MIN oy {19871)
FSANOT pavpuri§ 2y ] papOUL Aeniusss suonesriqnd s uamin *( waisds
BJ-[0§-OIUO T, SUSMIND)} wiyldys pue yonid SZITensia 01 (dureu Iy s1eaq jey
asnoy Surystiqnd sy} Jo STOBIP2 A1} UT PUNOy [[13s) UISISAS [PUONLIOU MAU ©
U1 SURSaI YOP J[JRAOUT PAsn tISAS S UDMIND) “Ye[M] PUE I9ZUTR]N SYIUN
"([zs 20] 23 ‘Y[ ‘YOS ‘Yey QUL ‘AR “YOP) SAB[JAS UONRZIUI[OS § 07231y P OPMD)
JO suolsiaa pazDISuy Funninsqns oeds ATasa Jo sajou 43y 2y pajensu
1OPPE B-[0§, o1 ‘pre [ensis anbrunm asoym TPIMION JO (£981-6841)
124075) yexes yo AJojopoypewt oty pardope sy “3j0u Aq Suis 03 UMD [00YOS
Aepung Sumo4 yoeay o) poyjeur & 2onpoId 0} PIUOISSIUIIOD SEM IS0
ut 12)stur [euonedaIduor) e ‘uamIng) uyo[ 1Hg1 jo Jeak eroard ey uy
o1 TF81 AIn( Aq sprdnd puesnor Ay auros jo uonesynIsd
a3 03 Burpesy onqnd ereusd ayy o1 pauado AEnIusAs oIom SISSE[D
aepndod sIy ‘SIaYORIO0YDS 10] PIPUAUT A[[enNuy ([$81 @57 ysyfug o1
paydopy Suiduig Supyova I fo poryzapy s, ujayji AL ) SPOTIOW s WIRYM Susn
sosse[o Swdurs-1ySs Buryore wedoq pue pueduy o1 pawnyas Yeni TS L
U] "6EST UL WIPYIA Woly ASo[opoyaur STy patiTea] A[Jenjuasd ‘I0ZUrey
s Aprys 03 3dWanIe UTRA B UT STIE] 03 PR[2AR]) OYM ‘YR[NL] "TIMINT) pue
e[y arom sassep BuSuis-ydis jo siuauodxa ysifuyg Surpeay ayp
¢ POUNOD) SapRYD)
Aq pejonpuod saye] sem yorism |, ‘uoaydiQ) 3y ‘SpquIsud [eroyp Jueuesd
© JO WONBULIO] 3¢} 0} PA] £€§T UL SJUSPNIS IIULIO] JO UOTUNSL © JBL) SISSE[D
S II[Y[IAA 213M IJSS200NS 05 *(£T81 W FuIuurdaq) USIP[IO[OOYDS URTSTIEJ
0} woneonpa s apraoid 03 ASojopoypwr s 1atpea) sry paydepe oym
(TPRT-T8LT) WRYIIA Smo-awmems sem aidosp redpurd s sszurey
o[« SOSSBJ T2MO[,, 3} JO 3JIf SMOISI[2J PUR ‘[BIOUI [BNIID[[AIUT 21f}
121329 03 JYSNOS Jey] SSIUSNOIISUOD [BID0S MIU E JO NI[IW 2Y) UMM POOTS
-I3PUN 3¢ JSNW IOM S IOZUTRIN JO $SIIIMS I} ‘PIOU Sty SI[OYS A1 ] SV
(TH8T) uonpw ay1 4of Sursuzg voneorignd yrewpue| sty ojur padopaap
oY YPIYM “(T€RT) apnyosiurs “jooq powgewr Surdurs-jydts 1orpies siy uo
paseq s[eerews Surystiqnd unSaq pey ay read B uiyIM THST Ut puejSuy
0] JUoM ‘stred Ul BUIPISaI 1saLd URULIAN) IDULIO) © “rozurepy ydasof

