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ABSTRACT

This thesis assesses the decline and revival of concert activity in Dublin in the period 1792 to 

1814. The social, economic and political influence on musical life of landmark domestic 

events, the 1798 Rebellion and the 1800 Act of Union, is examined together with that of the 

wider European context of the Napoleonic Wars. Dublin was the capital city of Ireland, the 

fiscal, administrative and social centre of Irish life, and also the second largest city of the 

British Isles. Many aspects of concert life in Dublin, like those of other important provincial 

towns and cities, were drawn from the British capital. Patterns of concert promotion, 

repertoire and musicians, reveal aspects of cultural dependence on London, while other 

aspects illustrate distinctive regional characteristics. The inclusion of military music and Irish 

national music expressed the bi-cultural patriotism of Dublin's Anglo-Irish heritage.

The thesis is structured in three sections. Section one (1792 to 1806) contains eight chapters. 

The first five discuss contextual issues: the uncertain political background; its effect on 

concerts; the characteristics of the city and potential audience; the resources for concert 

promotion; and the background of private music-making. The following three chapters 

discuss the main forms of public concert-giving: subscription series; sacred concerts; and 

benefit concerts. Section two (1807 to 1814) focuses on the revival of concert activity after the 

re-establishment of order. Three chapters discuss the consolidation of sacred concerts, the 

expansion of the musical profession, and innovations in concert promotion. Section three 

contains a survey of repertoire throughout the period of the thesis, and concluding comments 

briefly highlight the influence of this period on the development of concert life through to the 

mid-nineteenth century. Appendices, illustrations and a select bibliography are included. 

An additional volume contains a chronology of concert programmes, previews and reviews, 

and a list of patrons.
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INTRODUCTION

Much scholarly attention has been given to aspects of musical activity in Ireland during the 

eighteenth century: not least because of the first performance of Handel's Messiah in Dublin 

in 1742. The most significant studies are those of Brain Boydell, but it was lta Hogan's Anglo- 

Irish Music 1780 - 1830 which first drew my interest towards the development of concert life 

in Dublin around the turn of the century. This book, as was then traditional, identified most 

of the important performances in Dublin, yet modern scholarship of city concert life has 

evolved rapidly to focus more closely on the wider context of social, political and economic 

developments, and their influence on the generality of musical life. The main aim of this 

thesis is to analyse the development of concert life in Dublin within this context. London was 

clearly the dominant musical centre of the British Isles, and parallels with activity there are a 

recurrent theme of this study. It is also my intention to contribute to a better understanding 

of how concert life in Dublin relates to musical activity in provincial cities. Studies 

undertaken during the last decade by, among others, William Weber and Simon McVeigh on 

London, and by Jenny Burchell and Roy Johnston, demonstrate the vitality and diversity of 

concert life across the British Isles. This study may provide an additional perspective.

At the outset it was my intention to assess the period 1792 to 1841. It became clear from the 

sheer volume of source materials, and the exponential increase in concert activity, that it was 

necessary to curtail this in order to maintain an appropriate level of detail in the commentary. 

Studies of concert life, like those in any other area of historical research, rarely fit into neat 

packages. The choice of the period 1792 to 1814 was made for the following reasons. First, in 

terms of wider European political history, it coincides with the entry of Britain into war with 

France and the eventual victory. Secondly, in domestic terms, it frames the landmark events 

represented by the 1798 Rebellion and 1800 Act of Union. Thirdly, in the context of Irish 

musical history, my period continues the story of concert life taken up to the beginning of the 

1790s by Brian Boydell and ends with a landmark event, the first civic promotion of a Grand 

Musical Festival' in 1814.

An important question is what actually constitutes a concert' at this period? My criterion has 

been to include those events which were announced as, or obviously intended to be, concerts. 

This simple criterion has however required some refinement in practice. For example, the 

outdoor performances in pleasure gardens given by bands have, for the most part, been 

excluded. In these events music was to some extent secondary to the main purpose of the 

entertainment: social interaction. This applies equally to various kinds of assemblies and 

balls. Two significant and vigorous forums of musical activity, the theatre and the church, 

have been considered only in as far as they relate to concert life. Similarly, the provision of 

music for state or military occasions has been excluded.



IX

Another issue, affecting particularly my account of the growth of the music profession during 

this period, is the uncertain distinction between visiting and resident musicians. Among 

those viewed as visiting, some appeared for a short period, giving a small number of 

performances during what was one stop on a provincial tour. Others paid longer visits, 

staying for many months or for the entertainment season and perhaps beyond. Those who 

remained for more than one season have been considered resident, for while they may not 

have intended permanent residence, their stay often stretched into periods of years and they 

integrated fully with the local profession, gaining positions of employment and establishing 

teaching practices.

The discussion of concert life has been structured in three sections. Section one focuses on 

the period 1792 to 1806 in a series of eight chapters. The first five deal with contextual issues. 

Chapter 1 provides a detailed account of the political background, a dominant influence on 

musical practice during this period. Chapter 2 traces the effects of political developments on 

concert life. Chapter 3 illustrates some of the characteristics of the city and the audience, the 

place of concerts in the context of other entertainment, the size of the potential audience, and 

the issues involved in developing or maintaining the habit of concert attendance. Chapter 4 

examines the resources available for concert promotion, both the physical resources, the 

venues, and the musical resources, the community of resident professional musicians. 

Chapter 5 illustrates the vibrant tradition of private music-making, which, though largely 

undisclosed, formed an important background. The three chapters which follow deal with 

substantive issues of public concerts, discussing the main forms of promotion. Chapter 6 

identifies some tentative initiatives to promote subscription series in the mid-1790s, and more 

successfully in the early years of the 1800s. Chapter 7 describes the promotion of sacred 

concerts, and Chapter 8 the benefit concerts promoted by individual musicians.

Section two focuses on the period 1807 to 1814 and on three characteristics of the revival of 

concert promotion after the re-establishment of order. Chapter 9 argues that the promotion 

of charity performances consolidated the position of sacred concerts. Chapter 10 identifies 

the growth of the resident music profession. Chapter 11 outlines a number of innovations in 

the type and scale of concert promotions. Section three provides a survey of concert 

repertoire during the period as a whole, and draws attention to elements which were 

common across Britain, and those which were distinctive to Dublin. In conclusion, there is a 

brief discussion of the longer-term influence of central aspects of musical life during the Age 

of Revolution' on the development of concert life in Dublin into the mid-nineteenth century.

An additional volume, 'Chronology of Concerts 1792 to 1814', is submitted with this thesis. It 

contains a compilation of concert advertisements, previews and reviews, and a list of patrons.



Primary sources

The Dublin newspapers have been the principal source of research material. A detailed 

search through two of the main newspapers of the period, Freeman's lournal and the Dublin 

lournal, has provided much useful information in concert advertisements, reviews, previews 

and other notices. These newspapers were directed towards the more affluent among the 

middle and upper classes; they appear to have been consistent in the interest they showed 

towards music and social entertainment; are widely used for studies of this type; and are 

accessible in microfilm format. Dublin Evening Post, Saunders' News-Letter, the Hibernian 

lournal and Walker's Hibernian Magazine have been consulted to corroborate some events 

located in the main sources, or to provide additional information when gaps in coverage 

were suspected. A more detailed search of the latter sources, or of additional newspaper 

sources, will undoubtedly add to the information collected, but it has not been possible to 

undertake a comprehensive survey of all potential sources.

An important caveat applies to newspaper evidence. The announcement of an event does not 

guarantee that it occurred, or that the programme was given as advertised, only what was 

intended at the time of advertising. Reviews provide useful confirmation that an event was 

held and sometimes provide more details of what took place. When reviews appear in 

several sources there are, as expected, differences of opinion. In a small number of instances 

reviews even disagree over the content of a concert. Some of these admittedly were trivial 

discrepancies in programme order. It should not be assumed that commentaries in reviews 

were always written by impartial journalists. Personal bias for various reasons may of course 

be reflected in their views. In addition, promoters not only supplied the information for 

advertisements, they quite often supplied reports puffed to their advantage, and otherwise 

sought to encourage favourable commentaries. In some instances it may be suspected that 

they actually wrote them. That this was felt to be necessary, can reveal something of how 

concerts would otherwise have been received.

The Irish Musical Fund Society, founded in 1787 as a charity for musicians and their families, 

promoted annual concerts from 1794. For much of this period, their performances were 

among the most important events of the concert calendar. Much valuable information has 

been found in the Society's 'Transaction Books' which date from February 1798. These report 

the work of the charity, the membership of the Society, and the preparations for their 

concerts. Although their account books are no longer available, financial details of their 

charitable work and, during the second part of this period, of their concert promotions, are 

recorded. No other records of this type are extant from this period. The Chapter Acts of St 

Patrick's Cathedral' and the Choir Attendance Books of Christ Church Cathedral' have



provided useful details of the membership, and the extent of dual membership, of Dublin's 

two Anglican cathedrals.

Secondary sources

For the political background I have been able to consult a number of studies issued to 

coincide with the bicentenary of the 1798 Rebellion. In addition to Beckett's The Making of 

Modern Ireland (London, 1966), extensive use has been made of Whelan's Fellowship of 

Freedom (Cork, 1998), and the collection of articles in The Great Irish Rebellion of 1798 

(Dublin, 1998) edited by Cathal Poirteir. Much useful information has also been gained from 

McBride's Scripture Politics: Ulster Presbyterians and Irish Radicalism in the Late Eighteenth 

Century (Oxford, 1998), and from Blackstock's An Ascendancy Army: The Irish Yeomanry 

1796-1834 (Dublin, 1998).

Research into music in Ireland falls into three broad but quite distinct phases, in the early, 

middle, and recent decades of the last century. Research in the early period began with 

Grattan Flood’s book A History of Irish Music (Dublin, 1905), which led to him being viewed 

as a pioneering figure of Irish historical musicology. The remarkable span of this work traces 

the history of Irish music from before the sixth century to the start of the nineteenth. 

Subsequent research has identified numerous details which are inaccurate, and it is no longer 

possible to verify others. Important historical documents to which Flood enjoyed access were 

destroyed during the Irish civil war in the 1920s. This has given rise to caution in its use. In 

the middle period, Music in Ireland (Cork, 1952) edited by the late Professor Aloys 

Fleischmann provides an assessment of music with articles by numerous contributors on a 

comprehensive range of topics. An opening Historical Survey' by Fleischmann himself, and 

some individual articles, provide useful details of the main developments. Hogan's Anglo- 

Irish Music 1780 - 1830 (Cork, 1966) is also of pioneering significance. This work provides a 

closer focus on composers, music in the theatre, concerts, musical societies, folk music and 

the music trade. Wide in scope, this research began to draw attention to cities beyond 

Dublin: to Belfast, Cork, Limerick, Galway and smaller towns. Another useful survey of 

activity is O'Neill's, 'Music in Dublin 1700 - 1780' (UCD, 1971).

The first of two leading figures in Irish historical musicology, the late Tom Walsh, published 

his Opera in Dublin 1705 - 1797, in 1973. This is a detailed account and has been useful in this 

study in providing information on leading singers and instrumentalists. In recent years the 

posthumous publication of Walsh's follow-up volume Opera in Dublin 1798 - 1820 (Oxford, 

1993) has provided coverage of the later period. The second leading figure in Irish historical 

musicology is the late Professor Brian Boydell whose numerous publications span a wide 

period. His two chapters in A New History of Ireland. 'Music before 1700’ and 'Music, 1700 -



XII

1850' (Oxford, 1986) provide an authoritative and wide ranging survey. His Dublin Musical 

Calendar 1700 - 1760 (Dublin, 1988) is the first study to illustrate the depth and richness of 

performance traditions in the city. His last book Rotunda Music in Eighteenth-century 

Dublin (Dublin, 1992) has frequently been drawn on in this thesis and provides a detailed 

account. Studies by Grindle, Irish Cathedral Music (Belfast, 1989), and McKee, The Choral 

Foundation of Armagh Cathedral' (QUB, 1982), have provided useful information on church 

musicians. Recent research by Dr Barra Boydell Music at Christ Church before 1800 (Dublin, 

1999) has made further documentary evidence available, and he generously provided two 

informative articles on activity in the Cathedral prior to publication: 'Music in the nineteenth- 

century cathedral, 1800-70' Christ Church Cathedral: A History (Dublin, 2000) and "A bright 

exception to the general rule?' Nineteenth-Century British Music Studies (proposed 2001). 

Dr Roy Johnston's comprehensive thesis 'Concerts in the Musical Life of Belfast to 1874' 

(QUB, 1996) has frequently been drawn on for parallels with activity in Dublin and in many 

ways has provided a model.

Research into Irish traditional music is another growing field of study which has been greatly 

assisted by the publication of Sources of Irish Traditional Music c. 1600 - 1855 (New York & 

London, 1998) edited by Aloys Fleischmann, Micheál Ô Süilleabhâin and Paul McCettrick. 

This contains an annotated catalogue of prints and manuscripts from c. 1783 to 1855 and cites 

very substantial numbers of Irish melodies, facilitating an assessment of their origin and 

publication history.

A recent series of publications Irish Musical Studies, begun in Dublin in 1990 and reaching 

volume five in 1996, illustrates the current diversity of Irish musicology. An article by lta 

Beausang (née Hogan), Dublin Musical Societies 1850 - 1900' vol. 5, has begun to extend 

systematic coverage into the later nineteenth century. To Talent Alone: The Royal Irish 

Academy of Music 1848 - 1998 (Dublin, 1998) contains substantial material by the editor 

Richard Pine, who, in tracing the history of the Academy, provides much useful information 

on musical activity in Dublin. However there remains much scope for further research on 

this period.

It has been of great benefit to be able to compare concert life in Dublin with activity in Britain 

and in London in particular. Extensive use has been made of McVeigh's Concert life in 

London from Mozart to Haydn (Cambridge. 1993). Useful parallels have also been found in 

William Weber’s The Rise of Musical Classics in Eighteenth-Centurv England (Oxford, 1992) 

and in tracing musicians in the provincial cities through Jenny Burchell's Polite or 

Commercial Concerts? (New York & London, 1996). Illuminating studies on the music 

profession in Britain by Cyril Ehrlich, The Music Profession in Britain since the Eighteenth 

Century (Oxford, 1985) and by Deborah Rohr, 'A Profession of Artisans’ (University of



Pennsylvania, 1983) have been very useful, as has Ehrlich's First Philharmonic (Oxford. 1995). 

A collaborative project by Christina Bashford, Rachel Cowgill, Cyril Ehrlich and Simon 

McVeigh to produce a Concert Life in Nineteenth-Century London Database focusing on 

selected years in the period 1800 to 1914 is currently in progress and will facilitate further 

points of comparison.

The most frequently consulted source of biographical information has been The New Grove 

Dictionary of Music and Musicians (London, 1980). Useful details have been found in the 

fourth edition of Grove's Dictionary of Music and Musicians (London, 1940), which retains 

some information from earlier editions, not included in The New Grove. Sainsbury's A 

Dictionary of Musicians (London, 1824) and the Biographie Universelle Des Musiciens edited 

by Fetis (Paris, 1867) have also been useful. The publication of the second edition of The New 

Grove Dictionary of Music and Musicians, Stanley Sadie ed. 29 vols (London, 2001), came just 

too late for any substantial contribution to this thesis.

Explanatory notes

1. The following are the main bibliographical abbreviations used in the text of this thesis. A 

complete list is given in the select bibliography.

DEP Dublin Evening Post
DJ Dublin lournal
FJ Freeman's lournal
HJ Hibernian lournal
SNL Saunders' News-Letter
WHM Walker’s Hibernian Magazine
TBIMF Transaction Books of the Irish Musical Fund Society'
NG The New Grove Dictionary of Music and Musicians

xiii

2. Periods of years are inclusive: for example, the five-year period 1800 to 1804. Dates citing 

source material observe the convention of double numerals for the day and month followed 

by the year: for example, FJ 01 01 1792. References to a series of newspaper sources appear 

with each day and month of individual issues separated by a comma, followed by the year: 

for example, FJ 01 01, 03 01, 05 01 1792. During this period single issues of newspapers 

covered a period of two or three days. For clarity only the first date of issue has been cited.

3. A further volume, Chronology of Concerts 1792 to 1814', is submitted with this thesis. 

This contains a compilation of concert advertisements, previews and reviews, and a list of 

patrons. The concerts are numbered sequentially within each year and are referred to in 

footnotes in the thesis with an abbreviation, the year and reference number: for example, 

Chron 1792: 1. References in the thesis to the source of previews and reviews followed by an



XIV

asterisk * indicate that they are quoted in full in Section two of the chronology. Details of the 

layout and the abbreviations used to indicate the types of pieces and instruments, are given 

at the beginning of the chronology.

4. Square brackets | | are used for editorial insertion and dots ... are used for editorial 

deletion.

5. Numbers are spelt-out up to and including thirty: thereafter or in a statistical or financial 

context numerals are used.

6. The following indicates the relationship between British and Irish currency values prior to 

the merger of the exchequers in 1817. The value of Sterling was one and one-twelfth times 

higher than the value of Irish currency.

Sterling 
one guinea 
one pound 
half a guinea 
one crown 
half a crown 
one shilling 
sixpence

1G, £1 Is or 21s 
£1 or 20s 
O2G or 10s 6d 
5s
2s 6d
Is
6d

Irish currency 
£1 2s 9d 
£1 Is 8d 
l l s 4 ,/2d 
5s 5d 
2s 8 2 d 
Is Id 
6 '^d

7. The following convention has been observed for spelling. In quoting from source material, 

simple spelling mistakes have been corrected without comment: for example, the for teh'. 

Period spellings have been retained where their meaning is clear: for example, 'clarionet' for 

clarinet. Where period terms may cause uncertainty, their modern equivalent is given in 

editorial brackets: for example, tenor' followed by [violaJ. Both Westmoreland' and 

'Westmorland' appear in source material. The period spelling 'Westmorland' was used with 

such frequency that it has been retained in the text of this thesis, in preference to silent 

change or editorial insertion of the current spelling.

The standard spelling of titles of music is used in this thesis. In the Chronology of Concerts' 

English titles of music which have simple errors are corrected without comment. Period 

spellings in English and common mis-spellings of titles in foreign languages, principally 

Italian, have been retained, with their standard spelling given in editorial brackets.

The orthography of Irish national music is problematic. Many different versions of attempts 

to produce English phonetic spellings of Irish titles have been found, in some instances using 

letters not contained in the Irish alphabet (j, k, q, v, w, x, y, z). Variant spellings of Irish titles 

have been retained in the 'Chronology of Concerts'. Chapter 12, Repertoire survey', Table 36



XV

(pp. 320 - 322) contains an addendum in which variant spellings in English and Irish, with the 

current Irish spelling underlined, and a literal English translation, are given. Such 

information has been considered too cumbersome for editorial insertion with every citation in 

the chronology.
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PROLOGIJF

The end of the eighteenth and beginning of the nineteenth centuries brought a radical re

structuring of European political systems and national frontiers. The philosophy of The 

Enlightenment' inspired the French Revolution and gave birth to republican ideals and forms 

of government which were debated, imposed, resisted, embraced or overthrown in numerous 

European states and beyond during the Napoleonic Wars. The years 1792 to 1814 marked the 

most intense period of pan-European conflict from the seventeenth to the twentieth century 

and had a profound influence on the course of European history. Likewise the dual 

circumstances of Anglo-European and Anglo-Irish relations led to some of the most 

traumatic and influential events in Irish history. The most important domestic political 

developments from the Williamite Wars in the late seventeenth century to the foundation of 

the Republic of Ireland in the early twentieth century were the 1798 Rebellion and the Act of 

Union, effective from 1801. Both occurred within the context of the 'Age of Revolution' and 
both were symptomatic of it.

These circumstances had a significant influence on the development of concert activity in 

Dublin: its decline and then its renewal. Concert life in the city was to a large extent 

modelled on that of London. The transfer of musical repertoire and, to some extent, 

performance conventions from the British capital was crucial to the development of concert 

life in Dublin, as it was to most other important provincial centres. The nature of the musical 

relationship between Dublin and London at this critical period has yet to be assessed and is a 
primary focus of this thesis.

Although many aspects of concert life in Dublin parallel musical activity in London, some 

distinctive features were independent of such influence. Social and political developments in 

Ireland provided a context unlike that experienced in any mainland’ British city. Concert life 

in Dublin continued to derive, as it had done for much of the eighteenth century, three 

central characteristics from London: its models of promotion; much of its core repertoire; and 

many of its principal musicians. During the turbulent period covered by this thesis, the 

supply of musicians, primarily from London, was clearly affected by perceptions of internal 

and external conflict. When they came, visiting musicians appeared not only as soloists, but 

also acted along with local musicians as concert promoters. During the critical period, their 

seeming reluctance to visit Ireland exacerbated the decline of concert activity. Irish sympathy 

with Revolutionary France undermined Dublin's image abroad well before the outbreak of 

the Rebellion itself, and although some areas of concert life were unaffected, it would take 
many years to recover the image of stability.
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As a consequence of these major developments, fundamental changes occurred in the city's 

status and thus in Dublin society. The landmark revision of political structures, under which 

Ireland was integrated into the United Kingdom with the Act of Union, abolished the Irish 

Parliament. The latter had symbolised Ireland's separate identity among European states. 

While the new arrangement secured the constitutional linkage with Britain, it effectively 

downgraded Dublin's status from a national to a provincial capital. The loss of the Irish 

Parliament, at a stroke, transferred a significant proportion of the aristocracy to London and 

began a gradual process in which many of those who remained would also eventually leave. 

The social hierarchy remained intact, but the characteristics of the elite were subtly changed: 

the balance altered, with a gradual diminishing of aristocratic influence and an emerging 

professional and mercantile class. The loss of potential patrons among the aristocracy has 

traditionally been viewed as a significant causal factor in the decline of concert life. Yet, 

although parliamentary representation transferred to Westminster, governance continued to 

be exercised through the Lord Lieutenant and the civic administration at Dublin Castle, and 

as this thesis will show, in the end the Act of Union as such had little long-term effect on 

concert life.

The Napoleonic War continued to be an economic burden on Britain and Ireland, but when 

domestic political turmoil subsided in Ireland, Dublin began to recover its image and musical 

position among British cities. There are signs by the late 1800s that the resident profession 

was beginning to increase in size and that concerts were beginning to attract a wider 

audience. Circumstances which encouraged this general growth in musical activity included 

an increase in the number of amateur performing societies, much wider access to amateur 

music tuition, and eventually the powerful lure of virtuoso performers of European fame. 

Although concert life in Dublin for a time lost some of its former vitality it did eventually 

recover, and developments which occurred during the 'Age of Revolution’ set a pattern for 

the later nineteenth-century expansion.
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SECTION 1

PRELUDE TO REBELLION AND POSTLUDE TO UNION 1792 - 1 anb

Chapter 1

Politics of Rebellion and Union

Two landmark events in Irish history punctuate the end of the eighteenth century and the 

beginning of the nineteenth: the 1798 Rebellion, and the Act of Union which was effective 

from 1 January 1801. These were the culmination of a decade which saw arguably the most 

significant political developments in Ireland, from the Williamite Wars in 1689 to 1691, to the 

Easter Rising in 1916 and the establishment of the Irish Free State in 1923. The decade of the 

1790s was in many ways the working out of a process of social and political change which 

had begun in Ireland much earlier and was fuelled by recent events abroad. The central 

issues can be traced back to the establishment of English influence in Ireland and remained 

virtually unchanged in all the major conflicts. At the core was the strategic significance of 

Ireland to Britain in the wider picture of Anglo-European relations. As its nearest island 

nation colonisation brought the inevitable prospect that domestic grievances could be 

exploited by European states potentially to facilitate an attack through Ireland on Britain. 

Thus with colonisation Ireland became a potential bridgehead for European states and the 

Achilles heel of British security. 1

Dublin was subject to the same broad range of social, economic and political factors which 

influenced life and developments in mainland British cities. A unique dimension of influence 

arose from the domestic situation in Ireland which was undergoing its most rapid change 

towards the end of the eighteenth century. Political events around the 1790s not only 

impacted upon their time but established the general circumstances in which Irish society 

would evolve during the early decades of the nineteenth century.2 In order to provide a 

context in which to assess the influence of political developments on concert life, it is 

appropriate to begin by identifying the groupings in Irish society and by reviewing the 

course of major events.3

' Defeat in other colonies America or India, would threaten British trade, bul defeat in 
Ireland would bring the threat to British security veiy much closer
2 The next most significant political landmark was Catholic Emancipation in 1829 
d In this chapter extensive use is made of one of the stanrHrrl m fo m L  i
Beckett, The'Makinit of Modern IrelamL l f i a J g S ' ^ l o w  a X S  0"
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Groupings in Irish society

The three groupings in Irish society were defined by religion: the indigenous Roman Catholic 

population; the Protestant Anglicans, members of the established Church of Ireland, the Irish 

communion of the Church of England; and the Protestant Dissenters or Nonconformists, 

effectively the Presbyterians.4 From the early 1690s to the mid-1790s Ireland was free of the 

major conflicts which characterised much of its earlier history.5 In this period of relative 

stability the population grew from around 1,034,000 in 1695 to over 4,750,000 in 1791.6 By 

the end of the eighteenth century the population reached five million, one-fifth of the total for 

the British Isles.7 The increase in population, the most rapid in Irish history and possibly of 

Europe at that time, has been attributed to the increase of tillage, higher fertility rates with 

younger female marriage, and falling infant mortality rates.8 The proportion of Catholics to 

Protestants towards the end of the eighteenth century was in the region of 3:1, with 

Presbyterians approaching near equal numbers to Anglicans.9 The numerical balance of the 

three groupings was in stark contrast to their political, economic and social influence.

Throughout much of Ireland's turbulent history status was defined by land, or wealth 

derived from the land. Catholic landownership was drastically reduced during the 

seventeenth century. The Plantation of large areas of the provinces of Munster, Connaught 

and, most comprehensively, of Ulster by English and Scots settlers in the early decades of the

4 For clarity of reference the terms Catholic, Anglican and Presbyterian will be used. The 
term Protestant will be used to signify both the Anglican and Presbyterian denominations 
when appropriate. Other nonconforming denominations remained from the Civil War 
period, but by the late eighteenth century these were declining in number and without 
political influence. McBride, Scripture Politics, p. 26 n. 48. Methodism was not yet a force.
5 The first concerted resistance to the spread of English influence was the Rising in 1534 to 
1540 led by the Earl of Kildare, after which Flemy VIII adopted the land policy of 'surrender 
and regrant'. Insurrection in Munster in 1569 and 1579 to 1583 led Elizabeth I to introduce 
Plantation' in this province and in Connaught. The O'Neill Rebellion in Ulster from 1595 to 
1603, which broke Gaelic independence in Ireland, was also followed by plantation, firstly by 
a private Scots enterprise in 1603 and later by an official Government scheme begun in 1610. 
Then followed the Great Catholic Rebellion of 1641 to 1652, the Cromwellian conquest, and 
the Williamite Wars from 1689 to 1691.
6 Maxwell, Dublin under the Ceorges, p. 179, and Beckett, p. 244. Further estimates of 
population during this period are given in Maxwell, p. 180 n.; Beckett, pp. 25, 173; and 
Dickson, 'The State of Ireland before 1798' pp. 17,18. The accuracy of some estimates should 
be treated cautiously but they indicate a trend of at least fourfold increase over the century.
7 Boyce, Nineteenth-Century Ireland, p. 5. Rapid population increase occurred across much 
of Europe between 1750 and 1800. The population of England increased by 50% and of 
Finland by 100%, 6  Tuathaigh, Ireland before the Famine, p. 6.
8 Government encouragement of tillage expanded trade and exports but the pattern of 
inheritance, by which land was divided among all sons rather than passing to the eldest, led 
to a minute subdivision of farms and intensified rural poverty. Maxwell, Dublin under the 
Georges, pp. 179 - 180; Beckett, pp. 243 - 244; Dickson, 'The State of Ireland before 1798’, p. 17.
9 Whelan, The Tree of Liberty, p. 89 and Boyce, Nineteenth-Century Ireland, p. 3. A 
proportion of more than 2:1 and as many as 4:1 is implied in 0  Tuathaigh, Ireland before the 
Famine, p. 9, and Maxwell, Dublin under the Georges, p. 21, respectively.
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century reduced Catholic ownership to 59% of the land by 1641.10 In this year the Great 

Catholic Rebellion began as a campaign for the return of land but helped precipitate the 

English Civil War which would subvert the Stuart monarchy and bring the Cromwellian 

conquest of Ireland. Cromwell's campaign from 1649 to 1652 confirmed English 

parliamentary authority across the country. Charles II was sympathetic to the Catholic 

situation but was unable to oppose the repressive policies of those who restored him to the 

monarchy in 1660. Hope of reform came with the accession of Charles's Catholic brother 

James 11 in 1685, by which time Catholic landownership had fallen to 22%. James empowered 

Richard Talbot, Earl of Tyrconnell, to enact sweeping changes which gave Catholics 

dominance in the army, judiciary, and civic corporations, and led to a Protestant exodus.11 

The full implementation of this legislation was overtaken by events in England. The 

'Glorious Revolution' replaced James with his Protestant daughter Mary and her husband the 

Dutch Prince William of Orange, now William III and Mary II, as joint sovereigns in February 

1689. Attention now focused on Ireland to prevent James, initially from a position of exile in 

France, reasserting his claim to the monarchy by rallying Catholic support. Protestant 

resistance had concentrated in Ulster at Enniskillen and Londonderry, and soon after the 

arrival of James at Kinsale on 12 March 1689 Londonderry was placed under siege. 

William's forces aborted an attempt to relieve the city in April 1689, but on 28 July a second 

relief fleet forced a ship through the boom placed across the River Foyle. William arrived at 

Carrickfergus on 14 June 1690 and while James had secured a tactical advantage in choosing 

to defend the southern bank of the River Boyne a few miles inland from Drogheda, his forces 

were outnumbered by 36,000 to 25,000. Further battles were fought at Enniskillen, Cork, 

Kinsale, Athlone, Aughrim Hill near Ballinasloe, Galway and finally at Limerick where a 

treaty was agreed on 3 October 1691. The Battle of the Boyne on 1 July 1690 was arguably the 

most important battle fought on Irish soil and by far the most celebrated. It marked the 

turning point of James IPs ill-fated campaign to recover the English Crown and was of 

European significance in restoring the confidence of England and its allies in the League of 

Augsburg in the 1689 to 1697 war with France. 12

The rise of the Irish Parliament

The Irish Parliament now became an indispensable part of government, being the most cost 

effective means of maintaining domestic security, generating income through taxation to 

meet the economic demands of the war with France, and of avoiding the costly alternative of

10 Figures for Catholic landownership are taken from Kee, Ireland n. 10
11 For details see Beckett, pp. 139 -149.
12 For details see Carter & Mears, A History of Britain pp. 556 - 560
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direct rule from England.11 In 1691 the English Parliament passed legislation which excluded 

Catholics from membership of the Irish Parliament.13 14 Ireland's now exclusively Protestant 

and Anglican Parliament was quick to exploit the power this presented and endeavoured to 

legislate for the absolute security of the 'Protestant Ascendancy', effectively an Anglican 

ascendancy, begun under Cromwell. William and the English Parliament were obliged to 

concede the introduction of Penal Laws against the Catholics not only to placate the fears of 

the Irish Parliament, but because many in England shared the view that the Treaty of 

Limerick was generous to the point of betraying the Protestant cause.15 Legislation 

prohibited Catholics from bearing arms, having their children educated abroad and expelled 

Catholic bishops and regular clergy (those belonging to a religious or monastic order). These 

measures had a limited effect and in 1703 and 1704 they were strengthened and extended. 

Restrictions were placed on inheriting land; a Sacramental Test was imposed for public 

employment; an Oath of Allegiance was required before voting; and the secular clergy (those 

not bound to a religious order) were required to register their names and parishes with a 

security for good conduct. Under later legislation Catholics were prohibited from holding 

schools and in 1728 they were denied the right to vote. In the aftermath of the Williamite 

Wars Catholic landownership fell to 14% by 1695, and under the Penal legislation to 7% in 

1714, around which level it appears to have remained.

The Penal legislation was designed to be severe. It was motivated by self-interest and was 

constructed by the narrow band at the top of the Anglican community who were zealous of 

their wealth and political power. Underlying their position was a real sense of fear and a 

sense of geographical and political isolation. I heir fears were sustained by exaggerated 

accounts of atrocities committed by Catholics during the 1641 Rebellion, and by reports in the 

British press of religious persecution in France, Spain, Austria and Poland, which were a 

continual reminder of just how close Richard Talbot had come to effect such a purge in 

Ireland.16 Anglicans had a strong presence in Dublin and the surrounding area of The Pale', 

but in spite of owning the bulk of the land they were a minority community in most other 

areas. In the province of Leinster they represented only 14% of the population; in Munster 

and Connaught between 3% and 5%; and even in the Protestant stronghold of Ulster, where 

45% of the Anglican community lived, they were well outnumbered by 99% of the

13 Up to this point the Irish Parliament met at irregular and infrequent intervals as required 
but from the 1690s met on average once every two years and annually from 1785. McBride, 
Scripture Politics, p. 17.
14 Carter & Mears, A History of Britain, p. 557.
15 For details of the Treaty of Limerick and the Penal legislation see Beckett, pp. 148 -152,155 
-161, and Wall, The Penal Laws.
16 McBride, Scripture Politics, pp. 15-16. Some 32 volumes of contemporary evidence held in 
Trinity College Dublin confirm many genuine atrocities of 1641. Exaggerated accounts 
appeared in Temple, The Irish Rebellion and King, The state of the protestants in Ireland.
Some accounts are noted in Kee, Ireland. pp. 42 - 48.
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Presbyterian population of Ireland, which in the 1780s numbered in the region of 515,000 17 

Geographical isolation was compounded by a sense of political isolation from Westminster 

and a suspicion that their Britishness' was less valued. The aborted attempt to relieve 

Londonderry symbolised the need for Protestants to construct their own security, and 

remained long in their political memory. It also became clear that the English Parliament was 

prepared to legislate directly for Ireland to safeguard its own economic interests, as was the 

case with the Woollen Act in 1699.18 In a bid for equality the Irish Parliament passed a 

resolution in 1703 calling for inclusion in the negotiations for parliamentary union between 

England and Scotland. When this was rejected it provided the clearest signal of their 

isolation. From the Anglican point of view the Penal Laws were an essential defence.

The Penal legislation was not focused exclusively on Catholics, although they were its main 

target. Presbyterian attitudes existed within Anglicanism and were held by many of the early 

Scots settlers. The arrival of Robert Monroe and his Scots Army of 2,500 at Carrickfergus in 

1642 established the first Presbytery.19 In the phase of colonisation which followed the 

restoration of the monarchy, English settlements increased throughout Ireland, while the 

Scots tended to settle near their kinsfolk in north and east Ulster. Between 60,000 and 100 000 

Scots immigrants arrived in Ulster by 1700.20 With this the size and significance of the 

Presbyterian Church was greatly increased. Two factors contributed to Anglican distrust of 

Presbyterians. Although there were few Presbyterian landowners their close-knit 

community, concentrated in Ulster, achieved significant commercial wealth and influence. 

Secondly the English government had shown favour towards the denomination, not only in 

Scotland where it became the Established Church in 1690 and gained influence through the 

Act of Union in 1707, but also in Ireland. In 1672 Charles II issued the 'Regium Donum', an 

annual grant of £600 for the maintenance of Presbyterian clergy, which was revived and

17 Boyce, Nineteenth-Century Ireland, pp. 11,12; McBride, Scripture Politics pp. 27, 28.
18The Irish woollen industry had recovered quickly during the 1690s and although smaller 
than the English industry it was able, with ample raw material and cheap labour, to undercut 
English prices on foreign markets. The Woollen Act prohibited Irish export except to 
England where high duties had already closed the market. Political pressure forced the Irish 
Parliament to accept the restrictions and promote the linen industry instead. Beckett, pp. 155 
-157.
19 Formal permission was granted in September 1643 for the establishment of Presbyterian 
Churches throughout the three kingdoms in return for an oath pledging allegiance to the 
English Parliament, known as the Solemn League and Covenant’. The structural difference 
between Anglicanism and Presbyterianism hinged on the hierarchy of bishops and clergy 
which Anglicanism retained from the model in Rome. Under the Presbyterian system, 
ministers were equal and derived their authority from elders nominated by the Kirk Session, 
or church committee, thereby admitting an element of democracy.
20 Between 40,000 and 70,000 of these arrived in the 1690s. Smout, Landsman and Devine, 
'Scottish Emigration', p. 88, taken from McBride, Scripture Politics, p. 27 n. 51.
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doubled by William.21 While the Anglicans were content to leave Presbyterians to worship as 

they pleased, they were to be denied public office and political power. The imposition of the 

Sacramental Test in 1704 made little difference to Catholics who were already effectively 

excluded from public office, but Presbyterians bitterly resented losing the positions they had 

gained, particularly in Belfast and Londonderry where they controlled the civic 

Corporations.22 The effectiveness of the Irish Parliament in ensuring domestic security was 

shown in 1715 when Jacobite risings occurred in England and Scotland. The position of Irish 

Catholics had been weakened to the point where they made no move and, despite their 

grievances, the Presbyterians could be relied upon to support the Protestant cause

The political situation in Ireland until the 1770s was, if not equitable, at least stable The 

Ascendancy Parliament governed a clearly defined three-tier society of Anglicans 

Presbyterians and Catholics. Much of the Penal legislation was eluded or could not be 

implemented. Catholic worship was not prohibited, and as long as the secular clergy 

registered and obeyed the civil law, unpaid magistrates ignored breaches of the religious 

restrictions rather than provoke local conflict. The regular clergy who remained, practised in 

secret. The religious restrictions were disliked by many liberal Protestants and by the 1730s 

were rarely enforced.23 The economic restrictions were also subverted in practice The 

Transplantation to Connaught of Catholic landowners had, like earlier plantation schemes, 

displaced the landowners but left their Catholic stewards, tenants and labourers in place. In 

many instances Catholic landowners 'converted' to Anglicanism to comply with the law and 

retained their estates. These ’converts’ were not lost to the Catholic cause and in many cases 

were able to promote it by their inclusion as 'Protestants' in the Irish Parliament. Catholic 

landownership was reported to have been reduced to 5% in 1776, but if the 'convert' estates 

are included this figure was around 20%.24 Estimates of landownership mask the wealth 

accumulated by Catholic tenant farmers and middlemen’, the stewards or head tenants who 

leased large areas, and sometimes whole estates, owned by absentee landlords.25 These

21 It was suspended in 1714 during the last year of the reign of Queen Anne when Anglican 
influence was particularly strong in England but was renewed with the accession of Ceorge 
I. Beckett, pp. 132,160.
22 The Sacramental Test remained in force until 1780 and was a continual source of 
Presbyterian grievance, although their social and economic status may in any case have 
barred them from the top public appointments. Beckett, pp. 160 -162, 219.
23 An inquiry in 1731 estimated that Ireland contained 1,700 priests including 254 friars, 892 
mass-houses and 549 Catholic schools. McBride, Scripture Politics, pp. 22, 23.
24 Whelan, The Tree of Liberty, pp. 6, 7. Whelan quotes the figure of 5% from Simms, The 
Williamite Confiscation in Ireland, pp. 193 -196.
25 For details of the middlemen' system, their lifestyle and instances of the large areas under 
their control see Whelan, The Tree of Liberty, pp. 4 - 7,12 -15, 27 - 31.
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along with the merchants based in towns and particularly in the ports, sustained the 

development of the middle class in Ireland.26

From the accession of George I in 1714, a recurring constitutional debate in Dublin centred on 

the right of the British Parliament to legislate for Ireland.27 The public resented trade 

restrictions which subordinated the Irish economy to the British and the appointment of 

Englishmen to leading positions. However, the Irish Parliament was slow to reflect public 

opinion, partly because of the constraints of its structure. Members of the executive and 

ministries were appointed by the Lord Lieutenant whose duty it was to follow the policies of 

the British administration. The executive directed the course of business and regularly 

recommended appointments or pensions to ensure majority support. With no standing party 

divisions, temporary opposition was not collected into a permanent grouping until after the 

middle of the century, when members united to assert the rights of the Irish Parliament and 

its independence from Westminster. Such 'Patriot' views were expressed from as early as the 

1720s but, with no regular leader or fixed policy, they made little progress until the 1750s.28 29

The development of radical politics

The Catechism of the United Irishmen, written in Cork in December 1797, alludes to the 

genesis of radical politics in Ireland and the threat such ideas posed to Britain:21,1

What is that in i/our hand? It is a branch.
Of what? Of the Tree of Liberty.
Where did it first grow? In America.
Where does it bloom? In France.
Where did the seeds fall? In Ireland.
Where are ¡/ongoing to plant it? In the Crown of Great Britain.

Political dissent began to spread among the Protestant population as they felt increasing 

security and the confidence to criticise their treatment by the English government. Patriot 

views spread among the commercial middle class with an increasing supply of political ideas 

contained in pamphlets and newspapers. The Catholic population were no longer seen as a 

danger; they appeared to be reconciled to the existing order and had professed their loyalty 

to the Crown in an address to the Lord Lieutenant during the Seven Years' War. Even when 

a French invasion force captured Carrickfergus in February 1760 it was expelled immediately

26 McBride identifies the appearance of a large merchant class as one of the central 
developments of the Penal era and reports that by the 1750s one of the main arguments for 
ending the restrictions on Catholic enterprise was the benefit which would result for the 
national economy. McBride, Scripture Politics, p. 23.
27 For details see Beckett, pp. 162 -166.
28 For the development of Patriot views and influence see Beckett, pp. 187 - 205.
29 Quoted from Whelan, Fellowship of Freedom p. 1.

- Chapter 1: Politics of Rebellion and Union -



without the slightest sign of sympathy. The economic and religious position of Catholics 

improved as attitudes became increasingly tolerant and they formed an important element of 

the middle class. Protestants were not yet ready to grant Catholics political power, but they 

now recognised them as fellow countrymen with a shared interest in the prosperity of 

Ireland. The dissolution of Parliament which followed the death of Ceorge II in October 1760 

heralded the first general election in Ireland for over thirty years. Patriot supporters formed 

associations of voters across the country which passed resolutions in favour of reform, and in 

many areas were strong enough to oblige candidates to pledge their support. Although the 

membership of the Parliament which assembled in October 1761 was not significantly 

different from the previous one, it was more aware of the mood of the country. Patriot 

opinion now collected behind the leadership of Henry blood and pressed for measures which 

would promote Ireland as a distinct kingdom. Flood eventually decided that progress would 

best be achieved in co-operation with the Government and he accepted the post of Vice

treasurer in October 1775. Three months later Henry Grattan, a young barrister and political 

journalist, gained membership of the Commons through the patronage of Lord Charlemont 

and soon became the Patriots' most effective leader.

Ireland and America

1«

During the 1770s Patriot sentiment received an ideological boost from developments in 

America. Emigration from Ireland to America was common among the rural poor but with 

economic decline in the late 1760s and 1770s many of the merchant class also sought a better 

life in the New World. Links with America were particularly strong in Ulster from where, by 

1775, 200,000 people, mostly Presbyterians, had emigrated.™ In Ireland and America a 

shared sense of colonial inferiority stemmed from economic and political subordination to 

Britain.'11 Nationalism increased in both countries as Protestant colonists and patriots 

redefined their self-images as primarily American or Irish, rather than British. As early as 

1771 Benjamin Franklin, visiting Dublin, proposed co-operation to pursue ’more equitable 

treatment1 from Britain.12 In 1774 delegates at the First American Congress declared the 

suspension of trade with Britain until the repeal of restrictions, and in the following year they 

denied the right of Britain to legislate for America. In the 1775 to 1783 American War of 

Independence, large numbers of emigrants from Ireland joined Washington's army and many 

in Ireland expressed solidarity with the ideology of the campaign, feeling it was to some 

extent waged on their behalf. Support was particularly strong among Ulster Presbyterians as

1() Miller, Emigrants and Exiles, p. 152. For an account of Ulster Presbyterians and the 
American Revolution, see McBride, Scripture Politics pp. 114 -123.
31 The principal economic issue in America was the 'Colonial Code' which developed from 
The Navigation Act introduced in 1660 by Charles II. American imports and exports were 
restricted to trade with Britain and subject to a variety of excise duties.
12 Beckett, p. 206.
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many of their relatives staffed the rebel ranks, and with the 1774 Vestry Act, which continued 

to deny them voting rights, the division between Presbyterians and Anglicans deepened. In a 

sense the War of Independence represented a civil war between Anglicans and Presbyterians. 

For Irish Presbyterians the Declaration of Independence on 4 July 1776 was more than an 

expression of equality: it was a victory by American dissenters in achieving the separation of 

church and state. If their numerical strength could not confirm Presbyterianism as the 

Established Church in Ireland, as it had in Scotland, the opening of the Declaration provided 

a model with powerful resonance which some Presbyterians began to consider in an Irish 

context:

We hold these truths to be self-evident: - That all men are created equal; that they are 
endowed by their Creator with certain unalienable rights; that among these are life, 
liberty, and the pursuit of happiness. That to secure these rights, governments are 
instituted among men, deriving their just powers from the consent of the governed;...

Although Presbyterians were attracted to the American cause, they resumed their traditional 

alliance with Anglicans as concern increased for domestic security. In 1775 4,000 of the 12,000 

British troops provided by the 1769 Augmentation Act were withdrawn from Ireland for 

service in America.''3 Protestants, mindful of the need for self-defence, began to raise military 

forces modelled on the former militias, fhe first independent company1 was formed in 

Wexford in 1776, but the practice accelerated into a national movement in 1778 when France 

entered the war on the side of America. The Volunteers’ were established by the Protestant 

nobility and gentry to repel an expected French invasion, but quickly became the forum of 

Patriot opposition to English economic and parliamentary restrictions.33 34 With Volunteer 

strength around 50,000 and, more importantly, the support of a recently installed Whig 

government in Westminster, Grattan achieved his Constitution of 1782’, which granted 

legislative independence to the Irish Parliament. Much was expected of Grattan’s 

Parliament’: the landlords expected to retain power; the middle class Protestants Volunteers 

expected electoral reform and representation from within their group; and Catholics hoped 

that the repeal of the penal laws would give them the right to vote, if not actually to sit in 

Parliament.35

In 1783 the Treaty of Versailles ended the wars with America, France and Spain, and marked 

a dramatic reduction of the British colonial empire. Ireland was now the last of what had 

been fourteen Atlantic colonies. The English government proposed parliamentary union in

33 Beckett, p. 208.
34 The Volunteers were independent from Government control •
refused Government pay, perceived themselves as I r i s h ld T  ' ^  ' T  7 "  ° H m n - 
partners with Britain especially in free trade with Britain and it I '  ! '  ̂,lf: as ec!u')* 
formation of the Volunteers see Beckett, pp. 2 1 1 2 ,4  IO" '“ ' F° r dc,ails of
35 For details of Grattan's Parliament see Beckett, pp. 227 - 245
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order to consolidate what remained of the empire, but was unable to reverse Ireland's much 

celebrated legislative independence. Precisely because the Irish Parliament had gained such 

power it was more tightly controlled than ever. A new group of managers was appointed to 

oversee its business: John Foster, John Fitzgibbon and John Beresford. The Three Jacks' as 

they became known, and the political patronage they issued, came to symbolise corruption in 

the minds of radicals. However, the radicals were unable to maintain the momentum of 

reform. Both the Volunteer movement and the parliamentary reformers split on the issue of 

granting Catholics full citizenship and political representation. English influence in the Irish 

Parliament was resolutely opposed. It was a basic tenet of the Whig tradition that Catholics 

were unable to exercise democratic responsibility. Attempts to introduce a Catholic relief bill 

in Westminster resulted in the Cordon Riots in London in 1 7 8 0 . Crattan s Parliament soon 

proved to be a disappointment to the Reform movement, which became increasingly 
frustrated with the sectarian stalemate.

The effect of the French Revolution

The outbreak of the French Revolution was precipitated by the economic difficulties which 

resulted from the 1778 to 1783 alliance with America in the war against Britain.17 By the late 

1780s the middle and lower class yielded 50% of their earning to the government and a 

further 30% to the local nobility. Members of the Tiers État' insisted on constraining the 

monarchy and establishing a National Assembly. Louis XVI attempted to assert his authority 

by a display of military force and in the ensuing clash with the public supporters of the 

Assembly the storming of the Bastille on 14 July 1789 came to symbolise the decisive victory 

of the Revolution.

The French Revolution had a huge impact on politics across western Europe but in Ireland it 

served to release the sectarian stalemate.-1« The example of the French Revolution raised the 

possibility of the defeat of a tyrannical aristocracy and the establishment of a democratic 

republic which upheld civic and religious equality: liberté, égalité et fraternité’.-19 The radical 

dimension from the Irish point of view was that this had been achieved by the leading 

Catholic nation of Europe. The Volunteers renewed their activity under the new leadership 

of the commercial middle class rather than the landed gentry. They still prized th 

independence conceded to the Irish Parliament but were now determined that its benefits 

should be shared. Volunteer support was strongest in Ulster, where from 179] the

*  From 2 to 12 June 1780, 458 people were killed or injured. The leader, Lord Ceoree 
Cordon, was found not guilty of treason and released. For details see Watson The Reienof 
Ceorge III, pp. 235 - 239. ^  Kci6n ol
37 See Carter & Mears, A History of Britain, pp. 686 - 690.
™The following details are taken from Beckett, pp. 246 - 260.
19 As proclaimed in the Declaration of the Rights of Man ¡n August 1789
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ideological victory of the French Revolution was celebrated with an annual Bastille Day' 

parade through Belfast.40

In 1791 a spirit of co-operation began to create an alliance between some Catholics and 

Presbyterians which was of grave concern to both Parliaments.41 The central figure in this 

development was Theobald Wolfe Tone, an Anglican barrister born in Dublin in 1763.42 

Tone's reaction to the anti-popery' which he perceived even among radical Presbyterians in 

Belfast was to publish An Argument on behalf of the Catholics of Ireland in 1791, which 

exposed the inconsistency of excluding Catholics from the liberty and reform sought by 

Protestants.43 He was invited to Belfast to meet a group of Presbyterian Volunteers with 

whom, on 14 October 1791, he founded the Belfast Society of United Irishmen.44 Similar 

societies were soon established in Dublin and around the country. Tone was also invited to 

become involved with the Catholic Committee, first as a paid agent and from 1792 as its 

Secretary.45 The Catholic Committee was established among the gentry and middle class of 

Dublin in 1759.46 When the middle class element gained control in 1791 they pressed for full 

civil rights and democratic reform.47 The Parliaments in Dublin and London reacted 

differently to the new alliance. In Dublin Fitzgibbon was further convinced that Catholics 

must remain excluded from political power, while in London Pitt believed that some 

concessions would dissolve the alliance.48 Fitzgibbon was forced to concede the Relief Act of 

1792 which removed restrictions on the legal profession, on education and on marriage to

40 For a time the Bastille Day celebration on 14 July eclipsed the traditional celebration of the 
victories of William III held on 12 July, but by 1794 the attendance had dwindled. McBride, 
Scripture Politics, pp. 168,180.
41 For details see McBride, Scripture Politics, pp. 169 - 173.
42 For details of the life and career of Tone see, Elliott, Wolfe Tone or Bartlett ed., Life of 
Theobald Wolfe Tone.
43This pamphlet was aimed at Ulster Presbyterians and 10,000 copies were printed in Belfast. 
McBride, Scripture Politics, p. 169.
44Tone was the principal architect of the United Irishmen and coined their name. The Belfast 
group were all Presbyterian businessmen: Samuel Neilson a woollen draper, William Sinclair 
a mill owner, William Drennan a doctor, the tanners William and Robert Simms, the 
shipbrokers Henry Haslett and William Tennent, and Samuel McTier a ballast master and 
notary public. McBride, Scripture Politics, p. 171.
45 Tone became the chef publicist of both organisations for the next three years. Elliott, 
'Wolfe Tone and the Republican Ideal', p. 51.
46 For further details see McBride, Scripture Politics, pp. 25, 26.
47 McBride reports that Tone and [Thomas] Russell found the Belfast Presbyterians ignorant 
of the Dublin Catholic Committee and its activities'. McBride, Scripture Politics, p. 171.
48 Pitt's efforts to win back Catholic support in 1792 and 1793 was part of a process begun 
with the repeal of much of the penal legislation in Britain in 1791. His purpose was to cement 
national unity and facilitate Catholic participation as Britain moved to war with France. 
Military necessity had allowed Irish Catholics to enlist in the British Army during the Seven 
Years War, although their recruitment was legally forbidden. Also, the Relief Acts of 1778 
and 1782, which eased restrictions on Catholics holding and leasing land, were intended to 
maintain support during the war with America. McBride, Scripture Politics, pp. 24, 25.
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Protestants. Pitt’s proposal fora limited extension of the right to vote was heavily defeated.49 

The Catholic Committee refused to accept this further denial and summoned delegates from 

across the country to a 'Catholic Convention' which met in Tailors' Hall Back Lane on 3 

December 1792. The assembly of the democratically elected Back Lane Parliament', as it 

became known, was alarming. The Convention passed a petition asserting both their right to 

vote and loyalty to the King, which a delegation delivered directly to George III.50 The 

British Cabinet had already decided to concede the right to vote. Those who opposed in the 

Irish Parliament were nonetheless convinced that their security depended on the British, and 

they shrank from resisting that which the British Cabinet was clearly determined to 

implement. In February 1793 a Relief Act finally dismantled the bulk of the remaining Penal 

Laws.51 This signalled Britain's neutrality in Ireland's religious politics but while it was 

welcomed by Catholics it served to polarise the situation.52 The civic corporations 

strengthened their resolve to maintain a Protestant ascendancy and Catholic opinion 

concentrated on the last substantial restriction, exclusion from Parliament. Without this, the 

concessions would have little impact on the distribution of political power.

Radicalism and the ideology of the United Irishmen

The ideology of the United Irishmen was rooted in Enlightenment philosophy and New Light 

theology.53 They espoused non-sectarian democratic politics modelled on the American and 

French examples and adapted to the Irish context. This ran contrary to the universalism of 

the Enlightenment which rejected regional cultures as obsolete.54 The United Irishmen 

sought to give equal weighting to pre-colonial culture and develop a shared ownership or 

cultural pluralism which might transcend Anglo-Irish and Gaelic divisions. As well as 

adopting the slogan 'Eireann go bntch' (Ireland forever), they encouraged the spread of the 

Irish language, used Gaelic melodies for their political ballads, and promoted Carolan as the 

national bard. In this context the Belfast Harp Festival of 1792 formed the most public 

expression of a reclaimed heritage.55 The key difference between the Scottish and Irish

49 Pitt's proposal would have continued to exclude Catholics below the upper middle class 
from voting. For details of Pitt's reforms see Beckett, pp. 249 - 252.
50 Protestant reformers lined the streets of Belfast to cheer the delegation as they made their 
way to Donaghadee to sail to Scotland.
51 For the top civic and military positions from which Catholics remained excluded see 
Beckett, p. 250.
52 McBride, Scripture Politics, p. 26.
53 McBride identifies the central features of New Light theology as, 'the right of private 
judgement, the principled opposition to creeds and confessions, [and] the emphasis on 
sincerity', Scripture Politics, p. 55. For details of its spread among Irish Presbyterians see 
McBride, pp. 41-61.
54 The following paragraph is based on, Whelan, Three Revolutions and a Failure', pp. 34,35.
55 The movement to safeguard the Irish harp was manifest in Dublin in 1809 with the 
foundation of the Irish Harp Society and is discussed below, see pp. 264 - 271.
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Enlightenment was that the Scottish example was conceived and developed as a unionist 

project which sought greater integration with Britain. The United Irishmen were split on the 

question of the relationship with Britain. At the outset most members were in favour of 

retaining the constitutional link with Britain and the monarchy. However, a growing number 

came to view the link itself as the greatest impediment to reform. This group gained sway 

and brought the issue of separatism into Irish politics for the first time.

The United Irishmen were not unanimous in their admiration of the French Republic. Many 

felt very uneasy with the violent excesses of the new citizen's army demonstrated by the 

September Massacres of 1792 and the bloodletting of the Reign of Terror.56 When Britain 

entered the war with France on 1 February 1793, enraged by the execution of Louis XVI, the 

hope of French support encouraged the separatist position. The government moved to 

strengthen domestic security and in 1793 legislated to limit the distribution of arms, prohibit 

assemblies, and re-establish the Militia.1’7 In April 1794 the arrest of a French agent in Dublin 

revealed a conspiracy with the United Irishmen.58 In the following month attempts to 

suppress the Society drove it underground and strengthened its resolve for an alliance with 

France. However, the prospects of a national revolution remained bleak as the organisation 

was still mainly Protestant with the core of its strength among Presbyterians in Ulster. 

Paradoxically, Tone's success on behalf of the Catholic Committee in securing the Relief Acts 

of 1791 and 1793 frustrated his current plans, as the Committee seemed content to delay 

further agitation for reform.59 Middle and lower class Catholic support for revolution would 

be crucial and was about to be provoked by developments in the English Parliament and in 

rural Ireland.

The failure of reform

In July 1794 a split occurred in the English Whig opposition and a group of members, led by 

the Duke of Portland and Edmund Burke, joined Pitt and the Tories.60 It was assumed that

56 Both occurred to ensure domestic security while the French army was engaged at the 
frontiers. In the September Massacre thousands of royalists, priests and nobles were taken 
from prison and killed in the streets of Paris. During the Reign of Terror, 1793 to 1794, 
internal opposition was virtually eliminated through wide-spread use of the guillotine.
Carter & Mears, A Histoiy of Britain, pp. 692 - 695.
57 Beckett, pp. 251, 252. The Militia was intended to attract moderate Protestants and 
Catholics who supported Britain's opposition to France and draw possible recruits away from 
the Volunteers.
58 Some members of the Society were shocked by how far the contacts with France had 
developed and withdrew their support. Others, fearing their safety, fled to the continent.
59 Beckett reports Tone 'had no desire that the Government should yield the claims he was 
pressing; |and| when the Catholic Convention and Catholic Committee expressed satisfaction 
with the act of 1793 he was bitterly disappointed’. Beckett, p. 253.
60 For details of the split see Carter & Mears, A History of Britain, pp. 694 - 696.
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Portland's group would be given control of Irish affairs and this was confirmed by news that 

William Wentworth Fitzwilliam, the second Earl Fitzwilliam, would be appointed Lord 

Lieutenant as soon as a suitable post became available for John Fane, the tenth Earl of 

Westmorland.61 Grattan and the Irish Whig Club believed their influence would be restored 

and their measures for parliamentary reform granted, and the Catholic Committee were 

encouraged by Fitzwilliam's known sympathy to their claims. Pitt, on the advice of Dublin 

Castle, was unwilling to change Irish policy and when Fitzwilliam arrived in Dublin in 

January 1795 he had been instructed not to alter the administration, nor to allow a relief bill, 

unless his influence could not have it postponed. Fitzwilliam clearly over-estimated the 

freedom of his position, as he made no attempt to discourage reform and repeatedly urged 

the English Cabinet to grant it. Mistaking the Cabinet's silence as a sign of approval, he 

committed the government to support a bill Grattan intended to introduce which would 

admit Catholics to Parliament and he began to implement the Whig Club's call for the 

removal of senior members of the administration.62 63 On 18 February he was instructed to 

oppose Grattan's bill and on 23 February was recalled to London. Fitzwilliam's departure 

disappointed all supporters of reform and many institutions passed addresses expressing 

their regret at his recall. Even the Irish House of Commons passed a unanimous resolution of 

gratitude for his services, although for many this may have been a customary politeness.61 

The Irish Parliament were quick to respond to its changed leadership and in May 1795 

Grattan's bill for what would be known from then as 'Catholic Emancipation' was heavily 

defeated.64 The Fitzwilliam episode seemed to confirm, especially for middle class Catholics, 

the futility of pursuing reform by constitutional means and delivered a significant number of 

recruits to the United Irishmen.

Sectarian strife had occurred in rural Ireland for some time but in the mid-1780s bitter conflict 

emerged in county Armagh between the Protestant Peep O' Day Boys', named in reference to 

their dawn attacks, and the Catholic 'Defenders'.65 The conflict in Armagh reached a crisis in 

September 1795 when the Defenders were heavily defeated at The Diamond and, in a new 

development, the victorious Protestants formed an 'Orange Society' dedicated to the

61 For further details see Beckett, pp. 254 - 256.
62 John Beresford, the Commissioner of Revenue, had been dismissed shortly after 
Fitzwilliam’s arrival and he intended to replace the Attorney General and the Solicitor 
General. Their protests to Pitt and collective influence in both kingdoms led as much to 
Fitzwilliam’s removal as his support for Grattan's relief bill. Beckett, p. 255.
63 Such was the strength of public feeling that the arrival of his successor, Lord Camden, was 
greeted with hostile street demonstrations.
64 Some concession was made by the foundation and partial endowment of a college for the 
education of priests. Catholics had been admitted in considerable numbers to the University 
of Dublin with the support of both denominations but in 1795 the Royal College of St Patrick, 
at Maynooth, was established as a separate institution. Beckett, pp. 256, 257.
65 For details of this and earlier rural conflict see McBride, Scripture Politics, pp. 31 - 34.
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maintenance of the Protestant Ascendancy.66 Many thousands of Catholics were driven from 

their homes and sought refuge in Connaught, and the Orange Order established an Anglican 

zone between the Presbyterian United Irishmen in counties Antrim and Down and the 

Catholic Defenders in south Ulster. Orange Lodges were soon established throughout Ulster 

and in Dublin. The United Irishmen countered this sectarianism by stressing the 

'brotherhood of affection' among all denominations, and by warning that Catholics would 

never be safe from the Orangemen until the current regime was overthrown. With this the 

majority of the Defenders joined the revolutionary cause.