S0V T AASAYD) TE




-t to
~ased
% he
=123,
~der-
-atter

TE42),
-1 to
-aim’s
—~ofa
—=d by

“Zullah
- with
~29. In
Zlasses
_iapted
- spular

o the

--ster in
~unday
- Slover
~adder,”
- aps of
- "ot §i))
_ting in
-z nouse
- --Sol-fa
= Course
-t Artof
- 5 Tonic

v those

.2 Z0T new
~zresults
22-1809),
—ances of

33 Choral music in the culture of the nineteenth century

Handel’s music in 1791. Haydn’s two principal oratorios — Die Schopfung
(1798) and Die Jahreszeiten (1801} — became templates for the increasingly
diverse array of pieces called ‘oratorio” in the nineteenth century. Haydn’s
Creation was based on an English libretto ostensibly intended for Handel,
which Gottfried van Swicten translated into German. His text consisted of
modules of biblical narrative, followed by poetic texts intended for use as arias
and choruses. The Seasons was an even more radical departure from the
Handelian template; Swieten adapted James Thompson’s secular poetry into
four separate, self-sufficient musical compositions. This oratorio’s abandon-
ment of hiblical stories produced what some have described (for lack of any
better terminology) as secular oratorio. The textual independence of the four
“Gaasons” led others to classify Haydn’s composition as a “grand cantata”
(especially if they were performing only a single part of it).** Works like The
Seasons resembled oratorio primarily in the retention of multiple movements
of varying character scored for chorus, professional soloists, and orchestra. In
the concert listings of the Allgemeine Muiskalische Zeitung (established in
Leipzig in 1798/99) one finds numerous works that fit this generic descrip-
tion. 22 In her dissertation on Mendelssohn’s Die Erste Walpurgisnacht, Op. 60,
Catharine Melhorn provided a representative list of secular “grand cantatas”
(augmented in Table 3.2 by the present author) performed in the opening
decades of the nineteenth century. Haydn’s The Seasons heads this list, turther
emphasizing the increasingly blurry line between oratorio and new works for
chorus, soloists and orchestra.

In their day, these compositions ably served the repertorial needs of choral
societies; today, most, if not all, of these compositions have disappeared from
the concert programs of choruses and orchestras. Beethoven’s paradigmatic
Ninth Symphony not only generated a series of choral symphonies (by
Mendelssohn, Liszt, Mahler, et al), but also made it fashionable for

Table 3.2 Nineteenth-century “grand cantatas”

1801 Franz Josef Haydn Die Jahreszeiten

1809 Sigmund Romberg Das Lied von der Glocke

1809 Peter von Winter Timotheus oder Die Macht der Tone
1811 Andreas Romberg Die Macht des Gesidnges

1812 Ferdinand Ries Der Morgen

1814 Ludwig van Beethoven Der glorreiche Augenblick

181415 Ludwig van Beethoven Meeresstille und glilekliche Fahrt, Op. 112
1815 Car] Maria von Weber Kampf und Sieg

1816 Franz Schubert Prometheus, 1) 451 (lost)

c.1817 Andreas Remberg Waos bleitret und was schwinder
1818 Carl Maria von Weber Jubel Cantate

1828 Felix Mendelssohn Grosse Bestmusik zum Dilrerfest
1830 Friedrich Schneider Die Secfahrt

‘1832 Felix Mendelssohn Die erste Walpurgisnacht , Op. 60
1840 Heinrich Marschner Klinge aus Osten
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35 Choral music in the culture of the nineteenth century

Table 3.4 Johannes Brahms: secular dramatic
choral-orchestral works

Begrithnisgesang, Op. 13 1858
Rinaldo, Op. 50 1863-68
Alt Rhapsodie, Op. 53 1869
Schicksalslied, Op. 54 1870
Triumphiied, Op. 55 1870--71
Niinie, Op, 82 1880-81
Gesang der Parzen, Op. 89 1882

are essentially multi-movement dramatic works with an operatic bent,
whereas the Requiem fiir Mignon seemingly defies placement in any genre.
The most interesting descriptor Schumann himself used was “Ballade,” a
Romantic vocal genre ranging from solo songs (Loewe, Zelter, ef al.) to
multi-movement works that averaged a half-hour in length.** In works
such as Opp. 116, 139, 140, and 143 Schumann created works perfectly
suited to the burgeoning choral festival market without having to wrestle
with the formal complexity and expense required to perform either choral
symphonies or operatic scenas.