Tone was implicated by the arrest of the French agent and came to an arrangement with the 

government which allowed him to withdraw to America in return for confessing his 

involvement in the conspiracy.67 In May 1795 he travelled north to Belfast and from there to 

America, where he quickly became disillusioned with the progress of Independence.68 By 

February 1796 he had travelled to Paris and was negotiating with the Directory for military 

aid.69 The French government were well used to exiles seeking support, yet Tone convinced 

them that an alliance with Ireland could defeat the English. On 15 December 1796, Tone 

sailed from Brest with 14,500 troops, arms and ammunition on board one of the largest 

expeditionary fleets of the revolutionary wars. Almost from the outset the fleet was beset by 

bad weather. One ship foundered just outside Brest with the loss of all but 45 of its 1,300 

men; the next day the fleet was scattered in dense fog; and when a reduced fleet entered 

Bantry Bay on 22 December the weather deteriorated and prevented any attempt to land. 

The fleet lost over a third of its men and a quarter of its ships and French opinion turned 

against another expedition to Ireland.

The Bantry Bay episode shocked the English and Irish Parliaments and proved the reality of 

the danger posed by both the French and the United Irishmen. In September Camden 

yielded to widespread demands for the establishment of a Yeomanry force. Doubts had been 

raised as to the loyalty of the Militia, which was founded partly by conscription and 

contained a large proportion of Catholics. New Yeomanry regiments were added to the 

Militia, recruited by Protestant landlords from among their tenants.70 The military

66 An Irish equivalent of the 'Church and King’ mobs in England. Whelan, Fellowship of 
Freedom, p. 44. See also, Beckett, pp. 257, 258.
67 Beckett, p. 258.
68 His departure from Belfast became enormously significant to later generations, 'for it was 
there, on the Cavehill overlooking Belfast, that he along with Thomas Russell, Henry Joy 
McCracken and a number of other United Irishmen, claimed to have taken an oath to make 
Ireland independent of England'. Elliott, 'Wolfe Tone and the Republican Ideal’, pp. 52, 53. 
This moment came to symbolise the birth of modern Irish Republicanism.
69 For details see Elliott, 'Wolfe Tone and the Republican Ideal', pp. 52 - 55.
70The Yeomanry were mainly, though not exclusively, Protestant. They often took the title 
the Militia of their respective county. A distinction in origin may be noted between existing 
Militia regiments and new Militia regiments of Yeomanry: for example, the Tyrone Militia
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organisation of the United Irishmen was at its most advanced in Ulster. A few of its leaders 

had been arrested toward the end of 1796, but with the arrival of General Lake in March 1797 

the repression intensified. Similar action was extended to the rest of the country, particularly 

to Leinster and Munster where large numbers of former Defenders had become involved.

The Irish Rebellion of 1798

It became clear to the leadership of the United Irishmen that they must act soon or give up all 

hope of acting at all. The possibility of concessions had disappeared when Grattan's reform 

bill of 1795 was defeated, and many now regarded parliamentary activity as irrelevant. By 

the end of 1797 the leadership calculated they could rely on 110,000 armed men in Ulster, 

100,000 in Munster and 68,000 in Leinster, but they remained cautious believing foreign aid 

was necessary to guarantee success.71 The administration in Dublin Castle had developed a 

network of informers which allowed them to follow the debates of the 'Directory' of the 

United Irishmen and their negotiations with France. In March 1798 they inflicted a critical 

blow and arrested most of the principal conspirators. The few leaders who remained formed 

a new Directory and, certain that they could no longer wait for French help, fixed the date for 

a general rising on 23 May. Just four days before the Rebellion the United Irishmen received 

a further setback with the arrest of Lord Edward Fitzgerald.72 The prestige of his name and 

station give him immense influence and he would have been the natural leader of the rebel 

army. The strategic plan was centred on Dublin.73 It was intended that a series of co

ordinated strikes would take the capital and that the surrounding counties would rise to form 

a crescent to prevent reinforcements reaching the city from camps in the north, west and 

south.74 The signal for the rising was innovative: the stopping of the evening mail coaches as 

they left Dublin. On 23 May the signal was given almost according to plan as only the 

Enniskillen coach got through, and the rising began. Nevertheless, the Dublin rising failed 

literally before it began.75 The plan had been to assemble the four Dublin divisions at 

Smithfield on the north side of the city and Newmarket on the south side, and from there to

noted below was a Yeomanry force, see p. 244. For a detailed account of the Yeomanry see 
Blackstock, An Ascendancy Army.
71 Details of the build up of United Irish forces in each county from 1795 to 1798 are provided 
in Whelan, Fellowship of Freedom, p. 57.
72 Fitzgerald had supported the radical cause in Parliament but in 1796, frustrated with the 
pace of constitutional reform, joined the United Irishmen. He was wounded during his arrest 
and died on 4 June. Fitzgerald became the Protestant icon of Irish Republicanism.
73 For details of the events of the Rebellion, including a number of informative maps which 
detail the military strategies employed see Whelan, Fellowship of Freedom, pp. 55 -101.
74 There was a further division by which the inner part of the crescent would support the 
Dublin rising and the outer part would be responsible for the security of their own county. 
The 'Leinster Crescent' comprised counties Dublin, Meath, Kildare, Wicklow, Carlow and 
Wexford. See Whelan, Fellowship of Freedom, p. 56.
75 For details see, Graham, Dublin's role in the 1798 Rebellion'.
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attack four targets, but late that very afternoon spies detailed the plan to Dublin Castle.76 By 

9pm the Yeomanry had occupied the assembly points, just half an hour before the United 

Irishmen were due to gather, and established checkpoints on the main roads and bridges. 

The presence of the Yeomanry was sufficient to oblige the city rebels to return home and 

prevented reinforcements converging from the countryside. The city was immediately 

saturated with troops and remained so for the duration of the Rebellion. A curfew was 

imposed from 9pm to 5am and widespread arrests disabled the Dublin organisation.

Elsewhere the strategic plan was more successful. Rebel armies held the crescent of counties 

around Dublin, but their success was short lived. On 26 May the Meath and Fingal rebels 

were defeated on the Hill of Tara, and the Kildare rebels began to negotiate terms.77 Further 

defeats occurred at Naas, Carlow, Newtownmountkennedy and Kilcullen, and within a week 

of the Rebellion the blockade of Dublin was lifted and attention turned south to Wexford. 

Here the United Irishmen achieved their greatest success.78 On the evening of 31 May an 

independent republic was declared with a democratically elected Senate, or Council of 

Elders, of 500, and an eight-man Directory, consisting of four Catholics and four 

Protestants.79 80 The Senate established a Wexford Army of 20,000, a fledgling Navy, a 

Committee of Public Safety, and a Commissariat which was responsible for the supply and 

distribution of food.811 When it became clear that the Dublin rising had failed, the initiative 

passed to the Wexford rebels to expand their objectives beyond securing the county. The 

topography of the county dictated three possible routes, through Bunclody, New Ross and 

Arklow, but the rebels were defeated at each, on 1, 5 and 7 June respectively.81 They made a 

final stand at the Battle of Vinegar Hill on 21 June, but a sustained artillery attack forced their 

retreat and brought the much vaunted Republic of Wexford to an end after just three weeks.82

76 The Rotunda Division were to attack the Custom House; the Stephen’s Green Division, 
Trinity College; the Liberties Division, Dublin Castle; and the Barracks Division, the Bank of 
Ireland. Whelan, Fellowship of Freedom, p. 64.
77 Their negotiations ended on 29 May when Ceneral Duff's troops massacred unarmed 
rebels at the Curragh. Although Kildare rebels remained active until their surrender at 
Timahoe on 23 July they were largely ineffective. Graham, Dublin's role in the 1798 
Rebellion', p. 62.
78 For details of the strategies involved see Whelan, Fellowship of Freedom, pp. 69, 70.
79 Part of the success of the Wexford rising may be attributed to the weakness of Government 
forces in the county and to the leadership of some of the Catholic clergy. There was 
significant Protestant support but many viewed them as part of the enemy and their 
involvement was subsequently forgotten. Beckett, p. 263, and Whelan, Fellowship of 
Freedom, p. 72.
80 For details of the Wexford Republic see Cleary, Wexford in 1798: A Republic before its 
time'.
81 Whelan, Fellowship of Freedom, pp. 73 - 75.
82 Rather than face surrender and almost certain death, the rebels divided into two groups. 
One took refuge in the hills outside Castlecomer and the second embarked on 'The Long 
March' through the Wicklow mountains reaching Dublin and Meath around 14 July. Both 
groups failed to gather local support as they travelled and disintegrated.
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The slowness of the United Irishmen in east Ulster to follow the rising in Leinster was partly 

because of the repression brought by General Lake, but, more importantly, enthusiasm for 

the revolution had been undermined.83 After the Bantry Bay episode an alliance with France 

seemed unlikely, but it also became less attractive when France overthrew the constitution of 

the Dutch Republic, occupied Switzerland and threatened war on America. The spread of the 

Orange Order revived sectarian tension and diminished Catholic participation. As a result 

the Ulster rising was mainly Protestant and confined to counties Antrim and Down.84 On 7 

June Henry Joy McCracken led a force of between 3,000 and 4,000 in an assault on Antrim 

town.85 McCracken's plans had been leaked and within a few days the rising in county 

Antrim was crushed.86 The rising in county Down was more successful. After ambushing 

government forces on 9 June the rebels captured the town of Saintfield and attracted a wave 

of new recruits. From here Henry Munro, a Lisburn linen-draper, led a force of 7,000 to 

Ballynahinch which was defeated by Nugent on 13 June. Within a week the Rebellion in 

Ulster was all but over. Many of the rank-and-file surrendered their arms and were 

pardoned, but on 17 June McCracken, Munro and some of the other leaders were hanged.

News of the Irish Rebellion came as a surprise in France. By this time much of the French 

army was committed with Napoleon in Egypt, but plans were initiated to assemble an 

expedition of 8,000 men.87 An initial force of just over 1,000 sailed from Brest on 6 August 

under the command of General Humbert and on 22 August landed at Killala Bay on the 

northern coast of county Mayo.88 A small number of Catholic gentry and middle class joined 

Humbert and were made officers, but most of the 600 or 700 recruits who joined at Killala 

and the 3,500 who joined at Castlebar were from the Catholic peasantry. At the time of the

83 For details of the Rebellion in Ulster see Stewart, T798 in Antrim and Down', and Beckett, 
pp. 264, 265.
84 Beckett reports that there were more Catholics among the Militia than among the Rebels. 
Beckett, p. 265 n. 1.
85 McCracken, a Belfast cotton-manufacturer and one of the founders of the United Irishmen, 
had spent much of 1797 in Kilmainham Jail. When the colonels of the United Irishmen 
decided on 3 June to postpone insurrection until the French arrived, there was uproar among 
the junior officers and McCracken was elected as commander for Ulster. He targeted Antrim 
as Belfast was too well defended. Stewart, '1798 in Antrim and Down', p. 78.
86 During the Battle of Antrim, Viscount John O'Neill, who ironically was a leading liberal 
and supporter of Catholic Emancipation, was dragged from his horse and killed. O'Neill was 
perhaps the most important patron of music in Belfast, see p. 37. From Antrim the 
Government army advanced to Ballymena, where for three days a Committee of Public 
Safety had established republican government, and on to Glenarm. In both towns the rebels 
accepted an amnesty in return for arms or dispersed.
87 In the end just over half this number sailed for Ireland.
^Details are taken from Murtagh, 'General Humbert's Campaign in the west'. The landing 
in the west was unexpected as United Irish strength had been on the eastern side of the island 
from Antrim to Wexford. Humbert gained an element of surprise but encountered difficulty 
in this region where the language of the majority was Irish.
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French landing only 4,000 of the 100,000 government troops were stationed in Connaught.89 

Of these, 1,700 commanded by General Hutchinson were defeated with relatively low 

casualties on 27 August in the Battle of Castlebar.90 Humbert reported confidently to France 

that with an additional 2,000 men and 15,000 muskets he would free Ireland in a month. 

Further success followed on 5 September at the Battle of Colooney as Humbert advanced into 

county Sligo, but outside Mayo there was little support. The administration in Dublin feared 

that further landings by the French would rekindle the Rebellion. In June 1798 Charles 

Cornwallis succeeded Camden as Lord Lieutenant and with experience of war in India took 

personal charge of the offensive and brought 7,000 troops to reinforce the 2,500 remaining in 

Connaught. On 8 September Humbert was forced to surrender at the Battle of Ballinamuck. 

He and 800 French troops were taken prisoner to Dublin and repatriated, but the Irish rebels 

fared less well. Several hundred were killed as they fled, and of those captured one in twelve 

was chosen by lottery and hanged. The last significant stand was at the Battle of Killala on 23 

September. In the following weeks all rebel support was brutally suppressed.

The fall of Killala occurred just three days before Tone sailed from Brest with a further 

expeditionary fleet carrying 3,000 men. Yet again French intervention was too late and yet 

again Tone's efforts were frustrated, not by the weather but by the British Navy who 

captured the French fleet off the coast of Donegal on 12 October. Tone was brought to Dublin 

and court-martialled. His request for execution by firing squad, to which he felt entitled as a 

French officer, was denied and on 11 November, having heard that he was to be publicly 

hanged, he cut his own throat and died eight days later.91 The 1798 Rebelliqn left large 

numbers of casualties and cost the lives of some 30,000 people, with as many as 28,000 on the 

rebel side.92 The death toll exceeded the number killed during the French Terror and 

illustrates the utter determination of the Government to crush internal dissent, given the 

wider context of the war with France.

The Union debate

The response of the English Government to the 1798 Rebellion was to seek parliamentary 

union between Britain and Ireland.93 From 1793 the Irish Parliament had given its full 

support to the war with France. Political dissent outside the Irish Parliament was of much

89 A further 10,000 troops would arrive from Britain in September.
90 Having marched through the night, French and Rebel forces took government troops by 
surprise and their hasty withdrawal became known as the 'Races of Castlebar'.
91 In line with the classical tradition of his education and alongside the suicides of Cato and 
Socrates, Tone’s action would be seen as the supreme affirmation of his republicanism. Such 
action was common among deposed politicians in France and would confer on Tone the 
potent accolade of martyrdom. Elliott, 'Wolfe Tone and the Republican Ideal', p. 56.
92 Whelan, Fellowship of Freedom, pp. ix, 55.
93 For details upon which the following section is based see Beckett, pp. 268 - 280.
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greater concern. In order to remove the danger which an alliance with France posed to the 

stability of both kingdoms, Pitt resolved to reconcile the groupings in Irish society to 

themselves and British authority by political integration and Catholic Emancipation.

Parliamentary union was of little consequence to the majority of the population for whom 

rent and survival was of more immediate concern. The Rebellion and poor harvests had 

provoked widespread agrarian violence. The lower class had no reason to suppose that laws 

made in London would be any more or less helpful to their situation than those made in 

Dublin. The political debate remained within the middle and upper class and was proposed 

to each of the religious groupings in similar terms: that integration offered the best hope of 

security, religious toleration and economic prosperity. Although the Ascendancy Parliament 

had proposed Union 95 years earlier, it was here that the debate was hardest fought.94 When 

Cornwallis became Lord Lieutenant he was instructed by Pitt to work toward both Union 

and Catholic Emancipation. The task of building majority support in the Irish House of 

Commons was the responsibility of the Chief Secretary, and in this position John Stewart 

Viscount Castlereagh became Cornwallis’s closest ally. Their initial task was to win the 

support of the Irish executive. Lord Clare, the Lord Chancellor, was in favour of Union but 

implacably opposed to Emancipation. His influence was too strong to be resisted even by 

Pitt, and in November 1798 the London Cabinet agreed that Union would be proposed on a 

strictly Protestant basis. Cornwallis, Castlereagh and others hoped that Emancipation would 

follow, but in the meantime they lobbied for Union alone. Early in January 1799 those 

members of the executive who continued to refuse their support, including Sir Henry Parnell 

the Chancellor of the Exchequer, were dismissed from office.95

The main argument to the Irish Parliament was that the Union would guarantee the security 

and survival of the Protestant Ascendancy. The Rebellion had proven the dependence of 

Protestant landowners on the British army. The Union offered safety in numbers: it would 

reverse their proportion to Catholics from a minority of one to three in Ireland, to a majority 

of eleven to three in a United Kingdom.96 Nevertheless, Protestant nationalism was not 

prepared to permit the easy dissolution of the Irish Parliament and members divided into 

Unionist and Anti-Unionist camps.97 The Anti-Unionists recognised the importance of the 

connection with Britain but prized Grattan's hard-won independence for the Irish Parliament. 

When Parliament met on 22 January 1799 Castlereagh believed that the government could 

rely on a safe majority. It was proposed that Parliament should consider debating the issue

94 Noted above p. 7.
95 John Foster was opposed to the Union but as Speaker of the Commons could not be 
removed. However, his son was dismissed from the Revenue Board. Beckett, p. 271.
96 Boyce, Nineteenth-Century Ireland, p. 3.
97 It was at this point in 1798 that these terms passed into regular usage in Irish politics.
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of union, but George Ponsonby immediately moved an amendment asserting independence. 

Ponsonby’s amendment was defeated by 106 votes to 105, but with such a slender victory the 

government was obliged to redrafted the proposal. This time the Anti-Unionists buoyed by 

their achievement defeated the government by 111 votes to 106.

The opposition had succeeded in arousing public opinion against the Union and the 

government now widened its focus to counter this. Dissent was strongest in Dublin, where it 

was feared that the importance of the capital as a legal, financial and commercial centre 

would diminish. Here the government argued that security and the extension of free trade 

would enhance the city's prospects. Pitt recognised that the support of the Catholic 

community was vital and could only be gained by concessions beyond that which the Irish 

Parliament was likely to grant. The Rebellion encouraged the support of the Catholic bishops 

who did not wish to see the repression suffered by the Church in revolutionary France 

repeated in Ireland. Pitt stressed his intention, through Cornwallis and Castlereagh, that 

Emancipation would follow soon after Union, but let it be known that if such proposals were 

made by the Irish Parliament they would be resisted. The Catholic hierarchy, who had 

traditionally received greater toleration from the English Parliament than the Irish, declared 

in favour of Union and brought with them the support of the Catholic middle and upper 

class. The only significant Catholic dissent came from a group of barristers, led by Daniel 

O'Connell, who wanted explicit guarantees that Emancipation would follow Union. The 

government attempted to gain Presbyterian support by indicating that a considerable 

increase would be made in the 'Regium Donum' and by the prospect of economic benefits 

which would result, especially for the linen industry, from closer links with Britain. Despite 

their efforts, there was no strong Presbyterian response for or against.

The government was anxious to encourage public declarations of support which might 

weaken opposition in Parliament. The Anti-Unionists were equally vigorous in their 

campaign and although numerous addresses were resolved and pamphlets published there 

was no clear majority public opinion. The government now took direct action to undermine 

opposition support. In 1799 support for the Union was required to gain any type of 

government appointment or favour. Pressure was applied with threats, promises, peerages, 

pensions, and in some cases cash, to secure every possible vote. Some who continued to 

oppose government policy were induced to resign, or their constituents were encouraged to 

propose an alternative candidate. As a result around one-fifth of the membership of the 

House of Commons changed during 1799.

When Parliament re-assembled on 15 January 1800 it became clear that a Unionist majority 

had been secured. During the opening debate Grattan, who withdrew from Parliament when 

his relief bill was defeated in 1795, made a dramatic return dressed in Volunteer uniform.
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With his health obviously in decline, and barely able to walk, he made a speech for almost 

two hours with all his former eloquence, but to no avail. An amendment asserting the 

Parliament's independence was defeated by 138 votes to 96. Debates continued until the 

terms of the Union were accepted by both Houses on 28 March. By this stage the public 

debate had subsided, and by the time the Act of Union received royal assent on 1 August 

1800 opposition had turned to apathy. On the next day the Irish Parliament met for the last 

time and on 1 January 1801, when the Act of Union came into force, it ceased to exist. 

However ineffective and driven by self-interest, or the interests of England, the Irish 

Parliament had stood for over five hundred years as a symbol of Ireland's separate identity 

among the nations of Europe.

Ireland and the United Kingdom of Great Britain

The terms set out in the eight articles of the Act of Union were an honest attempt to be fair to

both kingdoms.98 The first four articles detailed the new political arrangements; the fifth

unified the Church of England and Church of Ireland as the Established Church; the sixth

established free trade, with the retention of certain duties; the seventh related to finance, with

Ireland retaining its own exchequer and contributing two-seventeenths of the united
♦

expenditure, and provided for an eventual merger; and the eighth retained all laws and legal 

procedures. Under the first four articles Ireland would be represented in Westminster by 100 

members in the House of Commons, a third of the number which had sat in Dublin, and in 

the Upper House by four Spiritual Lords, or bishops, sitting by rotation each session and by 

twenty-eight Temporal Lords, elected for life by the peers in Ireland. This was twice the 

representation of Scotland in the Lords and more than twice that in the Commons and was 

favourable to the Irish position. However, there was little cohesion among Irish members 

and they were gradually subsumed into the standing Whig and Tory party divisions. Almost 

all of them regarded the Union as irreversible and even those who remained independent 

never acted together as a group. The Government legislated a package of compensation for 

those who lost their seats or whose interests suffered as a result of the Union. These included 

numerous parliamentary officials and the patrons or owners of boroughs which ceased to be 

represented. The value of borough representation was fixed at £15,000, and in all, the 

compensation paid to patrons exceeded one and a quarter million pounds.99

The economic benefits which were expected to follow the Union were slow to arrive. 

Continuing rural violence and the failure to grant Emancipation spread the view among the 

Catholic population that they had been deceived and sustained an element of political

98 For details of the articles see Beckett, pp. 280 - 282.
99 Beckett, p. 280.
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discontent which discouraged the investment of English capital. Some benefits did result in 

the trade of grain and provisions, and in the linen industry based in Ulster. Between 1800 

and 1826 the value of Irish exports rose from four million to eight million pounds per annum, 

but by comparison with England the Irish economy became weaker. Part of the reason was 

that the war with France lasted much longer than anyone expected and, with Ireland obliged 

to meet a fixed proportion of the national expenditure, this burden increased from four and a 

half million pounds per annum between 1795 and 1800 to over thirteen million in 1816. 

While the same strain was exerted on the British exchequer, Ireland had a much smaller 

capital reserve and was obliged to raise about half the amount in loans from Britain. When 

the exchequers were finally merged in 1817 it was not brought about by a reduction in the 

British national debt, as envisaged in the articles of the Union, but by an increase in the Irish 

debt.100 101

The Act of Union established a degree of political stability, partly because it militated against 

the development of new political organisations and radical politics by removing their natural 

forum. The only significant insurrection was an attempted rising in Dublin led by Robert 

Emmet.1111 This resulted in part from the failure of the rising to take place there during 1798. 

By 1802 Emmet had reorganised the remnants of the United Irishmen in Dublin and had 

visited France and established personal contact with Napoleon. His plans were well 

advanced when an accidental explosion on 23 July 1803 forced the rebels into what amounted 

to little more than a street riot.102 Without support from beyond the city Emmet's rising had 

little chance of success and in the current political climate there was no hope of reviving an 

old campaign which had already been settled. Nevertheless his attempt served to remind the 

government of the continuing danger and deepened their reluctance to raise the issue of 

Catholic Emancipation. Any initiative which might encourage the expectation of 

Emancipation was certain to undermine the support of Irish parliamentarians in Westminster 

and therefore government stability depended upon inactivity on this issue.

Although the Act of Union transferred the legislative process from Dublin to London, in all 

other respects power was exercised by the same people, or the same sort of people, as before. 

The administration at Dublin Castle remained intact under the direction of the Lord

11X1 Between 1801 and 1817 the British national debt increased by about 50%, whereas the Irish 
increased by about 250%. For the economic effects of the Union see Beckett, pp. 288 - 291.
101 For details see Whelan. Fellowship of Freedom, pp. 114 -116. Emmet came from a 
wealthy Dublin medical family and entered Trinity College Dublin in 1793 but withdrew in 
protest at Fitzgibbon's purge of suspected United Irishmen in February 1798. At this time his 
brother Thomas Addis Emmet was expelled for being a leading member.
102 The most serious incident during the fight was the killing by the rebels of Arthur Wolfe, 
Lord Kilwarden in Thomas Street. Emmet subsequently fled to Rathfarnham and to the 
Wicklow Mountains. He was arrested at Harold's Cross on 25 August, while attempting to 
return to the city and later was tried and executed in Thomas Street.
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Lieutenant and Chief Secretary. Even though it functioned as a branch of the central 

executive, the retention of a separate administration symbolised a continuing Protestant 

ascendancy. The Protestants became ardent supporters of the Union which they viewed as 

their only protection against the Catholics and found their influence in the internal 

government of Britain a useful tool in securing their position. Inevitably Catholic demands 

for Emancipation would require the ending of the Protestant Ascendancy and were viewed 

as an attack on the Union itself. As a result the Act of Union perpetuated the traditional 

connection between political and religious allegiance and maintained the sectarian division in 

Irish society. This would only be spanned when Protestants and Catholics formed a new 

alliance, led by Daniel O'Connell and backed by nationwide public opinion, which would 

eventually force the government to concede to Emancipation in April 1829. In the meantime 

the absence of a viable alternative lent strength to the Union and, although a movement 

began to develop during the first two decades of the nineteenth century in favour of its 

reform, it passed beyond hope of repeal. Political events impacted upon all aspects of life in 

Ireland and in Chapter 2 the evidence of this influence on concert life in Dublin will be 

assessed.
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Chapter 2

Concerts and politics

Concert life in Dublin was shaped by a complex balance of interrelated factors, some of which 

came to the fore at particular times, but which are often difficult to disentangle and consider 

in isolation. Social, economic and political influences were clear factors in the development 

of concert life. Political influence was at its most significant, as expected, at the end of the 

eighteenth and beginning of the nineteenth centuries. This chapter will explore the nature of 

the linkage between concert life in Dublin and domestic and European politics. It will 

examine aspects of concert life which were influenced by political events and those which 

were unaffected; also the practical measures employed to deal with changing circumstances; 

and whether musical performances served to promote or reinforce political ideology.

The frequency of public performances

For most years during the period 1792 to 1806 there were few public concert performances in 

Dublin. Current evidence suggests that concerts reached double figures in only five of the 

fifteen years of this period. An average of eight performances per year may be calculated for 

this period, which is lower than any subsequent average or single year. The annual average 

gives an inflated impression of the frequency, and masks the scarcity, of performances in 

some years. Table 1 shows that the number of performances ranged from as few as two in 

1803, to as many as twenty-one in 1805.

Table 1: The frequency of performances in the period 1792 to 1806

Concerts 
Charitv sermons

1792
8
2

1793
6
0

1794
5
0

1795
5
0

1796
10

1

1797
11

1

1798
8
2

1799
14

1
total 10 6 5 5 11 12 10 15

1800 1801 1802 1803 1804 1805 1806 total
Concerts 3 5 2 2 3 21 10 113
Charitv sermons 6 2 1 0 0 0 0 16
total 9 7 3 2 3 21 10 129

A contour in the frequency of performance can be identified over this period. From a 

moderate level in 1792 there was a decline over the period to 1795, after which there was an 

increase most years until the turn of the century. From this point there was a deeper decline 

which reached its lowest level in the years 1802 to 1804. In 1805 there was a sharp increase 

after which the frequency of performances remained in double figures. In other words, there 

were two troughs, the first in the mid-1790s and a second deeper one in the early 1800s.
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There was clearly a political dimension to this pattern although the correlation of concert life 

and politics is not a simple one. In times of national upheaval public performances may have 

been inhibited, or conversely, may have been promoted with the deliberate intention of 

raising public morale.

One of the key issues which links concerts and politics in Ireland is the extent to which 

political events encouraged or inhibited the supply of foreign musicians.1 Over a quarter of 

the concerts identified during this period were promoted by visiting performers. The 

presence of foreign musicians in London was central to the development of concert life in the 

British capital. The fashion for Italian opera brought a supply of Italian singers and 

instrumentalists who, potentially, became available for concert engagements. During the 

second half of the eighteenth century the dominant position of Italian instrumentalists 

gradually gave way to those from German-speaking countries. Among the reasons McVeigh 

identifies for this change are, 'the connections made during the Seven Years' War', which 

began in 1756, and the dispersal of German courts after it'.2 A generation later the outbreak 

of the French Revolution in 1789 brought a new wave of foreign musicians to London during 

the early 1790s.3 In addition to their merits, the novelty of performances by foreigners 

attracted considerable attention and generated a bias in their favour. McVeigh reports that 

the main subscription concerts were dominated by Italian opera singers and foreign 

instrumentalists'.4 5 The influx of European musicians had a positive and negative influence 

on concert life in London. On the one hand it resulted 'in an unrivalled assemblage of 

outstanding performers' and stimulated considerable activity, but on the other it over

supplied the market with musicians, escalated competition and 'contributed to a general 

decline in fees, a situation made worse by the simultaneous fall in demand for concerts'.3

The effect of the arrival of so many foreign musicians in London filtered through to 

provincial cities in mainland Britain and Ireland. The highly competitive atmosphere in 

London no doubt encouraged some musicians to seek employment in provincial cities, and 

promoters were keen to emulate the capital by presenting the latest and most fashionable 

performers to local audiences. By comparison with London the market in Dublin was smaller 

and much less competitive, and this was known in London. In 1785 it was suggested that 

François Barthelemon should travel to Dublin where 'with no rivalry, his success would be

1 An indication of the principal sea crossings between Britain and Ireland is included as 
Illustration 1, see p. 393.
2 Further reasons identified are: 'new openings after the death of Handel, the preference of 
the Queen,' and 'musical style-changes'. McVeigh, Concert life, p. 81.
3 McVeigh reports that these were 'seldom French themselves but often connected to the royal 
court', Concert life, p. 81.
4 McVeigh, Concert life, pp. 82, 83.
5 McVeigh, Concert life, pp. 82,199, 200. In these circumstances Salomon was able to engage 
inexperienced and foreign players on very low salaries in the 1790s. McVeigh, p. 173.
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certain'.6 The most prestigious public concerts in Dublin were the annual subscription series 

promoted from 1749 to 1791 for the benefit of the Lying-in Hospital.7 8 This was the longest 

running and arguably the most important musical initiative in eighteenth-century Dublin.6 

For the first twenty years the soloists and conductors were usually drawn from among those 

engaged for the winter season at the Dublin theatres.9 In 1769 soon after the Governors of the 

Hospital opened the Round Room, or Rotunda, they delegated the management of the 

concerts to a committee of four amateur musicians who were members of the Musical 

Academy founded in 1757 by Lord Mornington and Kane O'Hara.10 The Music Committee 

adopted a policy of engaging eminent musicians from London solely for the Rotunda 

concerts.11 During the 1770s and 1780s the Rotunda summer concerts, partly by virtue of 

occurring after the main concert season in London, presented many of the leading British and 

foreign conductors, singers and instrumentalists. Almost all of the conductors were London- 

based and a significant number were foreign: Barthelemon, Cramer, Vachon, Lamotte, 

Scheener, Raimondi and Salomon.12 The repertoire included the latest music being played in 

London: compositions by J C Bach and Stamitz from 1771; Abel and Llaydn from 1776; and 

Pleyel in 1790.13 A significant number of British and foreign instrumentalists appeared as 

leader or soloist. Among the singers engaged from London it may be noted that in most 

instances Italians were paid considerably more than their British colleagues.14

6 McVeigh, Concert life, p. 200 n. 43, quoting from The Public Advertiser. 1 July 1785. As 
noted below, by 1785 Barthelemon had in fact already made three visits to Dublin, see n. 12.
7 For a detailed account of these concerts see Boydell, Rotunda.
8 With the exception of the first performance of Handel's Messiah on 13 April 1742.
9 Boydell, Rotunda, p. 84.
10The group, referred to in the Minute of the Governors' Meeting on 17 February 1769 as 
some Gentlemen of Approved Taste', were the violinists Count McCarthy, Dr Hutchinson 
and John Neal, and the cellist Rev Dean Bourke. Boydell, Rotunda, pp. 84,171, 218. Rev 
Thomas Mosse, a Covernor, presided over the committee, see below p. 99. The Rotunda as a 
venue is discussed below, see pp. 93 - 99.
11 Boydell suggests this change was 'partly due to a desire ... to develop and expand a source 
of funding for the hospital,... and partly as a reaction to the rival attractions being offered by 
William Hollister at Dublin's Ranelagh Gardens, which had opened in 1768.' Boydell, 
Rotunda, p. 84.
12The following list, complied from Boydell, Rotunda, appendix 1, pp. 162 -170, illustrates 
the dominance of London-based conductors and dates their visits. 1771 - 1772 François 
Barthelemon; 1773 Samuel Murphy; 1774 Wilhelm Cramer; 1775 Pierre Vachon; 1776 -1777 
Thomas Pinto; 1778 Franz Lamotte; 1779 -1782 Pinto; 1783 Scheener; 1784 Barthelemon; 1785 
Ignazio Raimondi; 1786 -1788 Charles Weichsell; 1789 J P Salomon; 1790 J A Fisher and W 
Heron; 1791 Langrishe Doyle. Only four were based in Dublin: three were organists, Murphy 
at St Patrick's Cathedral, Doyle at Christ Church Cathedral and William Heron; and Pinto, 
leader of the orchestra at Smock Alley Theatre from 1773 -1779. Pinto and Weichsell were 
English, but of foreign parents.
13 Boydell, Rotunda, pp. 154 - 156,162 -169.
14 A list of fees paid to singers is given in Boydell, Rotunda, appendix 3, pp. 172 - 173. Only 
partial information is available for the years from 1785.
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When the Governors of the Lying-in Hospital decided to cease the summer concerts in favour 

of hiring the facilities to independent promoters, it dealt a serious blow to concert life in 

Dublin. The reasons for their decision remain unclear, but it appears that the summer series 

in 1790 was the last undertaken for the Hospital and that the winter series, delayed to the 

spring of 1791, was an independent venture by Dr Langrishe Doyle.15 Difficulties had arisen 

from as early as 1782 when the concerts incurred an unprecedented financial loss, resulting in 

stringent cut-backs in 1783.16 A variety of measures were taken to revive public enthusiasm, 

some of which were successful for a time. Military bands were introduced occasionally as a 

cheaper alternative to the orchestra; in some years the number of concerts was reduced; 

attempts were made to curtail benefit concerts allocated to performers; and advertisements 

were confined to one newspaper. An optimistic development came with the decision on 14 

April 1784 to build Assembly Rooms adjoining the Rotunda, but financial constraints delayed 

their use until 1790.17 The inevitable disruption caused by a protracted building period may 

have compounded the difficulties, but it seems that the popularity of the Rotunda concerts 

declined from the mid 1780s.

A commentary in a Dublin newspaper in 1790, praising recent improvements to the facilities, 

includes the following remarks:18

All this time, the visiting company has every year been thin, owing to want of incitement 
in the performers, and the neglect of employing vocal and instrumental performers of 
novelty and merit;... the Governors shall judge it more wise to recur to the old system of 
entertaining the ears as well as the eyes of the usual visitor of public places.

It would be difficult to conclude that the performers in the late 1780s were more or less 

accomplished than before; however, from 1786 there is a noticeable reduction in the number 

of vocal and instrumental soloists and a greater degree of repetition. The flautist Andrew 

Ashe played in all five seasons from 1786 to 1790 and John Mahon played violin or clarinet in 

three.19 20 In contrast to previous years, Salomon, who appeared in 1789 as conductor and 

violin soloist, was one of the few distinguished foreign musician engaged in this period.211 

The above comment suggests a lack of novelty among the soloists on offer, indicating one 

important aspect of public taste. The interest of the regular concert audience appears to have

15The Register's accounts, which may have clarified the decision, are no longer extant after 
1784. Boydell, Rotunda, pp. 124,142. For details of Doyle's series, organist of Christ Church 
Cathedral from 1780, see Boydell, Rotunda, pp. 142 -147,170.
16 For details of what Boydell titles the 'Final years of decline, 1783-91' see Boydell, Rotunda, 
pp. 121-147.
17 For details of the Assembly or Public Rooms see below, pp. 99 -105.
18 FJ 07 10 1790 quoted from Boydell, Rotunda, p. 124.
19 Among the singers Mr Brett, Miss Brett and Mrs Arnold appeared in two seasons. For 
details of the soloists see Boydell, Rotunda, pp. 168,169.
20 Sperati a cellist and the composer Franz Kotzwara who played viola, also appeared in 1789 
but had a much lower profile than Salomon. Boydell, Rotunda, pp. 137,138.
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been at least partly dependent on seeing and hearing new performers. Greater excitement 

may have been generated if the Music Committee had engaged additional soloists or eminent 

foreign musicians, particularly Italian singers, who had not been to Dublin before. However, 

competition between series promoters in London enabled the top soloists to command ever 

higher fees and in the late 1780s these were almost certainly beyond the means of the Music 

Committee, given the need to sustain the profit to the Hospital and the expense of building 

the Assembly Rooms.21

Concert life in Dublin might well have benefited more from the influx of foreign musicians to 

London, but financial constraints prevented the promoters of the Rotunda concerts from 

maintaining the vitality of their series and its popularity declined. The ending of the 

Rotunda series removed an important opportunity for London-based musicians to visit 

Dublin, as no alternative institution or individual promoter was in a position to offer concert 

engagements of a similar scale.22 The absence of subscription series inhibited the supply of 

visiting musicians and is reflected in the generally low frequency of concerts in the 1790s and 

early 1800s.

The legacy of the Rotunda series

The Rotunda concert series enabled contacts to be established between local and visiting 

musicians. Visiting musicians employed at the Rotunda could potentially be engaged to 

appear in benefit concerts for local musicians and charities.23 In the absence of the Rotunda 

series it became more difficult to initiate contacts and more expensive since promoters had to 

bear all the costs of travel. From the visitor's point of view, the prospect of travelling to 

Dublin for one or two appearances was obviously less appealing than for a series of perhaps 

twelve concerts or more.

Some visiting performers who appeared in the 1791 series at the Rotunda were prepared to 

remain for a time or to initiate their own return visits, and these musicians made an 

important contribution to concert life at various times until 1797. The contacts they made 

provided experience of the physical and musical resources of the city, of its venues and 

performers, and of the social and political situation. Four of the five visiting instrumentalists

21 An indication of the fees paid to musicians at different levels of the profession and the 
rising fees paid to the most sought after soloists is given in McVeigh, Concert life, pp. 189 - 
196.
22 With the exception of Doyle's 1791 series of eight subscription concerts and six benefit 
concerts. These were akin to a shortened version of the series promoted for the Hospital and 
in this sense conclude a remarkable tradition of concert series at the Rotunda. Later concert 
series are discussed below see pp. 139 -164.
23 Providing their contracts allowed such appearances or permission could be gained. 
Likewise they may have become available to teach.
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engaged by Doyle in 1791 remained or made return visits: the violinist and clarinettist John 

Mahon, the cellist Joseph Reinagle, the flautist Andrew Ashe, and the violinist Madame 

Louisa Gautherot. Mahon and Ashe were well known to the audience of the Rotunda series. 

Mahon appeared in 1785, 1786, 1789 and 1790, and Ashe in 1780 and each year from 1783.24 

Reinagle and Gautherot made their first appearance in 1791. Of the four, Mahon made the 

most significant contribution to concert life in Dublin. After the Rotunda series in 1791 he 

and Reinagle appeared in Cork with Mrs Billington but by 1792 both had returned to Dublin 

where they appeared in Master Thomas Cooke's benefit concert on 14 February and on 1 

March Mahon held a benefit concert.25 Around this time Gautherot returned to Dublin and 

made her first appearances of the season in Tommaso Giordani's Three Spiritual Concerts' 

given on 24 March, 4 and 14 April.26 Mahon and Reinagle may have been involved in 

Giordani's concerts although this is not confirmed, but the trio joined forces for Gautherot's 

benefit concert on 19 April and shared a benefit on 26 June.27 28 Later they travelled to Belfast 

where they gave concerts in the Exchange Rooms on 11 and 13 July.25 It seems likely that 

they then sailed from Belfast back to Britain. Mahon, Reinagle and Gautherot were the 

dominant soloists in Dublin during 1792, but of the three Mahon was the only one to return.

John Mahon's return visit to Dublin was of particular importance as it marked the first 

attempt since 1791 to use the subscription series as a model of promotion. Mahon had been 

in Edinburgh towards the end of 1795 and crossed to Belfast, where he gave a concert with 

Edward Bunting on 17 December, on his way to Dublin.29 He was accompanied on this visit 

by his sister, Mrs Sarah Second, who had made her first appearance at his benefit concert 

during Doyle's 1791 series.30 Mahon formed an alliance with Dr John Clarke, who had come 

to Ireland as organist of Armagh Cathedral, and attempted to reintroduce subscription 

concerts.31 This was a tentative effort, since their series consisted of just two concerts, but 

nonetheless it was a significant development. Clarke and Mahon planned a longer series for 

1797, but Mahon was unable to keep to this arrangement and his place was taken by Felix 

Yaniewicz, who had been engaged with Ashe at the Theatre Royal. Clarke and Yaniewicz 

promoted a subscription series of four concerts featuring the violinist Giornovichi as the

24 Boydell, Rotunda, pp. 165 -170.
25 Hogan, p. 64, Chron 1792: 2, 3.
26 Chron 1792:4,7,8.
27 Chron 1792:9,10.
28 For details see Johnston, pp. 231, 232. For further comment on these see below, pp. 36 - 38.
29 Johnston, p. 233.
30 A 'Mrs Mahon' was announced to sing at the Belfast concert in December 1795 but not in 
the Dublin concerts in 1796, when the singer was clearly Sarah Second. The Belfast concert 
was announced in one issue of the Northern Star, a week before the event and reported 
Mahon was 'now on his way from Edinburgh'. It seems the announcement preceded their 
arrival and that Mahon's married sister was mistaken to be his wife. Johnston, p. 233 also 
'Summary', 17.12.1795.
31 For comments on their concert series see below, pp. 142 -146.
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principal instrumental soloist.32 Ashe might have been involved in the series although a 

resident flautist Thomas Bird was identified. Ashe gave a benefit concert on 2 March; 

Giornovichi held two benefits, on 3 and 24 March; and Yaniewicz had his benefit concert on 

28 April.33 Ashe made his last appearance in Dublin at Yaniewicz's benefit and did not return 

until 1813. Giornovichi made his final appearances at his own benefit concerts, Mrs Second 

made hers at a concert on 11 May, and neither of them returned. Yaniewicz, Ashe, 

Giornovichi and Mrs Second instigated or appeared in the majority of concerts in 1797, and 

as was the case with the visiting musicians in 1796, they were a crucial element in sustaining 

concert life. Yaniewicz was the only one of the group to remain and he played an important 

part in future developments. Each of the performers mentioned above had established 

contacts with the musical profession in Dublin through the Rotunda concert series.34 Thus 

while the Rotunda series had ceased, it continued fora time to have a beneficial influence.

The proprietors of Dublin's principal theatre, the Theatre Royal Crow Street, fulfilled an 

important role in providing an opportunity for musicians to visit or settle in the city. Richard 

Daly and, from 1798, Frederick Jones initiated visits by a number of singers and 

instrumentalists who established contacts and promoted their own benefit concerts or 

appeared in other performances. The most famous of these was Madame Mara who 

appeared in concerts at the Theatre Royal on 2 and 4 August 1796, the second of which was 

for the benefit of Ashe and Yaniewicz.35 Charles Incledon presented a Grand Selection of 

Sacred Music' at the Theatre on 27 July during his visit in 1795 36 The cellist Robert Haigh 

and violinist John Bianchi were among the new performers announced for the Theatre by 

Daly in April 1796.37 Both settled in Dublin and were frequent soloists in concerts: Bianchi 

until 1801 when with ailing health he left for Paris and died there on 30 August 1802 at the 

age of twenty-six; and Haigh until 1801 and then in 1805. Haigh promoted a benefit concert 

in 1797 and a joint benefit with Bianchi in 1799, and in 1800 Bianchi held a benefit concert.38

After the turn of the century three musicians are notable for promoting most of the public 

concerts in Dublin when activity was at its lowest ebb: the cellist Francis Attwood, the 

violinist and composer Paul Alday, and the singer and composer Pietro Urbani. The 

advertisement for the opening of the new season at the Theatre Royal on 10 November 1800 

announced that 'the orchestra receives a formidable accession of strength in the addition of

32 Chron 1797:1-4.
33 Chron 1797: 5, 6, 7,11.
34 With the exception of Yaniewicz who established his initial contacts through the theatre.
35 Mara's visits in July to September and again in November 1796 were for the performance of 
opera. The two concert appearances noted here included drama. Chron 1796: 9, 10.
36 Chron 1795:4.
37 DJ 28 04: FJ 08 04, 30 04, 03 05, 14 05,17 05 1796.
38 Chron 1797:12,1799:14,1800: 4. See also below, p. 208.
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Mr Attwood, brother of the composer of that name at Covent Garden, the first on his 

instrument'.39 Attwood promoted an annual benefit concert at the Rotunda from 1803 to 

1806.40 Urbani first came to Dublin to sing in the Italian opera at Smock Alley Theatre in 1781 

and made concert appearances in the Rotunda series in 1782 and in Cork in 1783. He settled 

in Edinburgh in 1784, and in 1795 opened a music business which failed around 1804.41 

Urbani and Alday arrived in Dublin around the same time and might already have been 

known to each other, but soon collaborated in concert promotions. They gave a joint benefit 

concert on 17 September 1804 in Dublin and concerts in Cork on 19 and 20 October.42 Alday s 

benefit concert in 1805 lost money and he was offered a joint share in Urbani’s benefit 

performance.43 Alday promoted a benefit concert in 1806 but by this date it seems Urbani 

had gone to Scotland.44 Apart from occasional periods of absence, Alday and Urbani spent 

the rest of their careers in Dublin.45 The concerts promoted by Attwood, Alday and Urbani, 

alongside the annual Commemoration of Handel performance by the Irish Musical Fund 

Society, are especially significant in the years 1803 and 1804. They were the only initiatives 

taken in these years and without them public concerts may have ceased completely.

It becomes apparent that contacts with the local profession, established through the former 

Rotunda series or employment in the theatre, were vital to musicians visiting Dublin, in 

facilitating their promotion of concerts. Virtually all of the visiting performers who 

organised concerts between 1792 and 1806 can be shown to have had such contacts. For 

musicians without existing contacts, the prospect of visiting Dublin would involve 

significantly more risk. A noticeable feature of concert life at this time is the near total 

absence of musicians in the latter position making what might be termed speculative visits. 

The only performers who appear to have undertaken such visits were Mr Vozel, a German 

flautist who promoted a concert on 9 May 1793, and Mademoiselle Dupree, a harpist who 

held benefit concerts on 13 March 1801 and 28 April 1802.46 The surprisingly low number of

39 FJ 06 11 1800. The notice continues to announce Mr Smith the first trumpet in the three 
kingdoms', who was Johann Georg Schmidt, born in Saxony and reportedly brought to 
England by the Prince Regent as solo trumpet in his private band. Walsh, Opera 2. p. 20. 
Attwood remained active in Dublin until 1806 and in 1816 a review of the debut in Dublin on 
17 April of Miss Attwood daughter of the late celebrated Professor of the Violoncello' would 
confirm his recent death. FJ 19 04 1816.
40 In 1803 he shared this with MissTyrer, a singer at the Theatre Royal. Chron 1803: 2,1804: 2, 
1805:12,1806: 3.
41 Hogan, p. 207; Walsh, Opera 2, pp. 32,33; ’Urbani, Peter', NG.
42 Chron 1804: 3, and Hogan, pp. 64, 207, 232 n. 72.
43 Chron 1805:11,13.
44 Chron 1806:9. At the end of August 1805 Urbani announced he had to attend to urgent 
business in Scotland and that he expected to return at the end of September. Flis next 
identified concert appearance in Dublin was not until April 1807. DJ 29 08 1805, Chron 1807: 
3.
45 Alday died in Dublin in 1835 around the age of 71, and Urbani in 1817 aged 67.
46 Chron 1793: 3,1801: 2,1802: 3. Vozel and Dupree gave concerts in venues which may have 
required a small number of additional musicians. Both advertised teaching and Dupree
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speculative visits raises the possibility of a widespread reluctance to visit Dublin at the time 

when the city’s concert life was at its most vulnerable.

Irish politics: a hostile environment ?

The reasons for the apparent reluctance of musicians to visit Dublin at this period are partly 

economic and partly political. McVeigh's study of concert life in London shows that after a 

peak in the years 1790 to 1793 there was a marked decline.47 Among the factors contributing 

to the decline were the ’economic constraints associated with poor harvests and exacerbated 

by war with France from 1793 onwards', and the turmoil abroad' impeding the import of 

foreign stars.48 The conflict with France caused economic difficulties which were shared 

throughout the British Isles and tended to direct public taste away from the conspicuous 

display of wealth.49 This certainly curtailed the most lavish promotions and may have had 

an effect on provincial musical festivals.50 However, routine concert activity involved much 

lower financial stakes than civic promotions. A benefit concert organised by an individual 

musician depended on local economics, whereas a three-day festival promoted by a civic 

body required a higher level of support and was more sensitive to regional economics. 

Large-scale or extravagant promotions were inhibited in Dublin as elsewhere by the 

economic burden of the war, but there were still opportunities for individual musicians to 

promote concerts, although rarely more than one in the season. Economic constraints alone 

do not explain a reluctance to visit the city.

A significant number of the musicians whose visits from 1792 are outlined above had arrived 

in London as part of the exodus from revolutionary France. Gautherot arrived in London in 

February 1789; Giornovichi in 1791; Alday soon after 1791; Yaniewicz in January 1792; and * *

advertised Erard harps for sale. She announced her arrival m Belfast in September 1802 as a 
pupil of Krumpholtz intending to teach and sell harps and gave a concert there on 12 October 
in the Exchange Rooms. She died in Dublin around April 1804, as her pupil Mademoiselle

04 1 802? 14 04 1804, Johnston, pp. 254,255, Tickets were available lor Voeels concert from 
. . / _ it - r- p-weiidish Row, so it may be that his visit was at the invitation of the

m entertain or teachltere athis town house or a, thefamity estate Drim„agh Castte.

« S 5 r il n' ^ r t h r p S 9 n McVefgh makes interesting observations on the change
McVeigh, Ce-------XiHentifies purely musical reasons for the decline in London, which are

ctUonceinsaiecommented on below, see pp. 60,61,

*  McVeigh' S f ^ r H n S S a O L O f » July 1793 suggests provincial music festivals 
Mcveign, iron k abandoned through a decline in manufacturing, but goes on to 

may have been temp  ̂ London society still possessed the wealth to maintain earlier
S t l S l v i  it wished- McVeigh, C t o U f c  PP- 68,258 n. 59.
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Vozel in the early months of 1793.51 While Dublin, like other British provincial cities, shared 

both the benefits of this influx to London and the economic constraints of the war, it 

remained distinct in that the implication of events in France would have very different 

consequences. A unique situation arose in which two strands of political influence may be 

detected in concert life in Dublin: the first as a result of Anglo-French political relations, and 

the second as a result of Franco-lrish relations. In a society which considered itself Anglo- 

Irish the inevitable tension between these two strands of influence resulted in a confused 

projection of political allegiance. It would appear to have been the case that the domestic 

political situation in Ireland led many musicians to the decision not to visit.

It has been outlined above that the development of Patriot opinion, the achievements of 

Grattan's Parliament backed by the Volunteers and the early ideology of the United Irishmen, 

favoured reform and went some considerable way to promote economic parity with Britain, 

and political and religious equality in Ireland, within the context of the traditional 

constitutional linkage of the British Isles.52 The most obvious celebration of French 

achievement was the annual 'Bastille Day’ celebration in Belfast.53 Equality lay at the heart of 

the policy of cultural pluralism adopted by United Irishmen which sought to integrate Anglo- 

Irish and Gaelic heritage in a new nationalism.54 The expression of this in the Belfast Harp 

Festival of 1792 is of considerable political and cultural significance. The Meeting of the Irish 

Harpers' and the notation and subsequent publication of collections of their music by Edward 

Bunting are the most widely acknowledged events in the musical history of Belfast. Ten Irish 

harpers, the remnants of their profession, were invited to Belfast fora festival held over four 

days from Wednesday 11 to Saturday 14 July. The meetings were held in the Exchange 

Rooms in the afternoon of the first three days and the evening of the fourth and were 

attended by subscription.55 The Festival was intended to preserve the repertoire of a fading 

tradition but was also a celebration of the new cultural and political identity.

In a sense the decision of Mahon, Reinagle and Madame Gautherot to visit Belfast after their 

concerts in Dublin in July 1792 seems curious as there had not been concerts there since

51 Vozel may not have spent long in London but had dramatic reasons to escape France and 
used them in announcing his intention to settle in Dublin and teach the German flute and in 
appealing for support at his concert. His announcement reads,'... Mr Vozel, late Musician in 
the Swiss Guards in Paris. On the 10th of August his Father, the Master of the Band, was 
killed by his side, he himself received six wounds - his life, however, has been miraculously 
preserved to claim the assistance and protection of loyal and generous Irishmen'. DJ 04 05 
1793*.
52 See above, pp. 9 -1 5
53 Noted above, pp. 12,13.
54 Some of the measures promoted by the United Irishmen are referred to above, see p. 14.
55 For an account of the events and their significance see Johnston, pp. 240 - 251, and 
Harbison, The Legacy of the Belfast Harpers’ Festival 1792’.
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March 1790.56 Mahon had already established links with concert life in Belfast. He had first 

been invited in 1785, with Andrew Ashe, to stay at Shane's Castle, near Antrim, by Lord John 

O'Neill, one of Belfast's leading patrons.57 Mahon and Ashe gave a concert with O'Neill's 

band in the Exchange Rooms on 16 January 1789 and were house guests of O'Neill when they 

gave a concert at Antrim on 30 October 1789. They were then engaged by William Ware, one 

of Belfast's principal musicians and promoters, along with Mrs Arnold, for a series of eight 

concerts which began on 30 November 1789. While the visit of Mahon, Reinagle and 

Gautherot in 1792 may have been suggested by Mahon and was certainly helped by his 

contacts in the city, it was almost certainly timed to coincide with the Bastille Day' 

celebrations and the Harp Festival.58 The visit of Gautherot as a distinguished French 

musician would have been welcomed by the concert audience in Belfast, given the strength of 

political affinity with France.59 * The concert given by Gautherot, Mahon and Reinagle on 11 

July, probably in the Exchange Rooms, attracted enough support for them to give a second 

performance on Friday 13.6(1 As Johnston suggests, the inclusion of French music would have 

been appropriate and, given that they included a quartet and symphony by Pleyel in 

Gautherot's benefit concert in Dublin on 9 April 1792, it seems quite probable.61

Boydell notes how the dominance of works by Haydn was replaced by the works of Pleyel in 

the 1791 Rotunda series and suggests that this may have been due to the influence of 

Madame Gautherot.62 This might suggest that Gautherot was very astutely exploiting herself 

and the music of Pleyel to both sides of the political debate in Ireland. Her activity in Belfast 

may have served to attract the attention of an audience keen to promote ever closer links with 

France. By promoting the work of Pleyel in Dublin she enabled audiences there to keep pace 

with the debate which raged in London as to the respective merits of Pleyel, promoted by

56 See Johnston, 'Summary'.
57 O'Neill made it a condition of employment that his staff could play an instrument, kept a 
private orchestra which performed in the theatre of the Castle and made in important 
contribution to concert life in Belfast. For details of the visits by Mahon and Ashe and of 
O'Neill see Johnston, pp. 54,131, 184, 224, 225, 228 - 233.
58 It is possible that their visit was suggested by O'Neill but this seems unlikely as they did 
not stay with him. Gautherot lodged at Mr Brennan's in High Street and Mahon and 
Reinagle at Mr Calvert's on the Quay. Johnston, 'Summary', 11. 7.1792.
59 It would have been of deep regret to Mahon, and now seems ironic, that the pro-French 
sentiment which may have motivated attendance at their concerts in Belfast, led to the death 
of his patron O'Neill in the Battle of Antrim. Bunting lived for a time with the family of the 
leader of the assault, McCracken. See above p. 20.
6(1 For details see Johnston, pp. 231, 232. Johnston reports that at the first concert Mahon 
played a solo on the 'voce claria, an instrument never heard in this country'. It seems curious 
that such an attractive novelty should be omitted from his performances in Dublin. If, as 
Johnston suggests, it was invented by Mahon perhaps it had not been finished before the 
Belfast performances.
61 Chron 1792:9.
62This is confirmed by Boydell with a statistical summary of the music performed during the 
1791 series. From ten programmes that remain available eleven instrumental works were by 
Pleyel and seven by Haydn. Boydell, Rotunda, pp. 144,170.
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Cramer and Clementi in their concerts, over Haydn, promoted in competition by Salomon.63 

It is certainly possible that the visit by Gautherot appealed to both the republican and 

unionist sympathies which distinguished the political climate in Belfast and Dublin. Whether 

this was intentional or not is uncertain, but it illustrates the possible nuances of programming 

which might have been intended to reflect the political sympathies of the differing political 

groups in Belfast and Dublin.

While parliamentary reform was debated within the context of the existing constitutional 

order, the situation was radically changed with Britain's entry into war with France. The 

United Irishmen became increasingly focused on the establishment of a separate republic and 

sectarian conflict spread through rural Ireland.64 The combination of these events projected 

an impression of growing civil unrest. It would have been clear, from as early as 1793, that a 

campaign was gathering pace to end the constitutional link with Britain, remove British 

influence and establish a republic sponsored by France. As time passed a growing military 

presence was committed to suppress insurrection but this did little to improve Ireland's 

image in Britain. In these circumstances musicians who had arrived in London to avoid 

developments in revolutionary France had understandable reservations about visiting 

Ireland where it seemed such upheaval was about to be repeated. When the Rebellion finally 

erupted in 1798 such fears were proved correct.

The impact of the Rebellion may be summarised by noting again that in four months, from 

the rising on 23 May to the Battle of Killala on 23 September, an estimated 278,000 rebels 

fought 110,000 government troops leaving in the region of 30,000 dead, perhaps with as many 

as 28,000 of these on the rebel side, and very large numbers injured.65 The scale of the conflict 

inflicted significant damage to Ireland's image, from which it took many years to recover. 

Given the political situation the increase in concert activity during the years 1799 to 1801, in 

the immediate aftermath of the Rebellion, seems incongruous, but there was an artificial 

element in this apparent growth in that the oratorio series at the Theatre Royal accounted for 

as many as twelve of the fifteen concerts in 1799.66 Underlying the increase in the number of 

charity performances in 1800 and 1801 may have been a sense of relief that the Rebellion had 

passed. If these isolated peaks are set apart, a more gradual decline in the number of concerts 

is apparent until 1805, and this may more accurately reflect the impact of the Rebellion and 

the period it took to begin to recover. Even though security was re-established relatively

63 Reference to the competition between Haydn and Pleyel is made in Boydell, Rotunda, p. 
144.
64 For details of these developments see above, pp. 15 -17.
65 Repeated from fuller details above, see pp. 18 - 21. Although utterly different 
circumstances make a comparison invalid, the death toll in four months during 1798 was 
between eight and nine times higher than that of the recent Irish 'troubles' over thirty years.
66 For details of this oratorio series see below, pp. 169 -172.
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quickly and the Act of Union consolidated links with Britain, it would take time for the 

situation to stabilise and for Dublin to regain its image and position as a musical centre 

among British cities. There was little activity until concerts were once again promoted by 

resident musicians in 1805.67

The impact of the 1798 Rebellion in Dublin

Although damage done to the external image of Dublin inhibited the supply of visiting 

musicians, in other respects concert life in Dublin remained relatively unaffected by the 

events of the Rebellion. Warning of the rising in Dublin was leaked to the administration 

who, at the very last moment, took measures which prevented it, and intense security 

frustrated rebel activity in the city for the duration of the Rebellion.68 The period in which it 

occurred, from late May to the end of September, was outside the usual concert season, and 

in this respect at least, concert life escaped the Rebellion completely.69 Benefit concerts were 

, given at the Theatre Royal Crow Street on either side of the Rebellion, on 2 May by Yaniewicz 

and on 10 October by Master Edmond Parker, indicating the usual concert season was not 

seriously disrupted.70

The Rebellion resulted in little institutional change. Ireland was still governed through the 

administration in Dublin Castle, and was presided over, as before, by the Lord Lieutenant. 