The influence of Robert Schumann extended to Johannes Brahms’s
body of small dramatic choral-orchestral works, which are far more
frequently performed today than any of Schumann’s works (see
Table 3.4). These pieces have remained popular not only for their intrinsic
musical beauty, but, perhaps more important, also for their ability to lend
variety to the typical orchestral concert without overextending either the
orchestra or the chorus. That Brahms composed all of these works after
Ein deutsches Requiemn (Op. 45) suggests that he regarded works of such
scope as more pragmatic than works like the Requiem.

Three of these - the Begribnisgesang, Op. 13, Rinaldo, Op. 50, and the
ultra-nationalistic Triumphlied, Op. 55 - are rarely performed today. The
other four rank among the most beloved and oft-performed choral-orchestral
works of any type, probably because, though significantly less demanding
than the Requiem, they do not compromise or restrict his expressive power.

Nineteenth-century choral music as microcosm

The production of choral-orchestral works constitutes only one side of the
nineteenth-century choral revival. Alfred Einstein acknowledged a totally
different type of choral music, the intimate proportions and simple style of
which more readily accommodated the explosive growth of small choral
ensembles, both mixed and gender-based. For lack of a better term, I refer
to this genre as the part-song, realizing that the term is quite generic.
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37 Choral music in the culture of the nineteenth century

Contrast Schubert’s Romantic tone-painting with the more direct,

masculine topics of the six songs that comprise Mendelssohn’s Op. 50
(1840):

“Tarkisches Schenkenlied” (Turkish drinking song)
“Der Jager Abschied” (The huater’s farewel])
“Sommerlied” {(Summer song)

“Wasserfahrt” (Water travel)

5 “Liebe und Wein” (Love and wine)

6 “Wanderlied” (Wanderer’s song)

Hs W B2 =

The first and fifth songs deal with drinking, while the remaining four involve
some aspect of nature. Mendelssohn even marked “Liebe und Wein” “Im
betrunkenen Ton zu singen,” employing his signature meter, 6/8. That “Der
Jager Abschied” is a somber hymn to the forest, sung by departing hunters, is
made clear by Mendelssobn’s provision of an ad libifum accompaniment for
hunting horns and trombone and a vocal appropriation of the stereotypic
“horn fifths” for “Lebe wohl!” (Farewell!)

"The part-song reached new heights of expressivity and musical complex-
ity with Robert Schumann (1810-56) and his protégé Johannes Brahms
(1833-97). Whereas Schubert had focused nearly exclusively on songs for
male chorus, a preference that Mendelssohn diverged from only by adding an
equal number of mixed chorus songs, both Schumann and Brahms wrote a
significant body of music for women’s voices. Unlike Schumann, however,
Brahms wrote very little music for male chorus (Op. 41, 1867). Both compo-
sers’ music for women’s chorus was concert music that tended towards sacred
texts because the church was frequently the only concert venue available to
women (this in a time when the participation of women in traditional church
choirs was still the exception).

A distinguishing feature in both composers’ part-songs was the inte-
gration of counterpoint (particularly canon) into a genre previously
dominated by simple, homophonic settings of mostly strophic poems.
While Schumann’s oeuvre also contained this simpler type of music, it
was his adroit yet expressive use of canon in the Ritornelle in canonische
Weisen (Op. 65, 1849} for men’s chorus, works like “Die Kapelle” (Op. 69,
no. 6) and “In Meeres Mitten” (Op. 91, no. 6) for women’s chorus and the
Vier doppelchérige Gesinge (Op. 141, 1849) that presaged Brahms’s eleva-
tion of the part-song to a new artistic prominence. From Schumann
{Opp. 67,69, 75, 91, 145, and 146) Brahms also borrowed the designation
Romanzen und Balladen, used in Op. 44 (women’s chorus) and Op. 93a
{mixed chorus). The influence of Schumann’s fascination with counter-
point is similarly apparent in Brahms’s canons for women’s voices
(Op. 113) and in mixed chorus songs such as “Beherzigung” (Op. 93a,
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39 Choral music in the culture of the nineteenth century