The Irish Parliament remained intact, for the moment, and was resolutely opposed to any 

weakening of the constitutional link with Britain. Anglican representation and influence 

remained at its strongest in Dublin, and church and society maintained support for the status 

quo. The economic and political consequences of the Rebellion were slow to take effect and 

their influence was gradual.71 Even what appears to have been the most dramatic change, the 

abolition of the Irish Parliament with the Act of Union, took time to have an effect on concert 

life.72

67 It will be shown that Sir John Stevenson, as a local musician with access to the Irish nobility 
and military, was uniquely placed to revive concert life with subscription concerts in 1805.
For details see below, pp. 153,154.
68 For details see pp. 18,19.
69 With one or two exceptions there was little concert activity at this time of the year from 
1792 until 1807. For the concert season see below pp. 62,63.
70 Master Parker's benefit was advertised to commence 'a little before 8 o'clock’, indicating the 
curfew introduced at the outbreak of the Rebellion had been lifted by 10 October. Chron 
1798: 6, 7. Noted below, pp. 71, 72. The Curfew may have been lifted quite some time earlier, 
perhaps in late July, see p. 40.
71 For detail see above pp. 24 - 26.
72 The loss of potential patrons has been linked to the Act of Union. It will be suggested that 
nature of patronage was in any case changing and that this may have had little effect. For 
details see pp. 72 - 79.
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A number of areas in concert life were influenced directly by the 1798 Rebellion. In most 

cases the practical problems which arose were met with practical solutions. The impact of the 

Rebellion caused entertainment to be suspended at the principal venues: the Theatre Royal 

Crow Street and the Rotunda. Frederick Jones had taken over the Theatre Royal from 

Richard Daly at considerable expense, and after extensive refurbishment it opened on 29 

January 1798.73 Despite his preparations it remained open for just under four months and on 

25 May, two days into the Rebellion, a general curfew was imposed and the Theatre was 

forced to close. The closure was relatively short and after six weeks it seems that the 

situation had eased sufficiently to allow Jones to come to an arrangement with the 

authorities. When the Theatre re-opened on 5 July it was announced that the performance 

would begin at 6:30pm and finish by 10pm and that orders had been given to allow the 

audience to return home ’unmolested and unchallenged by the Sentinels until Eleven 

o’clock’.74 It seems that payments to the Theatre performers and staff had been suspended for 

part or all of the closure, since it was advertised that the receipts of the first performance 

, would be divided to relieve their distress. By 25 July the curfew seems to have been lifted, 

and the Theatre resumed its usual opening time of 7pm. Attendance remained low and Jones 

complained that the receipts were barely able to cover the cost of lighting and that ’till we are 

entirely restored to tranquillity, the players, we fear, must continue to perform to empty 

benches'. On 25 February 1799 Jones petitioned the Irish Parliament to be compensated. His 

claim detailed the expenses he had incurred since becoming the patentee, professed his 

loyalty, and argued that because a portion of the receipts had been 'appropriated to increase 

the fund for carrying on the war against the enemies of Great Britain', a conspiracy had been 

organised 'by the leaders of the disaffected to prevent the usual audience from frequenting 

the Theatre to his great loss’.75 The Committee of Supply proposed compensation of up to 

£5,000 but the Irish Parliament rejected its recommendation. Their motives for doing so 

remain unclear: perhaps they were unwilling to set a precedent or there may have been issues 

surrounding Jones’s management which influenced the decision. In these circumstances 

Jones may have welcomed the temporary respite offered in February and March 1799 when 

Thomas Ludford Bellamy, his deputy manager, and Dr John Stevenson undertook the 

management of a series of 'Oratorios and Concerts of Sacred Music on Wednesdays and 

Fridays during Lent'.76 These took advantage of the engagements made by Jones for his 

opening of the Theatre, raised its profile as a concert venue, and perhaps gave expression to 

the general relief that the Rebellion had passed.

73 For details upon which the following section is based see Walsh, Opera 2. pp. 9 -19 . See 
also below, pp. 106 -109.
74 Walsh, Opera 2, p. 17, quoting from SNL 04 07 1 798.
75 Walsh, Opera 2. p. 17, quoting from Gilbert, A History of the City of Dublin vol. 2, pp. 219,
220.
76 For comment on these see below, pp. 169 -172.
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The most significant direct influence of the Rebellion on entertainment was at the Rotunda 

where use of the facilities was suspended for the longest period. The annual 

Commemoration of Handel by the Irish Musical Fund Society on 2 April 1798 at the Rotunda 

appears to have been the last public concert held there or in the adjoining Assembly Rooms 

until April 1802.77 Soon after the outbreak of the Rebellion, the Governors offered the 

Assembly Rooms as a temporary barracks.78 It would appear that the facilities remained in 

military use, perhaps until the end of 1800 or beginning of 1801. Although the Hospital was 

and continues to be used as a maternity hospital, it is likely that part of the facilities were 

required to treat casualties, possibly involving the Rotunda as a ward. Had the facilities not 

been given to military use, entertainment would almost certainly have been suspended for a 

time, not only because of the curfew but because of concern expressed by the Governors for 

public safety.79

Although the Rebellion had a direct influence on principal venues, it had a limited effect as 

j  some promoters adopted alternatives. The Irish Musical Fund Society, which had given their 

annual Commemoration of Handel in the Rotunda since 1794, made an approach to Jones in 

January 1799 about the use of the Theatre, but eventually their concert was held in St Mark's 

Church.80 In 1800 they postponed an application to St Mark's Church and later accepted an 

offer from Jones for the use of the Theatre for 35 guineas and again in 1801 on the same 

terms.81 Benefit concerts by individual musicians were promoted in the Exhibition Room 

William Street. Concerts had not been promoted in this venue since 4 June 1796, but were 

presented here by Bianchi and Flaigh jointly in 1799; by Bianchi and Moran in 1800; and by 

Mile Dupree, Giordani and Kelly in 1801.82 While the Exhibition Room offered a temporary 

alternative to the Assembly Rooms, concerts there ceased permanently when the facilities of 

the Lying-in Hospital became available again.

77The Irish Musical Fund Society would be the first to use the Rotunda for a public concert 
on 14 April 1802.
78 Casey, 'Architecture and decoration , p. 95.
79 Earlier the Governors had relented to moral concern about entertainment on Sundays. For 
details see below, p. 61.
8(1 TB1MF 07 01 1799. It seems that the traditional date for the Society's performance, the 
Wednesday in Passion week, would have clashed with the oratorios at the Theatre on 
Wednesday and Fridays. A compromise appears to have been reached whereby the Society 
retained its date and performed in St Mark’s and the oratorio at the Theatre was postponed 
by a day to Thursday 21 March.
81 In 1799 a committee of the President George Murphy, Vice-president Dr Carter, Dr Cogan, 
B Cooke and Rev Gamble were delegated to meet Jones. The arrangement with Jones in 1800 
included lighting the Theatre in all but the orchestra’, and the fee of 35 Guineas was 
confirmed paid on 11 April. TBIMF 07 01 1799; 02 02, 07 03,11 04 1800; 08 02,15 02 1801.
82 Chron 1796: 8,1799:14,1800: 4, 5,1801: 2,4, 7. A concert was also given under the 
direction of Dr Cogan for the benefit of 'a distressed family' on 8 April 1801 at Percy's 
Exhibition Rooms Stafford Street. Chron 1801: 5.
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The first sign of renewed activity came with the announcement on 14 April 1801 of 'The 

Installation Ball to be given by the most illustrious Knights of St Patrick ... at the Rotunda on 

Monday the 11th of May'.83 Public entertainments resumed on Thursday 4 June 'being the 

Anniversary of His Majesties [sic] Birthday'.84 The pattern of entertainment for the Summer 

months was to be Grand Promenades' on Thursday evenings, with vocal and instrumental 

music in the Assembly Rooms: the singers were to be David Weyman and Master Elliot, a 

pupil of Mr Addison. On Tuesday evenings 'Card Assemblies' and dancing was held and a 

military band attended in the Gardens. The events began at 9pm and the Rotunda, Public 

Rooms and Gardens were opened each evening with admission at 2s 6d sterling for ladies 

and 3s 6d for gentlemen.85 However, similar assemblies announced from 13 March 1802 

attracted little support and were soon suspended.86

The announcement of the re-opening of the facilities in June 1801 referred to the Rotunda and 

Public Rooms 'having undergone a complete repair'.87 Details of the decorations are known, 

t and presumably had been finished before the Installation Ball two weeks earlier.88 If the 

repair was more extensive this may have accounted for the closure during the first half of 

1801 and perhaps previously into 1800. When the facilities became available for general use 

in the latter half of 1801 they resumed their position as the main concert venue in Dublin. All 

but two of the seven concerts given from 1802 to the end of 1804 were promoted in the 

Rotunda or the Public Rooms, but by now public demand for concerts appears to have 

reached an all-time low.89 90 Very few local musicians or charities were prepared to risk 

promoting concerts, with the notable exception of the Irish Musical Fund Society which by its 

nature could rely on the support of the musicians among its membership.

Although the domestic political situation had settled, musicians were still cautious about 

visiting Dublin. The possibility of further upheaval had not been fully dispelled. The 

continuing efforts of Robert Emmet to reconstruct the United Irishmen in Dublin led to a 

premature rising on 23 July 1803.91’ Although this was insignificant by comparison with the 

1798 Rebellion, the murder of such a high profile figure as Lord Kilwarden, who happened to

83 F J14 04 1801. An announcement had been made on 11 April that a 'Superb Ball' would be 
given by the Knights at the Little Theatre Fishamble Street 'in a few days' which may have 
been postponed to 11 May. FJ 11 04 1801.
84 FJ and DJ 30 05 1801. The following is summarised from regular notices thereafter in DJ 
and FJ.
85 The last notice of the events implies that the Promenades would continue weekly on 
Thursdays, although no indication is given of for how long. FJ 08 08 1801.
86 DJ 13 03 1802. Details of the difficulties are given below, pp. 150,151.
87 DJ and FJ 30 05 1801.
88 For details of the decorations see pp. 97, 102,103.
89 As many concerts can be identified during 1801 alone.
90 For details see p. 25.
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drive into the riot in Thomas Street, served to sustain concerns about political stability.91 As a 

result of Emmet's rising Dublin was again placed under curfew. This time performances 

continued at the Theatre Royal Crow Street but were given at 1pm.92 From 27 July 1803 the 

Committee of the Irish Musical Fund Society found difficulty in getting enough members to 

attend its meetings 'at an early hour' because of the Proclamation prohibiting all persons 

from being out after 8 o'clock in consequence of the Rebellion’.93 The monthly meeting of the 

Committee on 3 October began at the usual time of 7pm. Concert life was by this time so 

reduced that it is doubtful if it was influenced directly by what was a short-lived campaign in 

the summer.

Concert life in Dublin was not radically changed by these turbulent political developments. 

Perhaps the most enduring result was the continuing problem of the image of Ireland in 

Britain. Dublin had certainly lost its musical position among British cities. With fewer 

visiting stars little excitement was generated and demand for concerts declined. At the same 

t time local promoters became increasingly reluctant to risk organising concerts. All these 

factors contributed to a palpable sense of decline, with concert life seeming stagnant and 

depressed. Not until 1805, when Sir John Stevenson took the initiative to organise concerts at 

the Rotunda, was the demand for concerts rekindled. Small local initiatives such as this 

eventually demonstrated that Dublin could sustain a lucrative level of concert activity, but 

the recovery was slow.

Concerts and the reinforcement of nationalist political identity

There is no evidence that the views of those with republican sentiments were reflected in any 

significant aspect of concert life. This is not to imply that such views were devoid of musical 

expression. The events of 1798 were the subject of numerous political ballads which served 

to refresh and occasionally revise the folk memory of subsequent generations.94 These would 

have been performed in houses and taverns and did not transfer into public concert life.95 

Such politically charged and antagonistic material could not have found expression in the

91 Lord Kilwarden’s nephew was killed in the same incident, noted above, p. 25 n. 102.
92 Walsh, Opera 2, p. 24. It seems likely that this reduced the size of the audience, but at least 
employment continued for the performers involved.
^TBIMF 04 08 1 803. The Committee were from time to time unable to transact business 
because of insufficient attendance. The curfew exacerbated this problem but may not be 
entirely responsible for the insufficient attendance as late as 5 September and 3 October. 
TBIMF 05 09, 03 10 1803.
94 For details of some of the ballads which resulted from the 1798 Rebellion see Munnelly, 
'1798 and the Balladmakers'.
95There was undoubtedly a repertoire of popular political ballads which would provide a 
further and interesting commentary on the events of this time, but this area is beyond the 
main focus of this thesis.
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concert room where, whatever the political views of the audience, the emphasis was on 

decorum and respectability.

There is perhaps surprisingly little evidence that the views of those who supported reform 

within the context of the constitutional link with Britain were reflected in concert life. The 

emergence of a sense of Irish nationalism among Protestants had been an important aspect of 

recent political developments. It underscored the cultural views of the United Irishmen, their 

promotion of the Irish language, melodies and poetry as expressed at the Belfast Harp 

Festival. Johnston's study of concert life in Belfast concludes that 'national music was not of 

itself overtly political. There was a political element in the energetic promotion of its 

recovery by the 18th-century Belfast middle class' but 'to engage, however, was not 

necessarily to become politically committed'.96 While there was a move to assert national 

identity, the promotion of national music was undertaken in a spirit of conservation. 

Johnston concludes, 'there is no evidence of any political group committing itself to adopting, 

t or obstructing, the furtherance of concert life as a political goal’.97

In Dublin, where the political climate was much less radical than in Belfast, there is little 

evidence that Irish national music was promoted in concerts at this time.98 * * When it was 

promoted it had no overt domestic political significance but was given within the context of a 

wider interest in a variety of national styles. Some pieces were of Irish origin or had an Irish 

context. Some of the few examples of this are the song 'Coolan' given by Urbani in 1803, 

Alday’s air and rondo for violin based on Ellen Aroon’ given in 1805, and Stevenson's glee 

'Give me the harp of epic song' performed in 1805 and 1806." These were part of the 

widespread practice of adapting the airs or imitating the folk styles of a variety of nations.1(10 

The incorporation of folk influences was an important element in Haydn's music during the 

1770s and 1780s. As well as the general influence of folk styles on his instrumental music, he 

made well over 400 folksong arrangements. Most were based on Scottish or Welsh airs but a 

significant number were based on Irish airs. Among these was a song written around 1802 or 

1803 titled 'Erin-go-bragh', Ireland forever, the slogan of the United Irishmen; but this by no 

means signifies his empathy with their cause.

96 Johnston, p. 59.
97 Johnston, p. 62.
98 It was promoted in the period from 1807. Promotions by the Irish Harp Society in Dublin 
and John Fallon are d.scussed below, see pp. 264 - 272. Some comments on Irish national 
music appear in the repertoire survey below, pp. 322 - 324.

T I f  2 'rZ’ T  3' ’ «5i 180& 9' F° r ,riSh ,i,les seeabo Kperloire survey below,Table 36 addendum p. 321,322. J
,,x) This practice in London is discussed in detail in McVeigh, Concert life. 'Melody and 
national airs', pp. 133 -140. y
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Collections of Haydn's folksongs were published from 1792, but their popularity would 

spread with further collections published by George Thomson in London and Edinburgh 

after Haydn's death in 1809. The earliest collections compiled by W Napier and published in 

London from 1792 to 1795 were probably brought to Ireland by musicians or imported by 

music sellers, but the collections by Thomson were advertised and available in Dublin 

around the same time as their publication in London and Edinburgh from 1802 to 1805.1()1

New Music, Haydn & c.
Just published on Imperial Paper, by G Thomson Edinburgh, and J Preston London, and 
to be had of Mr Hime and Edm |Edmond] Lee Dublin.
A new and improved edition of all the select Scotish songs interspersed with the most 
favourite Irish ones, with symphonies and accompaniments to each song for the piano
forte, &c partly by Pleyel and Kozeluch, but chiefly by Haydn. A number of the first and 
second volumes and the whole of the 3rd and 4th volumes, each containing 50 of the very 
choicest airs, being harmonized by Haydn, who writes thus emphatically to the editor, "I 
Boast of this work, and by it I flatter myself my name will live in Scotland many years 
after my death."
The poetry will be found worthy of the music: all the fine old Scottish Songs are retained, 
and among the great variety of new ones introduced there are upwards of 100 by Burns, 
the greater part of which were written solely for this work with all the enthusiasm and 
felicity of his genius: ... this is expressly the only musical work in which all the charming 
songs of Burns can be published ...
Each volume for the voice and piano-forte, embellished with a fine engraving is 1 Guinea. 
The violin and violoncello parts, when wanted, are sold separate ...
Also 12 Grand Sonatas for the Piano-forte with Rondos on Scotch Subjects, six by Pleyel 
and six by Kozeluch.

Thomson also encouraged Beethoven to make folksong settings, supplying him with Scottish, 

Welsh and Irish airs from 1809 and publishing his settings in various collections from 1814.101 102 103 

In Dublin the interest in other national styles can be found in Alday's 'Grand concerto on the 

Turkish rondo Roxalana'; his Scotch Air with variations'; what was at times described as the 

Polish overture L.odoiska', which was played on four occasions and attributed to either 

Kreutzer or Storace; and an 'air with a favourite Polish rondo' by Yaniewicz.1(B On one 

occasion Yaniewicz made a contrast of national styles in a violin concerto 'on national airs of

101 DJ 16 08, 25 08 1804.
1(12 As a result of what Thomson supplied, Beethoven made more settings of Irish airs than of 
any other nationality. An approximate survey of the list given in 'Beethoven' NG, shows the 
following proportion of folksong settings: Irish 66; Scottish 43; Welsh 26; English 3; around 11 
other nationalities 25. For details see, Cooper, Beethoven's Folksong Settings as Sources of 
Irish Folk Music'.
103 For the concerts in which these appear see Chron 1805: 8; Chron 1804: 3; Chron 1795: 3, 
1802: 3,1804: 3, 1806: 7; Chron 1798: 6 respectively. The opera Lodoiska was set in Poland7 
and was brought by Michael Kelly from Paris for performance at Drury Lane Theatre in 
London beginning on 9 June 1794. For details see Fiske, English Theatre Music, pp. 526, 527.
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several countries'.104 Urbani made particular mention in the announcement of his arrival in 

Dublin of his expertise in diverse national styles:105 * *

... such Ladies and Gentlemen as wish to be instructed in the true Italian Style of Singing, 
will have the goodness to send their commands to his apartments to No. 5 Trinity Place. 
NB Signor Urbani was resident in the Metropolis of Scotland these 20 years past. Scotch 
Songs also will be taught by him in the true Caledonian Manner.

Folk material was clearly well enough known to the concert audience that when identified it 

would be recognised and perhaps encourage attendance. Some of the named airs were 'My 

native land', given as a violin concerto by Giornovichi; O my love's like the red red rose' 

arranged as a glee by Stevenson; the Scottish airs 'Auld Robin Grey' performed in a violin 

concerto by Alday; and The last time I came over the moor' sung by Urbani.11)6 In the context 

of the variety of national styles being presented, Irish national music lost some of the political 

connotations which its reception might otherwise have attracted. As one of a number of 

national musics its political potency was defused. Anglophile members of the audience may 

have held a colonial view of Irish national music, regarding it as a regional characteristic, 

whereas those of Anglo-Irish or Irish nationalist sentiment may have felt a closer affinity.

A curious situation arose in the theatre, which accommodated a diversity of patriotic 

expression not detectable in concert life at this period.1117 As in London, the theatre audience 

spanned a broader economic spectrum of society by virtue of lower admission charges.108 

However, it does not follow that this was matched by a broader range of political opinion, 

since the middle and upper class who directed political developments were common to both 

audiences. To some extent theatrical entertainment lent itself to the expression of public 

views in a way in which concerts did not. Topical quips or jibes could be made in the theatre, 

and by no means from only the cheap seats, which added to the excitement of attending. 

There was simply no opportunity or social acceptance for such expressions in the respectable

1,14 Chron 1799:10. .
116 DJ 27 12 29 12 1805, 01 01, 05 01 1806. Urbani clearly prized what he considered was the 
authenticity of his national styles. Along with singing in English, and as noted above at least 
dabbling in Irish songs, he obviously considered variety of national styles as a virtue.
1(16 For the concerts in which these appear see Chron 1797: 7; Chron 1805: 2, 6, 20; Chron 1805: 
11- Chron 1804: 3 respectively. McVeigh identifies Dussek’s 'Ploughboy Harp Concerto' C.53, 
and comments on this and 'Auld Robin Gray' being played in London. McVeigh, Concert 
life pp 134 135. Though based not on a folksong but a song from William Shield's opera 
The Farmer! the 'Ploughboy' concerto was played in Dublin on the piano by Cogan in 1797 
and Madame Dussek, the composer’s estranged wife, in 1805. Chron 1797: 7,1805:12. Fiske, 
English Theatre Music, p. 467.
1(17 In a later section it will be asserted that as the Union became more secure over time the 
Ascendancy were more at ease with expressing their Irish nationalism in conjunction with 
their British nationalism, see pp. 264,277,278.
1,18 This is not a clear cut assertion, as individuals who attended the low or mid-priced areas 
of the theatre on an occasional or frequent basis may have made a special effort to attend 
concerts, perhaps motivated by the perceived respectability of concerts. See also p. 82.
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surroundings of the concert room. While it is plausible to assert that theatre audiences were 

more vocal in their political opinions, rather than diverse, this was in the nature of the 

entertainment.

The arrangements in the theatre illustrate a value placed on accommodating both Irish and 

British patriotic sentiments. It was common for both sides to call for their preferred tunes but 

after the Union it became usual for Patrick's Day', formerly associated with the Patriot party, 

to be played after God Save the King'.109 This became standard practice and seems to have 

gained general acceptance. Almost the same measure was announced, with the addition of 

'Rule Britannia', by Bellamy when he became manager of the Theatre in Belfast in 1806.110 

The arrangement in Dublin was altered following the arrival of the Duke of Richmond as 

Lord Lieutenant on 19 April 1807.111 In deference to the Duke, Patrick's Day' was omitted 

when he and his wife made their first two visits to the Theatre Royal on 30 May and 18 July 

1807.112 This caused much offence and drew critical comments in the press. It was remarked 

? that when their predecessors, the Duke and Duchess of Bedford, first visited the Theatre, they 

had ordered 'Patrick's Day' to be played. The rhetorical question was asked: 'Are we 

returning back upon the gloomy days of party distinctions? Is such violation of national 

feeling the way to harmonise this country?'113 Perhaps more interesting than the criticism of 

the Duke and the decision to drop 'Patrick's Day', is the implicit defence of the view that 

expressions of patriotism were no longer divisive. Of course the specific instances of 

'Patrick’s Day' and God save the King' do not suggest complete toleration. More antagonistic 

or partisan political ballads would still find no place in public entertainment. However, 

moderate views, both British and Irish, could be expressed. Although Patrick's Day' has not 

been identified in concert programmes at this period, the same spirit of dual nationalism, if 

muted now, became quite apparent in subsequent years.

109 Hogan, p. 24. For a later instance in concerts, see Chron 1809: 11.
1,0 'To prevent any unpleasant consequences which may arise from Airs being called for not 
advertised in the bills ... 'God save the King' will be played by the Band at the end of the 4th 
act of the play, 'Patrick's Day' prior to the farce, and 'Rule Britannia' between the first and 
second acts’. Johnston, p. 59 quoting from the Belfast News-Letter H  01 1806.
111 The fourth Duke of Richmond, unlike his father who argued in favour of the reform 
movement in the British parliament in 1773, was firmly opposed to Emancipation. Beckett, 
p. 212. Walsh's reports him as 'a noted anti-Catholic bigot'. Walsh, Opera 2. p. 35.
112 For details see Walsh, Opera 2, pp. 35, 36, and Hogan, p. 24.
113 The Duchess of Bedford and Duchess of Richmond were sisters, both being daughters of 
the fourth Duke of Gordon. The situation seems to have been calmed from March 1808 when 
'Patrick's Day' was restored to its former position. Walsh, Opera 2. p. 35, quoting from DEP 
02 061807.
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Concerts and the reinforcement of British political identity

While concert life in Dublin was inactive in the promotion of domestic politics in Ireland, in a 

broader sense it acted to reinforce British politics. British political identity was reinforced in 

expressions of patriotism and in the reception of military music and musicians into concert 

life. The expression of patriotism is most obvious in the performance of God save the King' 

and Rule Britannia’.114 These can be identified in various programmes and while the number 

of performances of the national anthem in particular is relatively low, it was almost certainly 

present in other concerts for which little programme information survives. Handel's 

'Coronation Anthem’, a piece of patriotic significance, was given in quite a number of 

concerts.115 On only one occasion, in 1806, was it identified as 'Zadok the Priest', but given its 

emphatic setting of the text 'God save the King, Long Live the King ...' in the final section, it 

was very likely to have been used on other occasions. In almost every case these patriotic 

pieces were used to conclude a concert.

Military musicians made an important contribution to concert life.116 Individuals such as the 

trumpeter Johann Georg Schmidt attained a high profile in the local profession. Schmidt was 

a member of the band of the Royal Lancashire Volunteers who, along with the Second West 

York band, appeared in a concert on 17 May 1800 in which he played a concerto.117 In 

November he joined the orchestra of the Theatre Royal where he played trumpet concertos, 

obbligato accompaniments and, on 10 March 1801, presented for the first time a concerto on 

the bugle horn’ as part of dramatic entertainments.118 He was also engaged as a free-lance 

performer for concerts.119 * Military bands could by their nature be a temporary source of 

musicians and regret was expressed in the press prior to his departure: the lovers of music 

will experience a great loss by the removal of the Lancashire Militia as it will deprive them of 

the pleasure of hearing Mr Schmidt's excellent performances on the trumpet'.12(1 Other 

military bands made appearances at concerts: the Cavan Militia band; 'Colonel Leith's 

Musicians' who gave two concerts; and on two occasions unspecified bands.121 Military 

personnel were active in concert life not only as instrumentalists: two officers, Captain 

Witheringlon and Captain Ashe sang at the Commemoration of Handel in 1794; and the

114 Chron 1793: 2, 4,1794: 4, 1795: 5, 1800: 4, 6,1806: 4 and Chron 1795: 4,1797: 6, 7, 1805: 20, 
1806:1 respectively.
115 Chron 1793:1,1794: 4, 1796: 4, 1799:12, 1800: 6, 1802: 2,1803:1,1804: 1,1805:15, 1806: 4.
116 The role of military musicians expanded significantly in the period after 1806 and a fuller 
account is given below, see pp. 243 - 253, 273 - 278.
117 Chron 1800:4.
118 Schmidt's appointment to the Theatre is noted above p. 34 n. 39. Five of his performances 
in theatrical entertainment can be identified, for details see, FJ 29 11 1800, 06 01,12 01, 10 02,
05 03 1801. For performances on the bugle by H Willman see below, pp. 247, 248.
119 For details of his concert appearances see Chron 1801:1, 3,4.
12,1 FJ 07 031801.
121 For details see Chron 1792: 5, 1795: 5, 1796:1, 1799:14, 1805: 21.
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Lawyers Corps, a division of the Dublin Yeomanry, were patrons of a concert in 1798.122 

Special arrangements were made for the subscription series in 1806, to attract military 

personnel as part of the audience, with: 'Officers of the Garrison and Navy, in uniform, 

admitted at the subscribers price'.123 Local composers recognised the popularity of military 

music and incorporated its style into their works. In 1795 Ashe concluded his benefit concert 

with his 'Grand March, composed and dedicated to the Volunteers of Dublin’; concerts in 

1805 and 1806 concluded with Tom Cooke's 'Lord Hardwicke's March' and ’Duke of 

Bedford's March’; and Logier presented his 'Grand Characteristic piece The Battle of 

Trafalgar’ in 1806.124

Of particular significance in the context of British political identity was the concert on 15 

January 1806 organised in support of the fund to erect a monument in Dublin to Lord 

Nelson.125 The performance formed part of Dublin’s participation in a national expression 

which both celebrated the victory and mourned the death of Nelson in the Battle of Trafalgar 

on 21 October 1805. A fund was established by a committee of traders which resulted in 

Nelson's Pillar being built in Sackville Street, now O'Connell Street.126 On 15 February 1808 

the foundation stone was laid, by the Duke of Richmond, of what would be a 134 foot high 

Doric column topped by a thirteen foot statue of Nelson, raised at a cost of £6,857 by public 

subscription.127 The performance featured music by Handel and Haydn and naturally pieces 

with military or naval references. Two of these, a song While notes of triumph' and a chorus 

'In the hour of victory', were composed by Stevenson, probably for the occasion.

Cultural dependence on London

The extent to which concert life in Dublin was stimulated by musicians from London has 

already been referred to.128 Their activity on the mainland was often advertised to increase 

their celebrity and attract the Dublin audience, ever keen to keep up with developments 

there. The last opportunity to hear a performer before their departure was also used to 

encourage attendance.129 On some occasions the connection between a piece of music and a

122 Captain Ashe should not be mistaken for Andrew Ashe the flautist. Chron 1794:1, 1798: 6.
A reference to his singing is noted below, p. 189.
123 Chron 1806: 5.
124 Chron 1797: 5,1805: 20, 1806: 2, 5.
125 Chron 1806:1.
126 Bennett, p. 144.
127 Similar monuments were erected across the country, the most famous of which is in 
London. Sadly, Nelson’s Pillar in Dublin was seriously damaged by an IRA explosion on 7 
March 1966 and was later demolished. A 'Nelson's Pillar', replete with statue, is located in 
the county Down village of Hillsborough, a few miles from where this thesis was written.
128 For details see pp. 28 - 33.
129 As was the case with Gautherot's departure in 1792, Ashe's departure for London in 1797, 
and Alday's in 1804. See Chron 1792:10, 1797: 5, 1804: 3.
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prior performance in London, or beyond, was used in advertisements. In 1797 a Grand 

Sinfonia' and the Surprize Sinfonia' were announced 'as performed at the Hanover Square 

Concerts’. 130 The performances featuring Haydn’s Creation in 1801 and 1802, given by the 

Irish Musical Fund Society, announced the work as 'now performing with unbounded 

applause in London, Paris and Vienna’.131 A possible element of local pride cannot be 

confirmed when similar accolades were extended to resident composers, but these clearly 

enhanced their personal reputation and had significant publicity value. In 1805 Alday 

announced his 'New Symphony as performed at Hanover Square' and in 1806 Stevenson 

announced his glee 'Come unto these yellow sands, as sung at Harrison's Concerts 

London'.132

There are many structural connections between the forms or models of concert promotion in 

Dublin and London. Subscription concert series in Dublin and the Lenten oratorio series 

promoted in 1799 have clear parallels. In this context the Commemoration of Handel 

performances given in Westminster Abbey from 1784 are of great significance. They led 

directly to the establishment of similar performances in Commemoration of Handel in 

Dublin, promoted by a group of the nobility and senior clergy from 1786 to 1789 and in 1791, 

and annually from 1794 by the Irish Musical Fund Society. 133 These in turn provided a model 

for other performances of sacred music for charitable purposes, and for a 'Commemoration of 

Haydn' in 1805 and 'Commemoration of Carolan' in 1809.134 The establishment of the Irish 

Musical Fund Society was welcomed in the press because it brought provision for musicians 

in Dublin into line with their counterparts in England.135 Private musical organisations like 

the Anacreontic Society and the glee clubs also had strong parallels with similar groups in 

London.136

In most respects the cultural values of Dublin concert life were the same as those of London. 