printed music remained the preserve of institutions or individuals who
had the substantial financial means needed to acquire the relatively small
quantities of printed music that were issued. The next major step forward
was the advent of engraving in the eighteenth century, but this innovation
was limited by the prevalent use of letterpress printing for music with
simple notation, when large print runs were possible or when the material
was mostly text (as in treatises). The year of Bach’s death (1750) was
also significant for the emergence of the music-printing house founded by
. G. I Breitkopf in Leipzig. Not only did Breitkopf figure significantly in
the development of musical typography, he was also the first publisher
able to produce large enough quantities of music to satisfy the needs of the
new choral socicties at a reasonable price. He accomplished this feat by
using two different techniques — typeset music that allowed larger press
runs of acceptable quality, allowing him to undersell the competition, and
music manuscript (engraved and then printed) that allowed much wider
dissemination of a greater range of repertory than his rivals.”! Breitkopf’s
successful marketing strategy was soon adopted by other firms, creating a
number of financially viable music publishing houses in England and
Furope (see Table 3.5). That these firms remain well known today under-
scores how significantly nineteenth-century innovations changed the
world of choral music. Other pivotal events in creating quantities of
affordable printed music were the advent of lithography, (c.1810), oftset
printing (1860) and Novello’s invention of the octave (1847).

Table 3.5 Music publishers of the eighteenth to the early
fwentieth century

1750 Breitkopf und Sishne Leipzig

1770 Schott Mainz

1793 Simrock Bonn (Berlin)
1778-1837 Artaria Vienna

1808 Ricordi Milan

1811 Breitkopf und Hirtel Leipzig

1811 Naovello Londen

1814 C. F. Peters Vienna
c.1816 Baosey London

1838 Bote und Bock Berlin
1839-80 Heugel et Cie. Paris

1853 Wilhelm Hansen Copenhagen
1861 G. Schirmer New York
1863 Curwen London
18641970 1. Fischer Dayton/New York
1872 Carl Fischer New York
1874 E. Fulenburg Leipzig

1883 Theodore Presser Philadelphia
1891 Fazer Helsinki

1901 Universal Edition Vienna
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41 Choral music in the culture of the nineteenth century

Domchor (1843-1905). The conservative, largely Catholic Cecilian move-
ment inspired historical editions by Caspar Witt and Kaxl Proske, whose
anthology, Musica Divina (1853-76), established Ratisbon (Regensburg)
as the center for the study and dissemination of the music of the
“Palestrina” school.

Indeed, the conservative tenets of the Cecilian movement provided a
viable alternative to contemporary composers for whom the mass was no
longer a viable genre of concert music. Beethoven’s Missa solennis had its
imitators, but for those not so bold as to challenge its lofty heights,
Romanticism’s fascination with antiquity provided the necessary impetus
for modern re-creations of the a cappella style of Palestrina and his contem-
poraries. Among the more famous products of this movement were
Bruckner’s Mass No. 2 in E minor (WAB 27, 1866) and Franz Liszt's Missa
Choralis (1859-65). Bruckner parodies the Sanctus of Palestrina’s Missa
Brevis in the Sanctus of his Mass in E minor, while Liszt prominently uses a
Gregorian intonation throughout the Credo of his mass, originally intended
for a cappella performance in the Sistine Chapel.

The effects of the Cecilian movement had far greater influence on
smaller sacred works. For composers such as Mendelssohn, Schumann,
Brahms, Rheinberger, Bruckner, and Liszt, this influence manifested itself
in the composition of Latin liturgical motets for both women’s choirs
(where they would, of necessity, have constituted concert repertory) and
mixed choirs. This retrospective reform, which embraced the study and
performance of early music, also championed a myth about choral per-
formance that persists to this day, namely that “old” music {(whether
chronologically or stylistically so) was, ipso facto, performed a cappella;
while a cappella performance was the norm for the Sistine Chapel, no
evidence suggests its widespread use elsewhere. Yet, even today, there are
choirs the very names of which perpetuate this tradition. Indeed, this
enduring myth may be one of the nineteenth century’s greatest legacies

to contemporary choral performance, even as we increasingly understand
how misguided that notion was,

Conclusion

For some time, the stature of nineteenth-century choral music has been
questioned not only by Alfred Einstein but also (tacitly) by the editors of
the Norton Anthology of Western Music, the fourth edition of which
included only two choral excerpts in its 997-page second volume - “Wie
lieblich sind deine Wohnungnen” from Brahms’s Ein deutsches Requiem
and Bruckner’s motet Virga Jesse floruit.’* What 1 hope I have made
abundantly clear in this chapter is that choral music, as we understand it
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