Such cultural connections were not necessarily of overt political significance. Thus, while 

concert life in Dublin reinforced the cultural and political values of the establishment, so too 

did concert life in other British cities, and to a similar extent. Indeed, it would be surprising if 

concert life in provincial cities more generally did not reinforce the cultural and political 

values of their particular establishment. It should be noted that the connections between 

concert life in Dublin and London were consistent over time. Musicians, music and models 

of concert organisation transferred from London to Dublin well before the turbulent decade

130 Chron 1797:5, 11.
131 Chron 1801:3,1802:2.
132 Chron 1805: 11, 1806: 7.
133 These performances are discussed below, see pp. 178 -183,185 -196.
134 Chron 1805: 9,1809: 9,11. For details see below, pp. 161,162, 267 - 269.
135 DJ 05 05 1787, see below, pp. 176,177.
136 These will be discussed below, see pp. 130 -137.
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of the 1790s and well after it, and there is no evidence that such connections were pursued 

more actively to strengthen unionist identity or further its aims. In this sense concert life was 

neutral in terms of domestic politics.

While concert life in Dublin can be shown not to have been an agent in promoting or 

impeding the political movements which led to the 1798 Rebellion, the domestic political 

situation which emerged after the Act of Union in time facilitated a broader and stronger base 

for concert life than had existed before. The relationship between concert life and politics, 

particularly in the decade of the 1790s and early 1800s, established the context in which 

current and future development took place.

The following three chapters will examine the broad issues concerning the environment in 

Dublin in which concert life was situated. Chapter 3 will focus on the characteristics of the 

city and potential audience, the place of concerts in the spectrum of entertainment, and the 

issues which motivated concert attendance. Chapters 4 and 5 will illustrate the resources 

available in the city to sustain concert life and the background of private music-making, 

before proceeding to focus on the events themselves in the subsequent chapters.
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Chapter 3

The concert audience

Aspects of Dublin's fair city'

one of the most agreeable places of residence in Europe. There were no conveniences 
belonging to a capital in these days which it did not possess. Society in the upper classes 
was as brilliant and polished as that of Paris in its best days, while social intercourse was 
conducted with a conviviality that could not be equalled in France.'

The recollections of Dublin before the Union by Lord Cloncurry may be somewhat flattering 

but they serve as an example of the tributes to the city and its social environment.’ Dublin 

was the second largest city in the British Isles, and in the English-speaking world, throughout 

the eighteenth century, and remained so until the mid-1850s.1 2 To the extent that it was a 

capital city and the financial and administrative centre of an island nation, Dublin resembled 

London more closely than did any other British city, and in this respect may be viewed as a 

smaller version of London. The population of each city changed at different rates but their 

relative size came closest around 1800. In 1700 the population of London was ten times that 

of Dublin, but by 1800 London was only four and a half times larger.3 In the summer of 1798 

the Rev James Whitelaw, Rector of St Catherine’s Church Thomas Street, undertook a census 

which gave the total population of Dublin at 172,091.4 An official report made under the 

Population Act in 1814 gave the population at 175,319, and later in 1841 a government census 

reported 232,726.5 Expansion was still more rapid in London and the population there would 

reach eight times that of Dublin by 1831 and eighteen times that of Dublin by 1900.6 The 

population of Ireland increased from 4.75 million in 1791, to about 5 in 1800, 6.8 in 1821, 7.7 in

1 Cloncurry, Personal Recollections quoted from Maxwell, Dublin under the Georges, p. 100.
2 Dickson, The State of Ireland before 1798', p. 18. In 1851 the population of Dublin was
10.000 larger than Liverpool, the third largest with 395,000. By 1861 Dublin (410,000) had 
been overtaken by Liverpool (472,000) and Clasgow (443,000). Johnston, 'Fiere shall we sit', 
from Best, Mid-Victorian Britain, p. 29.
3 Caution is commonly drawn to the accuracy of population estimates and should be 
extended to these comparisons. Craig, Dublin 1660 - 1860. appendix v, p. 341.
4 Whitelaw estimated a further 10,279 should be added to include the soldiers of the garrison, 
the staff of Dublin Castle, those in various institutions and the students of Trinity College, 
bringing the total to 182,370. Maxwell, Dublin under the Georges, p. 139, quoting from 
Whitelaw, An Essay on the Population of Dublin 1798.
5 Maxwell, Dublin under the Georges, p. 139. Early official reports are viewed as inaccurate, 
underestimating the population, but the Government census of 1841 taken on a single day is 
regarded as accurate. Beckett, p. 292 n. 1. A greater increase for the population of Dublin by 
1814 seems likely. 1841 figure from ÓTuathaigh. Ireland before the Famine, p. 151.
6 Craig, Dublin 1660 -1860. p. 341. Maxwell reports the population of London in 1801 was
900.000 and in 1811 was 1,050,000 according to census returns quoted from George, London 
Life in the Eighteenth Century, pp. 329, 330. Maxwell, Dublin under the Ceorges. p. 139 n. 2.
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1831 and was almost 8.2 million in 1841.7 Over the same period the proportion of the 

population living in Dublin increased from around 26% to 35%. Dublin maintained its 

position over all other Irish cities and in 1800 was two and a quarter times larger than Cork, 

the next biggest. Population figures show that while Cork remained quite static, Limerick, 

the next largest, diminished and that Belfast, which expanded at almost three times the rate 

of Dublin, would become the second city of the island.8

The elegance and sophistication of the upper levels of Dublin society is clear. Some of the 

most distinguished architectural additions were made to the city in the late eighteenth and 

early nineteenth centuries, most notably the work of James Gandon.9 Gandon was persuaded 

by John Beresford, the Commissioner of Revenue, to leave London and he arrived in Dublin 

on 26 April 1781. Beresford, who engaged Gandon to design the new Custom House, laid the 

first stone on 8 August 1781.10 11 By 1791 work on the Custom House was completed at a cost 

of almost £400,000.” At the same time Gandon was engaged to design the Four Courts on 

Inns Quay as a replacement for the decayed premises located within the precincts of Christ 

Church Cathedral.12 The Duke of Rutland, as Lord Lieutenant, laid the foundation stone on 3 

March 1786. By 8 November 1796 work had progressed to allow the courts to sit and was 

completed at a cost of £200,000 by 1802.13 The Four Courts, literally the four courts of 

Exchequer, Common Pleas, King's Bench and Chancery, radiate from a 76 foot diameter 

domed tower towards the corners of a square with adjoining blocks which housed the Public 

Records Office and Law Library on either side. 14 Gandon was also responsible for the design

7 These figures are rounded off by and reported in Beckett, pp. 244, 292.
8 The following figures indicate the broad trend between 1800 and 1841 and illustrate the 
dominance of Dublin's position. Around 1800: Cork 80,000; Limerick 60,000; Belfast, 
Drogheda and Waterford 20,000 each; Kilkenny 15,000; Bandon 14,000, Londonderry 11,000. 
In 1841: Cork 80,720; Belfast 75,308; Limerick 48,391; Waterford 23,216; Galway 17,275 and 
Sligo 12,272. Figures for 1800 are taken from McDowell, 'Ireland in 1800’, p. 666, and for 1841 
from QTuathaigh, Ireland before the Famine, pp. 151,153.
9 Details of Gandon and his work are taken from Craig, Dublin 1660 -1860, pp. 236 - 259.
10 Lord Beresford, because of the patronage attached to his office, his personal wealth and 
extensive family connections, was known in derision as the King of Ireland'. Beckett, p. 235. 
He was one of the three Jacks' appointed to manage' the Irish Parliament, noted above, p. 12.
11 Beresford's secretive manner in appointing Gandon and perceived self-interest attracted 
considerable opposition. Owners of fashionable town houses in Lower Gardiner Street 
feared their value would be reduced by the proximity of commerce, and merchants further 
along the Quay organised two riots in the Summer of 1781 in protest at the disruption. The 
first attack intended to refill the foundation trenches, but the mob 'fortified with whiskey and 
gingerbread' made the most of the summer's day and swam in them instead. However, the 
second attack led by Napper Tandy did result in some damage and for a time Gandon carried 
'a good cane sword' when he visited the site. Craig, Dublin 1660 - 1860. pp. 239, 240.
12 The old Four Courts were, amusingly, approached through a passage called Hell.
13 Gandon's plan incorporated the Public Records Office, designed by Thomas Cooley and 
begun in 1776, which already stood at the west end of the site. He placed a copy of Cooley's 
building at the east end of the site with the main court block in the middle.
14 The 'A - B - A' structure and more elaborately the 'A - B - A1 - C - A1 - B - A' of the southern 
front of the Custom House, described by Craig as 'a beautiful study in overlapping
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of the King's Inn, a smaller project begun in August 1795 and completed from his drawings 

by Henry Aaron Baker, his pupil and partner, in 1816.15 The Custom House and Four Courts 

are the dominant landmarks along the River L.iffey and occupy a prestigious position in the 

architectural heritage of the city.16

The largest landlord in Dublin was the city itself which, through the Corporation, granted 

parcels of land or Estates’ to institutions or individuals who effectively bought the lease, 

rather than the land itself, in one payment or rented over an extended period. Even the 

largest of the landowners', such as Trinity College, were in fact tenants of the city. 17 The two 

most prestigious residential developments were undertaken by Luke Gardiner and Lord 

Fitzwilliam.18 Fitzwilliam planned to develop his land, the Pembroke Estate’ on the southern 

side of the city, and in 1762 engaged John Ensor to design Merrion Square. Much like St 

Stephen's Green, then the location of the grandest houses, the Square itself, 1,150 feet by 650 

feet was to be open. Work began on the long northern side of the Square in 1762, at the 

eastern end of which in 1778 Ensor built for himself Antrim House, but was not completed 

until the end of the century. Starting at the same time, Fitzwilliam developed Denzil Street, 

Clare Street and Holies Street in the proximity of the Square. In some respects his most 

striking development extended south from Merrion Square East. Begun in 1780 and running 

along Fitzwilliam Streets Upper and Lower, Fitzwilliam Square East and finally Fitzwilliam

symmetries',

pp.

, are examples of balanced proportions already evident in the h n H . r rx
Steevens' Hospital (1721 - 1733), the Bedford Tower and Cates of Dublin cistto 17S "
1763), Trinity College (1759), The Blue-Coat School (1773 - 1780) and elsewhere Su I " 
architectural taste has obvious parallels in musical structures. Craie Dubl ° '
251, 252. Line drawings of these façades appear in Craig, pp. 181, 1%  ~  ~  ~
15 Gandon resigned in 1808 in protest at the interference of the Lord Chancellor N 
65 he retired and built a house at Canonbrook, Lucan, where he died in 1823 Th k™
accommodated part of the legal profession, members of the King's Bench 6 inS s *nn
16 While the King's Inn remains intact, the Custom House and Four
the IRA in the Irish Civil War. In 1922 the Public Records Office a t t h e ^  by 
reduced to ashes. The building was restored in 1932 with a new interior d e C o ? ,^  W®S 
House was burnt in ’  ̂  ̂no„, ¡ntoPnn| Wocion RnrthiL' 18 usfom1Q?1 and also restored with a new internal design. Further

\ y Z . l  <*1 ______  1 • t  i l -  .  „ 4 - 1 _____  _ r  k. 1 . .  ___  H i  -  _* j Uuov. r, ___reconstruction followed in 1986 - 1988 and in 1991 the statues of N .
and Industry by Edward Smyth removed in 1921 were replaced 8 ^  *°rcu W' ^ enty
Commerce remained intact on the Dome. The statues of Moses I 1S scu*P,ure of
Wisdom and Authority which surmount the Four Courts are also^ I MerCy' and
17 Leases could be sub-divided and sold on, even back to the r\n, 'ily , ‘'  ...... . . ......- In Ihp W “ UCh °f '.he Slreelrrop| ‘ o m m is s in n e r s  hv

S COU1CI ue  -----------
Estate granted to Trinity College had been sold to the Wide Stro«i n  
Craig. Dublin 1660- l A  P- 106. In 1759 Lowsie Hill J 7ha ̂ n d  S T k "  ^
Pioes'was leased to A rthur Guinness for 9,000 years at a rent of £45 p0r C1 ^ n o w n  as *Pipes’ was leased lu m  I«.»..
known as St James's Gate, remains the site of the Cuinne« R-
18 This was the sixth Lord Fitzwilliam, Viscount of Merrion h eVVeryj enne,k P-
mistaken for William Wentworth Fitzwillian, second F^l 1 i ° m 711 anci not— w ahnve. n. 16. Larl' whose appointment as Lord

the 
area, now 

125. 
to be

Lieutenant in
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Place, it is a straight avenue 91 feet wide and over half a mile long of grand terraced houses. 

Completed in the 1830s it is the longest intact Ceorgian street in Dublin.19

Luke Gardiner was the founder of a family which by the mid-nineteenth century would own 

much of North Dublin, east of Capel Street. Of modest origin, Gardiner worked as a banker 

in Castle Street until 1738. In 1712 and 1721 he bought largely undeveloped plots on the 

northern edge of Dublin which had been part of the lands of Mary's Abbey. In the late 1740s 

he began to develop this area bordered to the north by Great Britain Street (now Parnell 

Street), in towards the city along Drogheda Street. Expanding the taste he acquired for wide 

streets in the development of Henrietta Street and Dorset Street in the 1720s and 1730s, he 

planned Gardiner's Mall', in collaboration with the architect John Ensor mentioned above, as 

an elongated residential square. He demolished the houses in Drogheda Street and widened 

it to 150 feet, issued building leases for the area beyond on either side and placed a mall, 48 

feet wide planted with trees, along the middle.20 Sackville Street, as it became known, 

offered some of the best property and became one of the most desirable areas of the city: by 

1785, 10 Peers and 13 MPs had addresses here.21 As development extended south towards 

the Liffey with the creation of Lower Sackville Street in 1784, the building of Carlisle Bridge 

in 1790, and the laying around 1800 of Westmorland Street and D'Olier Street which formed a 

fork from the southern bank, the commercial centre of the city, which had mainly been 

focused on the southern side of the river, spread north to include the area surrounding 

Sackville Street and the city took on its modern form.

The urban development of both the Gardiner and Fitzwilliam estates was bordered by the 

North and South Circular Road, built in 1763. This seven and a quarter mile stretch enclosed 

central Dublin in an oval, about two and a half miles long by two and a quarter broad.22 The 

River Liffey flowing west to east provided one axis of the city which can be divided into 

quarters: the two to the north-east and south-east which became rich and fashionable, 

grouped around elegant residential developments; the south-west which was poor and 

overcrowded; and that to the north-west which was yet to be fully developed.

Intellectual life flourished in the late eighteenth century. The number of students in Trinity 

College increased from 583 in 1774 to 933 in 1792.23 Several public bodies were formed to

19 Craig, Dublin 1660 -1860, pp. 43, 190, 191. This avenue perhaps more than any other area 
supports the current image of 'Georgian Dublin'.
211 Craig, Dublin 1660- 1860. pp. 101 -105.
21 Boydell, Rotunda, p. 19. Sackville Street was named in honour of Lionel Cranfield 
Sackville, first Duke of Dorset, who was Lord Lieutenant from 1731 to 1737 and 1751 to 1755, 
and in whose administration Gardiner had served. Walsh, 'Sackville Mall', p. 33.
22 Later in the 1790s the Royal Canal to the north and Grand Canal to the south would follow 
beyond and parallel to the circular roads. Craig, Dublin 1660 -1860. pp. 192,193.
23 Maxwell, Dublin under the Georges, pp. 185,191.
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promote scientific, artistic and historical endeavour. The Dublin Society founded in 1731 for 

'the improvement of Husbandry, Manufactures and other useful Arts' was the first of its kind 

in Europe.24 Its activity was acknowledged in 1749 by George II who issued a grant of £500 

and incorporated it as the Royal Dublin Society, by which it is known to the present day. The 

interests of its initial members, Protestant landlords, were primarily agricultural, but the 

Society soon attracted clergy, parliamentarians, civil servants and members of the legal, 

military and medical professions, and the Society gradually extended its activities. In 1792 a 

collection of minerals was purchased and a natural history museum was planned. In 1794 a 

Botanic Garden was opened and in 1795 a chemical laboratory was established. At the end of 

the century Professors of Botany and Chemistry were appointed and courses of lectures were 

given. A large library was built up and opened to the public in 1803. Between 1796 and 1815 

the Society occupied a house in Hawkins Street which contained its museum, drawing 

school, exhibition room, library, chemical laboratory and a lecture room with a gallery 

capable of holding 800 people.25

A Society of Artists was formed in 1765 and held an exhibition in Napper's Great Room in 

Georges Lane.26 The success of this enabled the establishment of a permanent exhibition 

room in South William Street which functioned until 1780.27 In 1800 the Duke of Richmond 

formed a society of Irish artists which was the forerunner of the Hibernian Academy founded 

in 1823. Historical enquiry had been promoted with the foundation of the Physico-historical 

Society in 1744, and a select committee of the Royal Dublin Society in 1772.28 A considerable 

boost came in 1785 when the Royal Irish Academy was founded to promote the study of 

’science, polite literature and antiquities'. Although the main work of the Academy was 

scientific it began to build a collection of manuscripts, from within Ireland and abroad, which 

would form the nucleus of its extensive archive of Irish history and culture.29

24 Details are taken from Maxwell, Dublin under the Georges, pp. 206 - 208. Eor a fuller 
account of the Society's history see White, The Story of the Royal Dublin Society.
25 In 1821 theTheatre Royal opened on the same site in Hawkins Street. In 1815 the third 
Duke of Leinster sold Leinster Llouse to the Society for £10,000, and a yearly rent of £600, 
which was later rescinded. The Society made extensive additions to the building in the 
nineteenth century. After the foundation of the State in 1922 part, and in 1924 all, of the 
building was acquired for parliamentary use and now accommodates both Houses of the 
Irish Parliament. Bennett, pp. 120,121.
26 Maxwell, Dublin under the Georges, p. 213.
27 The revived use of this as a concert venue is discussed below, see pp. 105, 106.
28 For details of these and the Royal Irish Academy see Maxwell, Dublin under the Georges. 
pp. 213-219.
29 Meetings were first held in the Navigation House, Grafton Street, but in 1852 moved to 19 
Dawson Street. This house, built in 1769 and once the residence of Thomas Knox second 
Viscount Northland, retains many of its original features and is an impressive example of its 
time. In 1890 the artefacts from the Academy's museum were moved to form part of the 
collection of the National Museum which opened in Kildare Street.
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Afler Jonathan Swift and George Berkeley in the first third of the eighteenth century there 

were no writers in Dublin of comparable stature.30 Edmund Burke, Richard Brinsley 

Sheridan and Oliver Goldsmith left for London relatively early in their careers, and while 

those who remained were of merit, none were as significant.31 Although Dublin could not 

yet boast the great school of Irish writers which would emerge in the mid-nineteenth century, 

it was undoubtedly a society of avid readers. This was partly due to fact that English 

copyright law did not extend to Ireland until 1801. The Hibernian lournal. on 13 April 1785, 

protested against the extension of such laws, arguing that there were 2,300,000 illiterate 

people in Ireland who needed every opportunity for education and cheap books.32 The 

census of 1841, taken after the introduction of public education, concluded that half of the 

male population were illiterate, substantially more that the one-third estimated for England 

in the same census. The decades of the 1780s and 1790s have been described as the golden 

age of the Irish reprint industry'.33 An enormous number of books published in England 

were reprinted in Dublin without permission and sold at a lower price.34 Many appeared in 

England at the same time as the legitimate edition, and sometimes before. The most famous 

instance involved Samuel Richardson's Sir Charles Grandison.35 Despite the risks, print- 

workers in London could acquire extra income by smuggling sheets, as they came off the 

presses, to Dublin printers. The disproportionately high number of publishers and 

booksellers in Dublin was in part sustained by the export trade to England and most 

lucratively to America, but a sizeable proportion supplied the domestic market.36

30 Craig, Dublin 1660 - 1860. pp. 202, 203.
31 Craig identifies the following group: Richard Pockrich, John Winstanley, William Dunkin, 
Samuel Shepherd, Laurence and Samuel Whyte. Pockrich, reported to be the inventor of the 
musical glasses, certainly brought them from a scientific novelty into serious musical use. He 
played them in England in 1744, and in a concert at the Haymarket Theatre in London on 23 
April 1746 a concerto was played on a 26-glass set by no less than Cluck, who also played 
them in Copenhagen in 1749. Their popularity spread in the 1750s and Benjamin Franklin in 
1761 developed the idea into the 'armonica' also known as the glassy-chord'. This instrument 
became popular in America and more so in Europe and was usually associated with female 
performers. Mozart included an armonica in his quintet K. 617 and they remained in use in 
Europe until 1830. Musical glasses were in use in Britain throughout the nineteenth century 
and were revived towards the end of the twentieth century by Bruno Hoffmann. Craig, 
Dublin 1660 - I860, p. 203 and 'Musical glasses' NG. An original set of musical glasses by 
Pockrich can be seen in Lisburn Museum, county Antrim.
32 Cole, Irish Booksellers and English Writers, pp. 14,15.
33 Cole, Irish Booksellers and English Writers, p. 14.
34 The following material is based on Maxwell, Dublin under the Georges, pp. 202 - 206.
35 Naturally this practice attracted vigorous opposition from English authors and publishers 
and in this instance Richardson issues a strongly worded pamphlet in 1754 attacking the 
Dublin publishers.
36 Craig goes as far as suggesting that most books were produced for the home market.
Craig, Dublin 1660 - 1860, p. 202. For a detailed account see Cole, Irish Booksellers and 
English Writers. Cole concludes that Irish reprints brought the work of British writers to a 
wider audience than they would otherwise have reached, p. 196.
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Some members of the Dublin nobility and professions built extensive collections of books.'7 

In 1733 Edward Worth bequeathed his library of 4,000 volumes, mostly on scientific and 

historical subjects, to Dr Steevens’ Hospital; and Lord Clonmell had a collection of over 6,000 

books in his house in Harcourt Street. In the early 1800s Lady Morgan estimated her 

collection at 800 or 900 volumes, including some in French, Italian and German, and the 

letters of Mrs Delany continually mention the books she and her husband were reading. 

Wider public access to books was facilitated by the Dublin Library Society which opened to 

subscribers in 1791 on Brugh Quay and later in D'Olier Street, and in 1811 the Dublin 

Institution was founded with a lending library and lecture hall in Sackville Street.

Dublin newspapers and magazines flourished at this time and were both numerous and 

varied.37 38 Much of their coverage reported European and British news and fashions but 

towards the end of the eighteenth century more attention was given to domestic politics. 

They promoted a variety of agenda from across the spectrum of political opinion but a degree 

of subsidy and advertising revenue was to be gained by supporting official policy. The 

wealth and influence attained by some printers and editors gave them a reputation and social 

standing equivalent to that of distinguished writers. In this respect George Faulkner, of 

Faulkner's Dublin lournal, and George Grierson the King's printer, and their respective sons, 

were particularly influential.39

Some of the principal London newspapers, for example The Times and The Morning Post. 

were imported and generally available in Dublin. Copies of other newspapers were posted to 

the proprietors of local papers. It was common practice for extracts to be reprinted in the 

Dublin press, either under the title of the original newspaper, or in a section titled British 

Mail' or 'English Mail', signifying news received via the postal service. The London Gazette 

and The Sun were frequent sources of material.40 The Dublin Library Society advertised that 

'The English Newspapers are provided in the Conversation Room for the use of Members'.41 

Reports of musical events were occasionally among the wide range of London news items to 

appear in the Dublin press. Reviews of theatrical events were more numerous, but concert 

news and reviews were also reprinted.42 On rare occasions, news of notable provincial

37 Examples are given from Maxwell, Dublin under the Georges, pp. 200, 201.
38 A brief outline is given in Maxwell, Dublin under the Georges, pp. 204 - 206.
39 George Faulkner, by reason of his wooden leg and support for government policy, was 
satirised by the Dublin wits for his 'wooden understanding'. For details of both men see 
Craig, Dublin 1660 -1860. pp. 203, 204. The bibliographic reference Dublin lournal by which 
this newspaper is most often cited is used in this thesis.
4(1 For examples of reprints taken from the London Gazette see FJ 11 02 1792: DJ 22 01, 05 02,
05 03, 04 04 1795: and from The Sun see DJ 07 03, 26 03 1795. There was commonly a period 
of four or five days from the London publication date to the date of reprint in Dublin.
41 DJ 24 01, 29 01 1795.
42 For examples of reprints of reports of events in Covent Garden see FJ 05 01 1792, 20 03 1806, 
2409,2711 1807,29 09 1808,03 01 1809,21 09 1810; for the King's Theatre see FJ 27 11 1807;
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musical events was reprinted, for example a preview of the Birmingham Musical Festival of 

October 1808.43 An impression was sometimes given, implicitly or explicitly by use of the 

phrase from a correspondent', that material was written fora Dublin proprietor. However, it 

may be suspected that in the vast majority of cases, material was simply copied from printed 

sources.

The final decades of the eighteenth century were the great age of the political pamphlet and 

vast quantities of these were produced for and against developments leading to the Rebellion 

and Union. Satire and satirical verse were much in vogue and some made well focused 

criticism of the establishment.44 Much of it was of lesser quality and as Maxwell comments: 

'every one who could turn a phrase seems to have been anxious to publish his efforts - a 

natural but regrettable impulse'.45 The imposition of copyright laws with the Act of Union 

dealt a serious blow to the publishing industry. According to one writer ’the amount of 

works published ... decreased by about 80 per cent’ by 1815.46 It should not be concluded 

from this that the public's appetite for reading was significantly reduced. The export market 

from London to Dublin revived and could satisfy demand for new literature, albeit at greater 

cost; local work continued to be published; libraries remained open and the wealth of books 

which had been printed remained in circulation. At the same time the printing industry was 

changing. By 1800, 39 Irish printers and booksellers had emigrated to America, and while at 

first they imported reprints from their Dublin colleagues, they soon began reprinting their 

own sourced directly from London. As a result of the demise of the Irish industry a further 

62 Dublin printers emigrated to America over the next twenty years.47 As the Act of Union 

settled into being in the early years of 1800, the fever for political pamphlets abated.

The most lavish expenditure was made by the elite of Dublin society on domestic hospitality. 

Irish estates generated substantial rents and labour was cheap but also the cost of living was 

significantly lower than in Britain. Arthur Young in his Tour in Ireland 1776 - 9 . remarked 

that in Dublin: 'the expenses of a family in proportion to those of London are as five to 

eight'.48 The letters of Mrs Delany give an impression of the pattern and some remarkable

and for the Drury Lane Theatre see FJ 02 03 1809. For news of Catalani see FJ 27 09 1809, and 
a review of the third Ancient Music' concert of the 1807 season see FJ 27 02 1807.
43 FJ 26 08 1808.
44The two best known examples were Baratariana. written by Henry Flood and Sir Hercules 
Langrishe in 1772, and aimed at the administration of Townsend the Lord Lieutenant (1767 to 
1772);and Pranceriana written in 1774 by the Fellows of Trinity College in protest at the 
curriculum imposed by the Provost, Hely-Hutchinson The Prancer'. Craig, Dublin 1660 - 
1860. pp. 206, 207.
45 Maxwell, Dublin under the Georges, p. 206.
46 Gilbert, A History of the City of Dublin. vol. 2, p. 188.
47 Cole, Irish Booksellers and English Writers, p. xii.
48 Young, Tour in Ireland 1776-9, quoted without page reference in Maxwell, Dublin under 
the Georges, p. 103 n. 2.
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instances of domestic hospitality. In 1752 she wrote: you are not invited to dinner to any 

private gentleman of £1,000 a year or less, that does not give you seven dishes at one course, 

and Burgundy and Champagne; and these dinners they give once or twice a week'.49 On one 

occasion, for four guests, Mrs Delany hosted a meal with five dishes for the first course, 

eleven for the second, and nine for dessert. Another meal for twelve people presented 

twenty dishes followed by nine dessert dishes.50 The most exclusive dinner parties were 

hosted or attended by the nobility. At the pinnacle of these was the occasions hosted by the 

Lord Lieutenant. Charles Manners the fourth Duke of Rutland, Lord Lieutenant from 1784 to 

1787, and the Duchess of Rutland brought a complete service of gold and silver plate with 

them from England for this purpose.51 52 More visible to the public at large, the display of 

wealth extended to dressing in the latest fashions and to modes of transport, and was not 

confined to just the very rich. The Delanys have been described as of modest incomes’, but 

they, and people like them, kept a carriage with four horses, a coachman, footman, and at 

least one postillion in addition to their indoor staff.5‘

The civic and domestic architecture of the period, intellectual and cultural pursuits, and 

lavish lifestyles testify to the wealth, sophistication and confidence of the social elite. 

Empowered by the luxury of disposable income they devoted significant time and attention 

to the pursuit of leisure activities. Such activities were numerous and varied, but music 

formed an important element of the artistic interests of polite society and was pursued at a 

personal, family, group and community level. Personal involvement with music as an 

amateur performer was more than a satisfying recreation or exercise of ability, but was 

prized as a social accomplishment. Concerts were the most formal and public expression of 

interest in music, and participation in concert life, as auditors, extended recognition of the 

audience's refinement. As such, concerts were more than a benign amusement for they 

conferred and confirmed social value. Concert life was a manifestation of, and intricately 

involved in, the display of wealth, refined manners and good character, and was engaged in 

by those possessing or keen to emulate these attributes.

In his study of concert life in London, McVeigh comments that it is possible ... to detect an 

underlying change in social attitudes, which had begun to show itself in the 1780s. The 

founding of the Proclamation Society in 1787 embodied this reaction against the moral 

excesses and extravagance of the 1770s'. He comments that following the example of

49 Use of italics by Mrs Delany. According to her the hours of meals at this period were 
breakfast at 9am; dinner at 3 or 4pm; lea or coffee in the afternoon'; and supper between 8 
and 11pm. Maxwell. Dublin under the Georges, pp. 102 - 104.
50 Details of these gargantuan menus are given in Maxwell, Dublin under the Ceorges. pp. 
102, 103.
51 Maxwell, Dublin under the Ceorges. pp. 110,111.
52 Maxwell, Dublin under the Ceorges. p. 104.
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'domestic frugality and moral propriety’ of George III, respectability, marked by seriousness 

of purpose and simplicity of taste became the fashion' and that in the 1790s concerts may 

well have fallen victim to moderation in the conspicuous display of luxury'.53 It is possible 

that the same occurred in Dublin where the social conventions of London were followed 

closely. Similar concerns to those of the Proclamation Society were echoed in Dublin by the 

Society for Promoting Religion and Virtue. In 1795 they protested to the Governors of the 

Lying-in Hospital against the Sunday evening Promenades on the grounds that they had 

long been considered prejudicial to the public morals and objectionable for many reasons'.54 

The Governors argued that they could not afford to lose the £966 14s 7XI2d, which was the 

average annual income from these entertainments over the previous seven years. Three years 

later, in January 1798, they decided to cease all Species of Publick Entertainments whatsoever 

on the Sabbath', noting that 'changes in the human Mind in a period of Forty Years whereby 

Matters and Usages that seemed harmless and inoffensive at that Period may become 

injurious to Religion and prejudicial to Society at the present'.55 Later these considerations 

were overtaken by concern for the political situation and all events were suspended. The 

minutes of the meeting of the Governors on 27 June 1798, report that they view with extreme 

concern the general Disposition to Riot and Misbehaviour and ... how exceedingly improper 

it must be at this present Moment to collect Crowds of People of any description’.56

While changing social etiquette may have veiled the wealth and extravagance of Dublin’s 

elite, and political developments restrained their activity and undoubtedly made their mood 

more sombre, there is little evidence to suggest their desire for amusement diminished. The 

well appointed properties, elegant lifestyle, and intellectual and leisure pursuits of the upper 

class were more than the mere trappings of wealth; they defined both status and 

respectability. While the material objects of the upper class were beyond the reach of the 

middle class, access to their forms of entertainment was possible and these endorsed social 

standing.

The entertainments of society

Society in Dublin amused itself with a wide variety of entertainment. The full extent of these 

remains somewhat uncertain as, by their nature, private occasions often eluded the attention 

of the press. Nevertheless it is clear that assemblies, card-parties, promenades, suppers and 

balls were popular and well attended and that theatre and concert events were an integral

53 McVeigh, Concert life, pp. 68, 69.
54 Casey, 'Architecture and decoration', p. 74, quoting from the minutes of the Governor's 
meeting on 20 April 1795.
55 Boydell, Rotunda, p. 83 from the minutes of the Governor's meeting on 27 January 1798 and 
Casey, 'Architecture and decoration', p. 74.
56 Casey, 'Architecture and decoration', p. 74. Noted also above, p. 41.
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part of social life. The facilities at the Rotunda were the preferred venue for such events but 

they were also held in Dublin Castle and in private houses. When the Duke of Rutland was 

Lord Lieutenant in the mid-1780s, all-night balls became a regular feature at the Castle and 

spread elsewhere.57 The Masquerade Ball' was particularly popular and a number of these 

occurred on a grand scale. The Duke of Leinster was reported to have issued 1,000 double 

tickets for one such entertainment at Leinster House in April 1785.58 These social gatherings 

were often promoted by distinguished ladies who occasionally suggested a uniform style of 

dress. An example of the typical fashion was the ball given by the Marchioness of Antrim in 

April 1794 at which the ladies wore dresses of while muslin, trimmed with blue ribbands; 

with sashes and petticoats trimmed with silver fringe: head dresses - while turbans spangled 

with silver, and blue feathers .59 Such uniforms, masquerade costumes and general attire, 

were at times required to be of 'Irish manufacture', suggesting a benevolent desire to promote 

local employment.60 In 1789 the same style of uniform was worn by the ladies who sang in 

the chorus at the Commemoration of Handel performances, but there is insufficient evidence 

to suggest that this became a common practice at concerts, or for how long it lasted.61

The Dublin social calendar ran from November until the beginning of June; a period which 

covered both the 'winter season', from November to March, and the 'afterseason', April and 

May, in the theatre.62 During the summer months many of the Irish nobility left Dublin to 

return to their country estates or to visit fashionable resorts in England, such as Bath. Those 

who remained turned to out-door entertainment, such as the promenades held in the 

Rotunda and similar pleasure gardens.63 By the late autumn society reassembled in Dublin 

and in-door entertainment resumed.64 Concerts had been promoted almost year-round, but 

the concert season changed when the annual Rotunda summer series ceased after 1790. The

57 An account of a rout’, ball and supper given by the Marchioness of Antrim in Antrim 
House Merrion Square which featured dancing at 11pm , supper at lam and dancing until 
6am, is typical and appears in Anthologia Hibernia of April 1794, and is quoted in Maxwell, 
Dublin under the Georges, pp. 111, 112.
58 Gilbert, A History of the City of Dublin, vol. 2, pp. 305 - 307.
59 Anthologia Hibernia. April 1794 quoted in Maxwell, Dublin under the Georges, p. 111.
60The same benevolence was shown at a ball given by the Duke of Rutland in 1784, who 
ordered £1,000 to be distributed among the parishes of Dublin. Maxwell, Dublin under the 
Georges, p. 111 n. 1.
61 For details of their uniform see FJ 19 05: DJ 30 03 1789. For a fuller account of the early 
Commemoration concerts, see pp. 178 -182 and Appendix 6.
62 In 1799 the Theatre Royal Crow Street opened in October but this was an isolated instance. 
The ’afterseason' may have been so named because of the traditional break at Faster.
63 Day-trips to the coast at the North Strand and Blackrock were popular for bathing, as were 
the sulphur waters in the spa towns of Leixlip and nearby Lucan. These have now become 
part of greater Dublin. It was estimated that 12,000 people passed on the road from Dublin to 
Leixlip between 6am and 5pm on one day during the summer of 1794. See, Maxwell, Dublin 
under the Ceorges. p. 118, quoting this estimate from Anthologia I libernica.
64 There is no reason to suppose that the nobility were directly involved but they may have 
remained on their estates to oversee the process of harvest.
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concert season now came more into line with the main social calendar in Dublin, and with the 

pattern of concert life in London. McVeigh comments that the prestigious West End 

subscription series generally occurred within the main winter season (during George Ill's 

reign from the Queen's official birthday on 18 January to the King's birthday on 4 June) ... 

with a recess around Easter'.65 The concert season in Dublin got underway some months 

after the winter season, but occurred within it and followed the broad pattern of London. 

Although the number of performances varied considerably from year to year, it is possible to 

identify a distinct concert season which formed part of the main social calendar and aligned 

closely to the West End subscription concert season in London. Table 2 details the total 

number of performances given in each month during the period 1792 to 1806.66

Table 2: Performances per month in the period 1792 to 1806

Jan Feb Mar Apr May Jun Jul Aug Sep Oct Nov Dec
1792-1806 10 15 28 29 19 5 3 3 1 5 5 6

Although there is a danger in drawing conclusions which are too specific, the concert season 

in Dublin seems to have been more narrowly focused than that in London. In the period 1792 

to 1806 almost 70% of concerts occurred in the four months from February to June, with the 

greater number occurring in March and April. This concentration, slight over the period of 

fifteen years may, nevertheless, have allowed musicians, in periods of lesser activity, to avail 

of an opportunity to visit London while the concert season there was continuing apace. To 

have visited London at the early or late stages of the concert season there, may have given 

musicians from Dublin useful contacts with the most fashionable performers. Similarly, the 

first or last opportunity of the season to hear the latest sensation, may have attracted some of 

Dublin's audience to visit London.

Dublin-based or Irish musicians had at least some small presence in London musical circles. 

The Irishmen Michael Kelly, manager of the King's Theatre, and the renowned flautist 

Andrew Ashe had contacts throughout the British musical profession, and wider afield, and 

may have assisted former colleagues from Dublin who were in London seeking to engage 

musicians to visit Ireland.67 John Stevenson made various trips to England and, as noted

65 McVeigh, Concert life, p. 13. This includes the 'afterseason' referred to in theatrical 
entertainment in Dublin. McVeigh remarks that 'many of the quality left town' around 
Easter, but while the same is almost certainly true in Dublin there does not appear to have 
been a similar recess. The Irish Musical Fund Society gave their concert on the Wednesday 
during Holy Week and in many years the theatre seems to have functioned as usual.
“ The same pattern will be illustrated in the period 1807 to 1814, see below, p. 211. The 
general caution remains that there was likely to have been more performances than were 
recorded in the press.
67 It was through Kelly that Jones first made contact with Catalani, see below p. 279. No 
doubt reciprocal support would have been valued by Kelly and Ashe when visiting Ireland.

- Chapter 3: The concert audience -



64

above, he and Alday had some of their music performed in London.68 As with other 

provincial cities, musicians left Dublin to develop their careers in the metropolis. Most 

notable among these were the young John Field and, eventually, Thomas Cooke.

The size of the concert audience

Estimates of the overall size of the concert audience should be approached with some 

caution. Comments in the press refer quite often to a numerous' or crowded' audience but 

only on rare occasions report an actual figure for attendance. The impression is that more 

people were crowded into venues than would be allowed now, but it is also likely that 

attendance figures were exaggerated to emphasise the importance of the occasion or to 

increase the impression of popularity and perhaps to create demand for future concerts in a 

series.69 Reports of the attendance may even have been provided by the promoters 

themselves. Previews or puffs intended to excite public attention were certainly provided by 

promoters and probably required payment in the same manner as concert advertisements 

and it is likely that reviews 'could be paid for, or strongly influenced’, as was the case in 

London.70 It is also possible that the attendance varied throughout the performance with 

people arriving for the act or the performance they were particularly interested in and then 

leaving. Similarly, promotions which presented a concert alongside other forms of 

entertainment, for example a ball or a promenade, may well have been attended by a slightly 

different audience at each part of the event. This aspect of attendance practice might account 

for what appear to be exaggerated estimates if the sum of the audience was reported rather 

than the number present at one time.

The estimate of the population of Dublin made by Rev James Whitelaw in 1798 gives a figure 

of 37,305 for the upper and middle class, just over 20% of the total.71 There are significant 

difficulties in attempting to calculate the adult population who could afford to attend 

concerts from this figure which includes children. If the modern figure of between two and 

three children per couple is taken, a range of around 12,400 to 18,600 arises, but this can 

hardly be correctly applied to a period when families were much larger than they are now. It 

may be more accurate to make an allowance of four or perhaps five children per couple, in

68 See above p. 50, also below p. 153.
69 Details of the dimensions of the main venues and estimates of the their capacity are given 
below, see pp. 98,103,104, 108,109.
70 For details of advertising and the practice of puffing' in London see McVeigh, Concert life. 
pp. 73 - 78. This point is made as a general caveat above, Primary sources', p. x.
71 This estimate is given in Boydell, Rotunda, p. 15 and Cole, Irish Booksellers and English 
Writers, p. 15. The additional people Whitelaw suggested ought to be added to the total 
population of the city were probably in the same proportion of upper, middle and lower class 
as the rest of the inhabitants. Warburton, Whitelaw & Walsh: History of the City of Dublin, 
vol. 2, appendix 1, p. vii. See also above p. 52 n. 4.
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which case the adult population may have been in the range of 10,600 to 12,400, but such an 

estimate is highly speculative.72 Based on a population of 140,000 Boydell suggests around 

12,000 adults could afford to attend concerts in 1760.73 A further difficulty remains in that 

although the adult population were the purchasers of tickets, the audience is likely to have 

included children, perhaps from the age of twelve or younger, albeit as a small but perhaps 

significant proportion. Indeed there may have been a strong motivation to bring children to 

concerts which featured a child prodigy of similar age, as a means of encouraging practice on 

a chosen instrument or general interest in music. Even if it were possible to establish 

accurately the overall size of the adult population who could afford to attend concerts this 

would give an inflated impression of the potential audience, since there must have been a 

sizeable proportion, then as now, who were not interested. It may be more useful to draw an 

impression of the possible audience from occasions when specific estimates of the attendance 

were made.

The period before 1792 shows that it was certainly possible for large numbers to be attracted 

to concerts. In 1789 the ’King's Recovery' from illness was celebrated in Francis Street Chapel 

with a concert which included Giordani's Te Deum’, performed by 100 instrumentalists and a 

choir of 40, to an audience of 3,000 reported to be the most brilliant and respectable that we 

recollect to have seen on any public occasion'.74 Taken at face value this would appear to 

have been the largest concert audience ever assembled in Dublin. However, it is clear that 

the attendance was greatly exaggerated and it is unlikely that the Chapel could have 

accommodated more than one-third of the figure reported.75 Such an exaggeration must 

have been clear to those who had attended or who knew the Church, but perhaps the 

intention was to emphasise the importance of the occasion and demonstrate the loyalty of 

Dublin society to the Crown.76 It is also possible that such a report might have been intended 

to impress a readership in London. This performance would have attracted support from the 

political and military establishment in Dublin and it was remarked that many Protestant 

noblemen were among the performers and audience. Concerts had begun to appear in

72 For details of an estimate of the middle and upper class by Whitelaw in 1818 see Cole, Irish 
Booksellers, p. 15 and below p. 79.
73 Boydell, Rotunda , p. 15. A proportionate figure for 1798 would estimate 15,426.
74 Maxwell, Dublin under the Georges, p. 125, quoting from WHM May 1789; Hogan, p. 54 
from FJ 05 05 1789. Neither account gives the date of this performance.
75 Francis Street Chapel was founded as St Francis Abbey, a Franciscan friary, by Ralph de 
Porter in 1235. It was demolished in the 1820s and the site was used for a larger church, St 
Nicholas of Myra, designed by John Leeson in 1829, which opened in 1834. Bennett, p. 80.
This Church now accommodates around 600 although additional seating had at one time 
allowed for 800 to 900 people. Even allowing for a significant portion of the audience 
standing it can hardly have been possible to fit 1000 in the earlier Church. Estimates of the 
capacity of the current building were given in conversation with the staff of the Presbytery of 
St Nicholas of Myra.
76 Given the apparent imbalance of the performers it seems very likely that the number of 
instrumentalists was also exaggerated: the reverse proportions may be a stronger possibility.
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Catholic churches with the removal of most of the Penal legislation and this remark may have 

been intended to emphasise the growing spirit of religious co-operation.77 78

There is evidence to confirm that large audiences attended the performances in 

Commemoration of Handel in the years 1788 and 1789.7K Three performances were given 

each year and were held in Christ Church Cathedral and St Thomas's Parish Church 

Marlborough Street, respectively. In 1788 the first performance on 12 April attracted over 

1,000'; the second on 16 April would seem to have been well supported; but the third on 16 

April was reported to have been 'very thinly attended'.79 In 1789 disappointment was 

expressed that the church had not more than 1,200 persons present though it was capable of 

accommodating 1,500 and that with convenience', for the first concert on 16 May; the second 

on 21 May was 'exceedingly more numerous'; and the third on 27 May was 'not so numerous 

as on the former days’.80 The average attendance was perhaps around 1,200.

There was only one occasion in the decade of the 1790s when a figure was reported for 

audience attendance. A charity sermon in Denmark Street Chapel on 12 March 1793 was 

attended by 'a numerous company of more than a thousand respectable persons’.81 In the 

years following to 1807 two estimates were given, both during the subscription series 

organised by Sir John Stevenson in 1805 at the Rotunda. At the fourth concert of the series on 

30 January there was 'upwards of 800 in the rooms, besides the subscribers' and at the fifth 

concert on 6 February upwards of eighteen hundred persons'.82 McVeigh remarks that in 

London 'a typical subscription from the 1760s to the early 1790s was 500; an attendance of 

between 300 and 500 was perhaps normal, though there are reports of audiences of 600 and 

even higher'.83 In the announcement of his winter series in 1791 Dr Langrishe Doyle 

expressed his 'hopes [that] the Public will not think him unreasonable in mentioning FOUR 

HUNDRED SUBSCRIBERS as the least Number on which he can venture carrying the above 

Proposal'.84 The additional subscribers at Stevenson’s fourth concert could have numbered 

400 or 500, in which case it may be that the total attendance was upwards of 1,200.

77 The issue of the denominational balance of the concert audience is examined below, see p. 
70.
78 A fuller commentary on these performances is given below, see pp. 178 - 182.
79 FJ 15 04, 24 04 1788.
80 FJ 19 05, 21 05, 28 05 1789.
81 Chron 1793:1. For details of the DenmarkStreet Chapel performances see pp. 166 - 168.
82 DJ 05 02,12 02 1805*. Chron 1805: 4, 5. Further comments on this series are made below, 
see pp. 154 - 162. The figure 1,800 may have been an exaggeration, see below p. 98.
83 McVeigh, Concert life, p. 20. Also, that 'the new King’s Theatre Room, opened in 1794, was 
designed to hold 800 people and in 1798 'eight or nine hundred persons of the first rank (all 
subscribers)' attended the first Opera Concert', quoting from The Morning Post. 6 February 
1798. 'When some 350 had subscribed to Mara's concert in 1787 this was regarded as 
adequate but somewhat disappointing', McVeigh, Concert life, p. 168.
84 Boy del I, Rotunda, pp. 142, 143. He also announced that if there were not enough 
subscribers their money would be returned, but the series seems to have occurred as planned.
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The performances mentioned above illustrate the very largest concert audiences in Dublin of 

the period, and in part attracted attention in the press by virtue of their size. The most 

popular concerts could attract an audience of more than a thousand, and sometimes 

significantly more. Unfortunately there is no evidence stating audience size around the 

critical time of the Rebellion and Union. Moreover, the above special occasions were 

unusually well attended and it remains difficult to estimate the size of the concert audience 

on regular occasions. Some hints come from the Transaction Book of the Irish Musical Fund 

Society' which on one occasion provides a detailed account of the tickets sold. At the 

Commemoration of Handel performance of Messiah, on 4 April 1798 at the Rotunda, red 

tickets admitting one cost half a guinea and blue tickets admitting three cost one guinea. The 

performance raised 210 ]/2 guineas and the following details were given: 132 blue tickets; 29 

red tickets; 'cash at door' 60 v 2 guineas; by the sale of books' 3 l / 2 guineas; gratis 54 red 

tickets and 29 blue tickets.85 Stated details of red and blue tickets account for 566 people, but 

the cash at door' must be added. If, for ease of calculation, the cash is divided into roughly 

equal amounts (30 and 30 u2 guineas) for blue and red tickets, a further 132 people may be 

added bringing the total to 718.86 If all the cash were taken for either blue or red tickets, the 

range of attendance can be established between 687 and 747 people. Later records in the 

Transaction Book' report '700 tickets (in addition to the 300 already got)' and '600 blue tickets 

and 400 red tickets' being ordered from the printers in 1804 and 1805 respectively.87 The 

practice would appear to have been, in these years at least, to prepare 1,000 tickets, but the 

attendance may not necessarily have been higher. Despite the implication of ordering 600 

blue tickets it could be that the blue ticket rate provided the purchaser with three tickets, one 

for each of the group. Perhaps the Irish Musical Fund Society were preparing for an audience 

of up to 1,000 rather than the 2,200 implied in 1805; but on the other hand such an audience 

was not completely unheard of.

The Commemoration of Handel performances were relatively large-scale events and 

attracted a remarkable degree of patronage from the political establishment.88 The 1798 

concert presented eight vocal soloists, 'several amateurs’, the Cathedral choirs, the Sons of 

Handel and an orchestra filled with more performers of considerable eminence this year than 

at any of the preceeding Commemorations'.89 There was obviously an attempt to impress 

with the scale of the performance, but even so it would appear that this type of occasion

85 TBIM F 06 04 1798.
86 The proportion of tickets sold before the concert was heavily weighted towards blue 
tickets. If this were repeated in cash taken at the door then the attendance would have been 
higher than this figure.
87TBIMF25 031804,10 021805.
88 For details see pp. 75 - 78.
89 Chron 1798: 2.
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might attract an audience of between 700 and 900, or a little more. Smaller and more typical 

occasions undoubtedly attracted fewer people and McVeigh's remarks indicating between 

300 and 500 and occasionally 600 in London, could reasonably be applied to Dublin.90 As 

should be expected, concert attendance was variable and quite naturally depended on the 

motivation of the public. It was obviously in the interest of concert promoters to take into 

account as many of the musical and non-musical factors which motivated attendance as they 

possibly could, and their attempts to do so reveal a great deal about the concert audience.

The motivation for concert attendance

Musical factors, the ability and celebrity of the performer, the scale of the performance, 

programming and repertoire were of course important and will be illustrated in later 

chapters, but it is clear that non-musical factors were a significant element in attracting an 

audience.91 Many of these had social, political, economic, moral and perhaps even religious 

dimensions. Political considerations have been outlined in Chapter 2. Social considerations 

are also of great significance. The structure of society was predicated on the social 

supremacy of the economic and political elite. The social elite were credited with moral 

value; hence to adapt the cliché, they were perceived as not only the great’ but also the 

good’. Engagement in the social life of society and advancement within society, signified 

implicit acceptance of and support for its social values and structures, and thereby defined 

respectability. Concerts were perceived in essence as a respectable entertainment and in this 

context the role of the social elite as patrons was significant. Their presence or support 

enhanced the prestige of concerts as social occasions and could be a powerful factor in 

increasing attendance.

There was obviously a moral dimension which motivated attendance at charity 

performances, but there was also a social dimension, for while attendance at charity events 

was a worthy and benevolent practice in itself, it projected responsibility and virtue upon the 

audience and confirmed their social standing and respectability. Charity performances 

almost always involved programmes of sacred music and in inost instances were given in 

churches. Charity performances account for 30% of the performances given from 1792 to 

1806. The following table illustrates the number of charity performances of various types.

9(1 McVeigh, Concert life, p. 20, quoted above p. 66.
91 Such musical factors are recurrent themes in Chapters 6 to 8 discussing concert series, 
sacred concerts and benefit concerts.
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Table 3: Charity performances 1792 to 1806

sacred venue with a sacred programme 20
secular venue with a sacred programme 13
secular venue with a secular programme 1
secular venue with a mixed programme 1
sacred venue with an unknown programme 1 
secular venue with an unknown programme 2

There were some instances of promoters taking advantage of sacred programmes for 

personal profit, lncledon presented a Grand selection of Sacred Music' at his benefit concert 

on 27 July 1795 in the Theatre Royal, and Jones, in collaboration with Stevenson and Bellamy, 

promoted a series of oratorios there during Lent in 1799.92 Giordani adopted a pious tone for 

his series of Three Spiritual Concerts’ at the Rotunda in 1792 and a Grand Spiritual Concert 

of Vocal and Instrumental Music' at the Exhibition Room in 1801.93 The title Spiritual1 may 

have been intended to imply a thoughtful or serious programme. The only sacred music 

identified was a new Kyrie and Gloria’ by Giordani in the first concert, which according to 

the review entirely formed’ the second act and although it reflected high honour on ... that 

eminent master ... would have been much improved by a more powerful choir'.94 The Kyrie 

and Gloria were common to the Anglican and Catholic liturgy, but an interesting issue arises 

from a charity ’Concert of Sacred Music’ directed by Giordani in Denmark Street Chapel on 2 

April 1792.95 It was announced that in this performance the celebrated Miserere will form a 

principal part’. This piece was part of the repertoire of the Academy of Ancient Music in 

London. Their repertoire included 'motets, psalm settings, or movements from masses most 

prominently by Palestrina, Vittoria, Allegri, Colonna and Byrd’, and in this context the 

Dublin performance of Allegri's Miserere’ was no more than a local example of a repertoire 

well established in London.96 However, the inclusion of Latin church music in public 

concerts in Dublin was extremely rare and, aside from instances associated with Giordani, 

did not occur until well into the next century with mass movements by Haydn and Mozart.97 

Given that Allegri's Miserere' was a celebrated repertoire item in London there is probably 

not much significance in the fact that it was so closely associated with Rome. Giordani may 

well have been a Catholic, but there is no evidence that sacred music in concert life took on 

any real denominational significance, even in the charged political climate of the late 1790s

92 Chron 1795:4, 1799:1 -11. For further details see pp. 169- 172.
»Chron 1792:4, 7,8,1801: 4. See also pp. 139 -142.
94 Chron 1792: 4. DEP 27 03 1792*. This music may have been part of the ’sacred music 
composed for the occasion’ of a Charity sermon in the Church of Ireland Parish of St John the 
Evangelist earlier on 22 January 1792. Chron 1792:1.
95 Chron 1792: 6.
96 Quotation with surnames only, from Weber, Musical Classics, pp. 63, 64.
97 The Benedictus’ from Mozart's Requiem first appeared at a performance in the Catholic 
chapel at Clondalkin on 4 June 1815, but other mass movements remained rare. FJ 02 06 1815.
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when political identity was defined in religious terms.98 99 * * * There is substantial evidence that 

essentially a single repertoire was performed in both Catholic and Protestant churches and 

that it was entirely non-denominational." The denominational factor cannot be dismissed 

entirely from the motivation of attendance at sacred concerts, but it is relevant at the social 

rather than the political level, and was present only in church performances. It was natural 

that the balance of Protestants and Catholics reflected the denomination of the church venue 

used." 10 The desire to support events in their particular church may have encouraged the 

involvement of some people who were not otherwise inclined to attend concerts.

In relation to non-sacred concerts, the inclusion of other forms of social entertainment was 

designed to encourage attendance. On a number of occasions concerts concluded with a ball 

which might have been the main attraction for at least part of the audience.1111 MrTuke's 

benefit concert at the Exhibition Room William Street in 1793, the concert series in the 

Rotunda promoted by Clarke and Mahon in 1796, and that by Clarke and Yaniewicz in 1797, 

all advertised a card room adjoining'.1112 Although primarily intended for use during the 

interval and perhaps before and after the performances, it might even have attracted some 

use during them. Alday's concert on 26 June 1806 made specific reference to a 'promenade 

between the acts’ which most likely took place in the Gardens of the Rotunda. The 

performance began at 7pm so perhaps there was sufficient light remaining at this time of the 

year to facilitate this, but if not lanterns could have been used.103 It was also possible to offer 

in-door promenades during the winter months by arranging the use of the Assembly Rooms 

beside the Rotunda. Stevenson, for his subscription series in 1805, announced that 'all the 

lower suite of apartments will be opened'.104 * Conversely, concerts in the Assembly Rooms 

may have used the Rotunda, as was the case at Madame Dussek's concert in March 1805 

when it was announced that, the entire lower suites of apartments, the round room, 

promenade room &c will be opened and illuminated as usual'.11®

98 There is good reason to suppose Giordani was Catholic, aside from being born in Naples. 
His activity in Dublin was confined to the theatre, teaching and concerts and he does not 
appear to have been connected in any way with the Dublin Anglican cathedrals.
99 The Presbyterian population of Dublin was much smaller than that of Belfast and mostly of 
English origin. There were four or five Presbyterian congregations in Dublin, one of which 
had a 'Meeting House' in Eustace Street which dates from around 1685; however concerts do 
not appear to have been given in their churches. Craig, Dublin 1660 -1860, p. 115.
11X1 This should be stated only in terms of a changing balance as it is too simplistic to suggest 
that either denomination only supported performances in their own venue.
11,1 See Chron 1792: 2, 3,1793: 5,1796: 8,1799:14, 1801: 7, 1804: 2.
1112 Chron 1793: 2,1796: 2, 3,1797:1, 2.
103 Illuminations in the Rotunda Gardens formed an attraction in themselves and some 
occasions are mentioned in Bovdell. Rotunda Music, pp. 101, 102,148. For the Rotunda 
Gardens see below, pp. 94, 95 and Illustration 2.
1(14 Chron 1805:1.
11)5 Chron 1805:10. There were various rooms in these facilities but Dussek appears to have 
been alone in designating one a 'promenade' room, for details see pp. 101, 102.
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Arrangements for the ease and convenience of the audience were commonplace. Concerts in 

the Exhibition Room William Street and in the Theatre Royal were announced 'to be lighted 

with wax', and undoubtedly others were without being advertised.106 * The Theatre lamps and 

footlights were lit with oil and tended to give off an odour and soot, and the use of candles 

may have created a more pleasant and attractive ambience.’117 Traffic directions for carriages 

were issued for concerts in Denmark Street Chapel and the Rotunda. 108 The arrangement for 

the Rotunda in February 1797 instructed 'servants to set down with their horses heads 

towards Summer Hill and take up towards Britain Street’. On a few occasions it was 

announced which door of the venue should be used. Stevenson's series at the Rotunda in 

1805 announced that subscribers 'can only be admitted by the principal entrance' and 

requested that those buying tickets use the entrance in Cavendish Street ’in order to prevent 

confusion'.109 Perhaps more interestingly, for the Charity sermon at St John the Evangelist in 

1792, it was announced that, the great door in St John’s Street, will be open for the reception 

of |sedan| chairs or carriages only, which are to drive off to New Row’.110 This may have 

been a practical measure if there were no other approach roads or room to turn a carriage, but 

it may have resulted, perhaps unintentionally, in a degree of social screening, with those who 

used such transport being separated from the pedestrians.” 1 Each of these arrangements was 

intended to make concert attendance as simple and attractive as possible.

Musical advertising ploys included the child prodigy, a favourite attraction. 112 The most 

significant youth performance during this period was that of Master John Field, who made 

his debut on 24 March 1792.113 Field's youth was exaggerated but this was not an uncommon 

practice and was deliberately intended to impress the audience. Other young performers 

included: Master Tom Cooke aged nine in February 1792; Master Moran in a theatrical 

entertainment in March 1799; Master Clarke in 1804; the two Misses Cheese in 1805; and 

Master Saunders in 1806.114 In terms of novelty these child performances were eclipsed by 

the Infant Phenomenon' Master Edmond Parker, who gave two concerts in the Theatre Royal

106 Chron 1795: 4,1799: 2,1800: 5, 1801: 7.
ic)7 when gas was introduced to the Theatre Royal on 20 March 1819 it was remarked that
there was a reduction in the odour and soot. Walsh, Opera 2. pp. 20, 207. 
los por details see Chron 1792: 6, and at the Rotunda Chron 1797: 3, 1806:1, 6.
109 Chron 1805: 1, 2. Stevenson had adopted a complicated arrangement whereby subscribers 
could give written orders to their friends allowing them admission to single events in the 
series at 7 shillings sterling. It seems chaos resulted as 'several persons applied for tickets in 
the name of subscribers, without their permission'. See pp. 154,155.
110 Chron 1792:1.
111 The issue of social screening is given fuller treatment below, see pp. 80 - 82.
1.2 For fuller treatment see 'Individual benefit concerts’ pp. 203 - 207.
1.3 As part of Giordani's Three Spiritual Concerts'. Chron 1792: 4, 7, 8. These performances 
are commented on below, see pp. 139 -142.
114 Chron 1792: 2; FJ 27 03 1799, concert debut Chron 1800: 5,1804:1, 1805:16,1806: 8 
respectively. For Cooke's concert see pp. 203 - 205 and the Misses Cheese pp. 254, 255.
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in October and November 1798 at the age of 'four years and a half.1,5 Presumably Edmond 

was born in Dublin as tickets were available from his father Mathew at 14 Bachelors Walk. 

These concerts were given to establish a fund for his musical education in London, thereby 

combining novelty and charity, and attracted the patronage of six titled ladies and 'many 

other ladies of fashion'.115 116

Novelty and curiosity, as always, were powerful attractions: for example, Mr Boruwlaski the 

Polish gentlemen 3 feet 3 inches in stature'.117 His concert at the Exhibition Room on 11 July 

1793 featured 'several select pieces of his own composition on the guitar', presumably an 

under-sized instrument, and concluded with a ball. In order to satisfy additional interest 

Boruwlaski announced that he would 'receive company’, for the sum of 1s 1d, at McCracken's 

53 Henry Street where he was lodging, until 18 July. The same concert notice announced that 

he was ’aged 52', again to stimulate curiosity, which, if true, was remarkable for the time and 

someone so small. Exactly the same arrangements were made for a second visit in 1796, 

beginning with a concert and ball on 4 June.118 This time, as he had done in London in 1783, 

he announced himself as 'Count' Boruwlaski, a title simply adopted to add to his notoriety 

and perhaps as an amusing self-parody.119 * Boruwlaski offered the attraction of not just his 

stature and playing but of his company and conversation, and while he adopted the illusion 

of a noble gentleman holding court it was hardly a serious deception, and was one which the 

audience was presumably willing to participate in. Although akin to the novelty acts of the 

theatre or circus, he had an appeal which was not confined to a middle-class or down

market' audience. He charged the usual ticket price for the venue and was popular enough 

among the social elite to secure the patronage of the Duke of Leinster and the Lord Mayor of 

Dublin for his performance in 1796.

Patrons of concert life

The Lord Lieutenant was perceived as the most distinguished and influential figure in 

society, and was empowered by parliamentary patent to do all acts which the King himself 

might or could do if he were present there in his proper person . 12(1 He was the most sought

115 Chron 1798: 7, 8.
116 An earlier performance so impressed the Marquis of Buckingham, whose wife was named 
in the list of patrons, that he presented him with his own gold watch. EJ 04 10 1798*.
117Chron 1793: 5. As with the age of child performers his height may have been exaggerated'.
118 Chron 1796: 8.
119 At his benefit concert in London on 13 June 1783, he played the 'English guitar', and 
appeared in Polish national dress in first act and the garb of an English gentleman' in the 
second. McVeigh remarks his real act was to be regarded as a man of breeding and culture’ 
and the same is true of his appearances in Dublin. McVeigh, Concert life, p. 85.
12(1 Lascelles: Liber munerum publicorum Hiberniae. vol. 1, pt. 3, p. 53, quoted in McDowell, 
'Ireland in 1800', p. 695.
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after and active patron of concerts. The office of Lord Lieutenant was occupied by political 

appointees. Some tenures were short, especially that of Fitzwilliam which lasted less than 

two months, but most lasted for some years. Something of a social coup could be achieved 

by securing the patronage of a new appointee. The Lord Lieutenant and his wife were often 

the only patrons announced, but on a number of occasions they headed a list commonly 

referred to as ’the following persons of distinction'. A somewhat unusual instance arose with 

the memorial concert to Lord Nelson on 15 January 1806 when the Lord Lieutenant was 

joined by a list of twenty-one 'patronesses'.121 Occasionally when the patronage of the Lord 

Lieutenant was not involved, other individuals or organisations were named, or a rather 

vague reference to patrons was made to suggest some of the social elite would attend. There 

is no evidence to suggest that patrons contributed more than their presence and name for 

advertising purposes.

The following table details the extent of patronage in the period 1792 to 1806 and illustrates 

the degree to which it was established on the office of Lord Lieutenant. Of the concerts 

which announced patrons, 72% involved the Lord Lieutenant. In the vast majority of cases 

the Lord Lieutenant was simply named as patron and it can be concluded that there was at 

least an intention to attend. A few occasions were announced as by command’, which 

signified his approval but may have implied that his attendance was less certain.122

Table 4: Patrons 1792 to 1806

events patrons 
2 Lord Lieutenant
20 Lord Lieutenant and his wife
11 Lord Lieutenant, his wife and a named list
5 Lord Lieutenant, his wife and anonymous others
1 Lord Lieutenant, named ladies, Hibernian Catch Club, Anacreontic Society and Irish

Harmonic Society
1 Duke of Leinster and most of the nobility'
1 Duke of Leinster and Lord Mayor
2 named persons of distinction'
3 anonymous persons of distinction'
2 named'ladies of distinction'
2 anonymous 'ladies of distinction'
1 performers and subscribers of the Private Theatre'
2 Anacreontic Society and named list
1 'a number of gentlemen’

121 See Chron 1806: 1 and Patrons 15 01 1806.
122 Unfortunately no reviews appear for these occasions which might clarify this point. A 
similar point is made by Mooney and White in reference to entertainment in the theatre in the 
1780s. Mooney & White, 'The Gentry's Winter Season', pp. 11,12. 'Command' occasions were 
noted in Chron 1797: 7, 1806: 6, 7.
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Two examples are typical of the formal and reverential tone adopted in attempting to secure 

the patronage of the Lord Lieutenant. Correspondence between the Charitable Musical 

Society and the Lord Lieutenant seeking his patronage for their concert at the Rotunda on 30 

March 1795 and his reply, along with the request from the Irish Musical Fund Society for 

their concert 30 March 1799, are quoted in Appendix 1. '23 The example of the Charitable 

Musical Society is interesting in the light of later events. The committee expressed their 

congratulations at Farl Fitzwilliam's appointment, and their loyalty, and hoped that as the 

President appointed by their Charter he would support the charity. They also acknowledged 

his attachment to the Liberty, Prosperity, and Happiness of His fellow subjects' and ended by 

adding their earnest wishes for the ease, honour and long continuance of your Excellency’s 

Administration'. This was proved a forlorn hope as within two months of his appointment 

Fitzwilliam was recalled to London.122 * 124 From the Charity's point of view this seems not to 

have mattered. They had already published their correspondence with Fitzwilliam three 

times in two of the Dublin papers, the Dublin lournaland Hibernian lournal. which drew 

attention to their activity and their connection with the Lord Lieutenant. The Society could 

have removed the names of the Lord Lieutenant and Countess Fitzwilliam from their 

advertisements in March when it became clear that they could not attend, but apparently 

chose not to. As noted above there were high hopes that Fitzwilliam's appointment would 

bring reform and there was deep regret at his departure. The Society may have been denied 

his presence but perhaps they recognised the advantage in continuing to advertise his 

patronage and may have hoped to encourage the public who supported him to attend their 

event as a mark of esteem.

The letter from the Charitable Musical Society makes one further point which may be 

mentioned in passing - that by promoting Industry and Morality' the Society discouraged 

’Riot and Combinations among the Manufacturers'. The 'Combinations' were a particular 

problem for the maintenance of law and order in Dublin and were a type of union formed by 

tradesmen with the intention of guarding against unskilled labour from the country. Their 

funds, rather than being applied to members, more often sustained orators' who fomented 

dissatisfaction with employers. They were much more militant than the earlier Guilds and in 

practice their demands were often exorbitant and their methods violent. 125 Numerous strikes 

or 'turn-outs' were ordered in demand for higher wages which, if resisted, resulted in the 

kind of extreme retribution which drove employers out of business. 126

122 Chron 1795: 1,1799:12. DJ 10 02 1795, TBIMF 04 02 1799. For the Charitable Musical
Society see also below, p. 81 n. 143.
124 For the circumstances see, 'The failure of reform' pp. 15,16.
125 An informative account contrasting the Guilds and Combinations in Dublin is given in 
Maxwell, Dublin under the Georges, pp. 264 - 274.
126 Often referred to as 'the mob’, their activity against Gandon the architect is noted above, p. 
53 n. 11.
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The lists of patrons published by the Irish Musical Fund Society in the announcements of 

their Commemoration of Handel performances in the years 1794 to 1806 are the only source 

which provides firm evidence of how patronage may have changed around the critical time 

of the Act of Union. It forms the longest continuous evidence of patronage and shows that 

attendance at these performances soon became an annual ritual among the social and 

political elite in Dublin, just as the Commemoration of Handel performances in London had 

from 1784.127 The order in which names were listed shows a strict observance of social 

protocol. Naturally people of title' were listed before the ’non-titled', but an order of groups 

is clear: the Lord Lieutenant and consort; senior clergy; titled women; titled gentlemen and 

couples; 'honourable' women; couples; married women; single women; middle-rank clergy, 

military officers and gentlemen.128 There were slight variants in (his order: military officers 

appeared before single women in 1794 and after middle-rank clergy from 1805, but more 

interestingly the order within groups was strictly maintained. A core of patrons was 

remarkably constant over the years, but if individuals or couples were absent one year, like 

the Countess of Charlemont in 1795, or Sir Hercules and Lady Langrishe in 1802, they 

assumed their position the following year. When new patrons joined they were often listed 

within their group and a picture begins to emerge of who the senior figures were. 129 

Appendix 2 details the patrons in the order they appeared in the concert advertisements and 

identifies the years of their patronage. There was a deliberate attempt to expand the list of 

patrons in 1803 marked by an increase in the number of women of the rank of Countess. This 

altered the order of that group somewhat and it is not possible to illustrate the new order as 

faithfully as previously, but in broad outline much of it stayed the same. From Appendix 2 it 

is possible to construct the following table which details the number of patrons according to 

gender and title. 130

127An in-depth account of this aspect of the London performances is given in Weber, Musical 
Classics. The 1784 Handel Commemoration as Political Ritual’, pp. 223 - 242.
128 Officers, clergy and 'Honourable’ women have been included as non-titled as theirs relate 
to the courtesy titles of profession, or to that of their male relatives, rather than to birthright. 
Perhaps the recipients of knighthoods should be included in this category but their title has 
been regarded as conferring aristocratic rather than professional stature.
129 The implications of order should not be taken too far but there does appear to have been 
an acknowledgement of status within groups on a number of occasions.
130 Appendix 2 will show some cross-over between groups, for example Lady Portarlington 
and Lady Kilkenny may have become the Countess of Portarlington and Countess of 
Kilkenny in 1795 and the Mrs Stewart and Mrs Trench mentioned in 1794 may have been the 
same Hon Mrs Stewart and Hon Mrs Trench who were patrons from 1805. At a detailed level 
this raises the possibility of some inaccuracies in a summary based on title, as the loss of title 
may just be a change of title. However, conclusions relating to gender or broad trends are not 
weakened as a result.

- Chapter 3: The concert audience -



76

Table 5: Summary of patrons of the Irish Musical Fund Society

females 17- / 18- 94 95 96 97 98 99 00 01 02 03 04 05 06
titled
Marchioness 3 3 3 3 3 3 3 3 3 2 2 2 2
Countess 10 7 10 10 14 17 17 17 18 21 20 13 13
Viscountess 1 5 5 3 2
Duchess 1 1 1 1 1 1
Lady 6 11 12 13 13 13 13 16 15 6 6 11 10
Right Flonourable Lady 1 1 1 1 1 1

1 1 1 1 1 1 1 1 1 1 1
total 21 22 27 28 32 34 34 38 38 36 35 31 30

non-titled (including courtesy titles)
Flonourable Mrs 2 2 2 3 1 2 1 2 1 7 7
Honourable Miss 1 1
Right Honourable Mrs 1 1 1 1 1 1 1 1 1
Mis 11 7 5 5 5 5 5 5 5 4 4 11 11
Miss 1 1 2 2 2 2 3 2 2 5 5
total 11 7 8 8 10 11 9 10 10 9 8 25 25

males 17- / 18- 94 95 96 97 98 99 00 01 02 03 04 05 06
titled
Marquis 1 1 1 2 2
Earl 3 1 5 5 6 6 6 6 8 11 11 9 9
Duke 1 1 1 1 1 1 1 1 1 1 1
Lord 2 1 3 3 2 3 3 5 5 1 1 3 2
Sir 1 2 2 2 2 2 2 2 2 2 2
total 7 3 11 11 11 13 13 15 14 15 15 16 15

non-titled (including courtesy titles)
Clergy 3 1 3 3 4 3 2 2 6 3 7 7
Officers 2 3 3
Mr 2 1 2 2 2 3 3 6 5 4 4 4 4
total 7 2 5 5 6 6 3 8 7 10 7 14 14

patrons 17- / 18- 94 95 96 97 98 99 00 01 02 03 04 05 06
female 32 29 35 36 42 45 43 48 48 45 43 56 55
male 14 5 16 16 17 19 16 23 21 25 22 30 29
total 46 34 51 52 59 64 59 71 69 70 65 86 84

In general terms the number of patrons of the Irish Musical Fund Society increased over the 

period 1794 to 1806 to double its initial levels, and in most years there were more than twice 

as many women as men.111 The above table and details in Appendix 2 show that the Society 

assembled an impressive list of patrons for their first concert in 1794. Some of these were 

involved in the first year only, and a few would return after a period of years, but a core of 

annual patrons was established quite quickly and remained remarkably stable. The number 131

131 This changed slightly from 1803 to just under twice as many women as men. An average 
can be made for the period rounded off to 69% women and 31% men, but is more of statistical 
interest than a constant proportion.

- Chapter 3: The concert audience -



77

of patrons in each of the groups outlined above grew steadily through the turn of the century. 

The rise in the overall total in 1801 was due to the cumulative effect of slight increases in the 

number of Ladies, Lords and untitled gentlemen and the temporary absence of clergy in the 

previous year, but the pattern of growth remained. 132 In 1803 there was a revision of the list 

of patrons, and again in 1805.133 In 1803 the number of Ladies' diminished but there was an 

increase at the rank of Countess and Viscountess and a similar change occurred from Lords 

to Earls. The nett result was small and the overall total changed only by one. In 1805 the 

swing was reversed, but although it had a slightly larger effect upon the total of titled ladies 

an important point can be established: that there was no significant reduction in patronage by 

the titled class. The support of the non-titled had been equally consistent over the period, but 

a marked increase in the number of clergy, officers, married and single women accounts for 

most of the overall increase in patronage from 1805.

Perhaps the most significant finding of this early period is that the pattern of concert 

patronage remained unaffected by the implementation of the Act of Union and yet this 

undoubtedly changed Dublin society. The most immediate impact of the Union was the loss 

of the Irish Parliament and the transfer of part of its membership to Westminster. The extent 

of this transfer is important. Under the terms of the Union the Irish Parliament ceased to 

exist and 132 of its 571 members were given places in the British Parliament. 134 135 136 This removed 

a significant number of potential patrons but was less than a quarter of the parliamentarians 

in Dublin. It is not clear just how many of the Irish Musical Fund Society patrons were 

members of the Irish Parliament before 1800, but, allowing for couples, their list of patrons 

was drawn from between thirty and 50 families over the period 1794 to 1800.13B Even if all of 

these were associated with the Parliament, this is a very small proportion of its total 

membership, at best less than a tenth. The patrons of the Society were drawn from across the 

spectrum of the social elite, from parliamentarians and non-parliamentarians, and the 

number likely to have been lost as a direct result of the transfer of members to Westminster is 

very small. This is borne out by the consistency of the lists in the years surrounding the 

Union. All of the patrons mentioned in 1800 were listed again in 1801 and all except one 

continued their support in later years.1-36

132 The absence of clergy in 1800 should not necessarily be attributed to the performance 
being in the Theatre, a secular venue, rather than in a church or the dual function Rotunda, 
since two clergymen attended the performance in the Iheatre in 1801.
133 This is obscured to some extent as the above Table details totals, and is more apparent in 
Appendix 2.
134 Membership of the House of Commons was reduced from 300 to 100; and of the House of 
Lords from 249 to 28 temporal peers; and from 22 to 4 spiritual peers. Beckett, pp. 279, 280 
and Maxwell, Dublin under the Georges, p. 136. Noted also above p. 24.
135 Further biographical research could establish this but is unlikely to detract from the 
following point.
136 A few were absent in 1802 but appear later. J Claudius Beresford is listed for the last time 
in 1801, and his wife for the last time in 1802, but it seems they stayed in Dublin at least in the
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The example of the Irish Musical Fund Society shows that although the Act of Union 

removed a portion of the potential source of patronage this had no immediate effect. The 

Society was still able to draw substantial and increasing support from the social elite. 

Although the parliamentary focus may have shifted to Westminster, the civil administration 

continued to function through Dublin Castle. The Lord Lieutenant continued to be the 

leading figure in society and the most sought after patron of concert life. This is not to deny 

changes in Dublin society. There is no doubt that after the Union the titled nobility began to 

drift away, some to the attractions of London and others to their estates, and that society in 

Dublin was poorer for their absence.* 137 Poorer, perhaps, but not necessarily diminished, for 

the expansion of industry and the professions had already promoted the role of its leaders 

among the social elite. Such a transition had begun before the Union but was hastened by it, 

and is perceptible in the inclusion of non-titled’ patrons, and their subsequent increase, 

among the lists of the Society's patrons. The process of transition was long and slow, and 

part of the wider picture of social change in Britain. With perhaps understandable nostalgia 

many came to blame the Union itself as the cause of such change. It certainly accelerated the 

process but change was inevitable, and while it may have come more gently in other 

circumstances it could not have been resisted. The description of society after the Union 

given by Maria Edgeworth in her novel The Absentee, published in 1812, may be 

exaggerated, but illustrates this change, although the effects she suggests may still be 

questioned:138

Immediately ... commerce rose into the vacated seats of rank; wealth rose into the place 
of birth. ... People who had never been heard of before started into notice, pushed 
themselves forward, not scrupling to elbow their way even at the Castle; and they were 
presented to my Lord-Lieutenant and to my Lady-Lieutenant; for their Excellencies 
might have played their vice-regal parts to empty benches, had they not admitted such 
persons for the moment to fill their Court. Those of former times - of hereditary 
pretensions and highbred minds and manners - were scandalized at all this; and they 
complained with justice, that the whole tone of society was altered; that the decorum, 
elegance, polish and charm of society was gone.

A more detached impression may be offered by moving beyond this first period to a later 

population study again involving Rev James Whitelaw. Following his 1798 census Whitelaw 

collaborated with John Warburton, Keeper of the Records of Dublin Castle. 139 After both

period immediately after the Union. Fie was the son of John Beresford, mentioned above p. 
53, and was one of the members of the Commons representing Dublin. He voted against the 
Union although the family interest in Parliament as a whole was in favour. Beckett, p. 272. 
He was among the organisers of the Musical Festival in 1814, see below p. 285.
137 Maxwell reports that a number found it difficult to live on their incomes in London and 
eventually returned. Maxwell, Dublin under the Georges, p. 117.
138 Quoted from Maxwell. Dublin under the Georges, p. 117.
139 Whitelaw's census of 1798 is mentioned above, p. 52.
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their deaths this work was completed by Rev Robert Walsh, Curate of Finglas, and published 

in 1818.140 It identifies the upper and middle class in Dublin as consisting of: 35 peers; 13 

baronets; 5 members of Parliament; 1,484 gentry; 288 clergymen; 1,851 lawyers; 204 

physicians; 4,911 businessmen; 200 military officers; and their families. 141 These figures 

would suggest an adult male total of 8,991. As was the case with Whitelaw’s census in 1798 

the issue of the allowance which ought to be made for their families' is problematic, but if 

this figure is simply doubled to include adult women a total of almost 18,000 arises. This is 

higher than the range of 10,600 to 12,400 adults which resulted from an allowance of four or 

five children per couple being applied to the 1798 census, but not unrealistically so given the 

general population growth and expansion of the middle class in particular during the 

intervening twenty years.142

It can be concluded that although political events reduced the number of titled nobility in 

Dublin, this changed the balance and not the extent of high society. Any immediate 

reduction which might have resulted from the Act of Union was quickly compensated for by 

the commercial and professional classes who had already begun to gain positions among the 

social elite. It should not be concluded that participation in concert life necessarily declined 

among the titled nobility, although their numbers were reduced. They continued to attend 

and key figures maintained their role as concert patrons. Nor should it be concluded that the 

status of concerts was reduced: they remained a mark of respectable living. This was one of 

the principal factors in motivating attendance among the larger middle class of the nineteenth 

century and it could be argued that it was they who sustained much of the recovery of 

concert life. As participation in concert life spread through the middle class and their 

support became assured, the need to gain and promote the formal patronage of the social 

elite may have lessened. Although the Irish Musical Fund Society undoubtedly continued to 

receive their support, they no longer announced a list of patrons after 1806. Economic issues 

were another important factor in motivating both concert promotion and attendance.

Economic viability and social access

Public concerts, like any other commercial activity, corresponded to the simple model in 

which profit equalled income minus expenditure. In practice this involved the promoter in a 

complicated calculation of known factors and predictions based on judgements, undertaken 

at considerable financial and professional risk, for while much could be done to increase the

140 Maxwell, Dublin under the Georges, p. 139. Their work was published as, Warburton, 
Whitelaw & Walsh, History of the City of Dublin.
MI Cole, Irish Booksellers and English Writers, p. 15, quoting from Warburton, Wh.telaw & 
Walsh, History of the City of Dublin, vol. 2, pp. 1168, 1169.
142 For details of the 1798 estimate see above, p. 64.
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likelihood of success, this was by no means guaranteed and nothing could guard against the 

effect of unforeseen circumstances. When the parameters and aims of the performance had 

been established the practical arrangements could begin and the various items of expenditure 

became clear. These included: the provision of rank-and-file performers, engaging soloists 

and perhaps their travel and accommodation costs; the hire of instruments, a piano or organ 

with organ-blower, or possibly double basses or drums; buying or hiring music, copying and 

distributing parts, and sometimes the commissioning of new music for the occasion; hiring 

the venue and related costs for lighting, heating, alterations and decorations as required, 

attendants or stewards inside and occasionally security in attendance outside; refreshments 

or additional entertainment such as a ball, a card room or promenade area; printing of 

programmes, tickets, handbills and their distribution and the placing of newspaper 

advertisements.

Before such practical arrangements could be made very careful consideration was required in 

deciding the approach to adopt. This required a judgement as to the scale, prestige and 

target audience of the event. There was obviously a direct link between the expense of the 

event and the need to attract a large enough audience to make the undertaking commercially 

viable. But there was also a relation between the social and professional standing of the 

promoter and the range of options available. A high profile promoter, either an individual 

musician or a charitable organisation, was more likely to be able to promote a large scale 

event with a greater number of distinguished soloists, than a lower profile promoter for 

whom a more moderate scale event was appropriate. The social standing of the promoter 

also had a bearing on the prestige of the event planned.

Distinguished soloists and patrons could increase the prestige not only of large scale events 

but of smaller events as well. There was perhaps some advantage to be gained from 

promoting small prestigious concerts, as these most closely resembled the private musical 

events held in the houses of the nobility, and in particular by the Lord Lieutenant in Dublin 

Castle and at the viceregal Lodge in the Phoenix Park. In such cases the focus was on 

exclusivity and the promoter could target what was referred to as a 'select' audience by 

increasing ticket prices. The admission charge was the chief method of social screening but in 

a few cases a more subtle technique may have been involved. As a general rule tickets were 

available from the promoter, the music shops or other commercial outlets, and in the case of 

the Theatre Royal from the box-office at the venue, and these facilitated wide public access. If 

a more 'select' audience was the aim, tickets could be made available from a number of 

distinguished individuals. When the Charitable Musical Society decided to promote a 

concert at the Rotunda on 30 March 1795, their first since 1783, tickets were available only
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from the committee of their Governors who were appointed to conduct the concert.141 * * This 

comprised Lord Viscount Ranelagh, Lord Viscount Harberton, the Bishop of Kildare, three 

other clergymen, a Colonel, a Major, a Captain and seven others.144 For their two concerts at 

the Private Theatre in 1796 the distribution of tickets was delegated to a similar but smaller 

group.145 It is difficult to assess the precise social standing of the non-titled individuals 

named by the Society, but they were no doubt among the 'well-to-do'. This rather closed 

ticket distribution may have confined the audience to the circle of acquaintances or those of 

equivalent social standing to the promoters and inhibited the attendance of those of lower 

standing.146 In 1798 two subscription series of Amateurs Private Concerts' confined the 

distribution of tickets to the promoters, Yaniewicz and an anonymous 'committee of 

noblemen and gentlemen', which in effect limited the attendance to friends of the 

performers.147 In these instances prestige was enhanced by reducing access along social lines 

but it was much more common for exclusion to be effected by financial means. Social 

management by financial means could result in exclusion or inclusion: promoters could set 

their charges above or below the standard admission prices. Each course of action had subtle 

and interesting implications, in particular relating to the promoter's expectation, perhaps 

occasionally ill-informed, of public support for the event.

The large majority of concerts occurred as single events. Occasionally promoters would 

organise a second or third concert if sufficient demand had been generated, and some gave 

annual concerts, but these too were single events and different to a subscription series in 

which a group of performances was marketed as a package. Tickets were sold for all secular 

and most sacred concerts, but a significant number of the charity sermon events, eleven of the 

fifteen identified between 1792 and 1806, followed the pattern of church services and 

collected donations from the audience probably at the end of the performance.146 It was at 

least theoretically possible for members of the audience to make a small donation and it

141 During the eighteenth century there was a confusing array of organisations which used
'Charitable Musical Society’ as part of their title. Four others, established for various
purposes, are identified in Boydell, Music, 1700 - 1850', pp. 620, 621 and Calendar, pp. 267 - 
269. This society developed from two organisations established in 1757: The Musical 
Academy founded by Lord Mornington and The Charitable Loan Society. The Loan Society 
merged with the Academy and in 1778 was incorporated by Parliament when it assumed its 
new title. In 1795 its full title was given as The Charitable Musical Society for lending out 
money, interest free, to indigent and industrious tradesmen'. It was the only one of the 
similarly-titled organisations to survive into the 1790s.
144 Chron 1795:1.
146 Chron 1796: 6, 7.
146 In the case of the 1795 performance the individuals distributing tickets were named but 
only one address was given. The promoters were certainly well known figures but this 
further restricted the audience to those who knew where they lived. In 1796 they opted for 
financial exclusivity, see below, pp. 84, 85.
147 Or those who knew the identity of the committee and their addresses. Chron 1798: 3, 5. 
For further comments see p. 133.
I4H Chron 1792: 5,1796: 11,1798: 4,10, 1799:15, 1800:1, 7,8, 9, 1801: 6,1802:1.
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could be argued that this type of event permitted attendance across the widest spectrum of 

financial means and was therefore the most inclusive. The less well-off in society may have 

made a special effort to attend and make some small donation, or to pay the ticket price, if 

they or their family or friends had been assisted by the charity. However, there is no 

evidence to suggest how many people took advantage of this opportunity and their number 

is likely to have been small since social factors would have tended to dissuade the poor from 

attending such events. It is clear that the cost of admission confined concert attendance to the 

upper and middle classes, but it cannot be concluded that the lower orders were excluded 

entirely since they may have had some contact with sacred music through these Charity 

Sermon events or through church services, most significantly at the cathedrals where the 

musical provision was at its greatest. Such experience was probably shared by relatively few 

and, without disposable income, their attendance did not influence mainstream concert life.

Concerts in the Theatre Royal offered admission ’at play-house prices', which enabled a larger 

proportion of the middle class to attend than was usual in other venues. The usual ticket 

prices ranged from five shillings to one shilling, depending on the area of the Theatre, but 

most concert promoters adjusted this range and charged from five to two shillings.149 The 

Irish Musical Fund Society made some concession in their charges when they used the 

Theatre but for the most part kept their usual prices.150 The increase in admission charges at 

the lower end of the price range would indicate that concerts were special occasions and that 

the costs may have been higher and the audience slightly more exclusive than at the usual 

dramatic entertainment. It is more accurate to say that performances in the Theatre Royal 

offered access to concerts at a range of prices somewhat above the usual play-house prices. 

They facilitated access for less than five shillings and for an element of the middle class this 

was important. Concerts in other venues charged from the level of the most expensive 

admission to the theatre and above. However, the ’cross-over’ audience is likely to have been 

somewhat broader than that which was accommodated in the boxes of the theatre, since such 

factors as social improvement and respectability, in addition to their disposition towards 

music, motivated those in less expensive areas of the theatre to attend concerts.

The promotion of a concert series was significantly different. The subscription series was 

potentially the most exclusive type of concert as it required the greatest financial commitment 

from its audience and promoter. In addition to the factors and practical arrangements 

outlined above, the promoter had to consider the duration of the series and the implications

149 Prices here are given in sterling. See below Table 6b, p. 86. For concerts ’at play-house 
prices' see Chron 1795: 4,1796: 9,1798: 1, 6 - 8, 1799: 1 - 11.
iso They charged half a guinea for single admission and one guinea to admit three to the 
boxes and pit, which was their usual price, but made an allowance for admission to the 
middle gallery at five shillings and upper gallery at three shillings, sterling. Chron 1800: 3, 
1801:3,1803:1.
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that its length had for its costs. It was not necessarily the case that the cost of a single concert 

could be multiplied by the number of events planned in a series: the unit' cost of a concert in 

a series could arguably have been kept below that of a single concert. Travel costs would 

remain the same for soloists from Britain irrespective of how long they stayed, although their 

accommodation costs naturally increased, and it may have been possible to negotiate lower 

fees, per concert, for a series as repeated employment was in the performers' interest. On the 

other hand, planning a concert series presented new challenges for the promoter who had to 

ensure the performers and repertoire would sustain the interest of the public over the 

duration of the series. This may have involved engaging more numerous or more 

distinguished performers than might have been necessary for a shorter series or single event, 

and making contingency plans which could be implemented if necessary as the series 

progressed.

Two types of concert series can be identified which differed according to the model they 

adopted for admission. The first, which may or may not have been planned at the outset 

with a fixed number of performances in mind, announced and issued tickets for the 

individual events as they came along. The second, the subscription series, announced a 

predetermined number of concerts and issued tickets for the series as a whole. What seems 

like a trivial distinction was significant in terms of marketing because each held advantages 

and disadvantages for promoters, performers and audiences. In the first case the promoter 

could limit his initial financial commitment to the expense of one or two concerts and judge 

the public's reaction to the venture before planning or disregarding future events. This 

degree of flexibility allowed the promoter to vary the admission cost, or the performers, if 

necessary, to encourage attendance, and the series could be concluded relatively easily at the 

first sign of loss without too much professional damage. The speculative nature of this type 

of series offered little security of employment to the performers, but the audience was 

afforded the choice of attending the events in the series, as it unfolded, which suited their 

individual taste or commitments elsewhere. I he subscription series was more rigidly 

organised and involved a greater degree of pre-planning. If the arrangements were 

sufficiently attractive to a large enough number of subscribers, the promoter could be assured 

of financial success before the first performance, in which case it also provided the musicians 

with secure employment for the duration of the series. However, there was no flexibility in 

the admission structure to offer the audience a choice in the performances they would 

attend.151 If subscribers found that one of the concerts clashed with an event elsewhere, they 

could make a private arrangement to transfer their ticket to someone else, but the series was

151 A subscription ticket allowing, for example, admission to four out of six concerts in a 
series, would have provided such choice, but this type of arrangement was not adopted.
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marketed as a unified package and as such the subscription model represented the strongest 

expression of commitment by the audience to the promoter and his or her venture.

In practice, the promoters of concert series in Dublin between 1792 and 1806 combined the 

most advantageous features of the two models outlined above. The duration of the series 

was predetermined and marketed to subscribers as a package, but did not preclude the 

possibility of extra performances. As many subscribers as possible were sought in advance, 

but in addition tickets were made available for the individual performances as the series 

progressed. Tickets for individual events were at times priced higher than the subscription 

rate divided by the number of performances, or the unit' price per concert, which gave the 

subscribers a sense of advantage or value for money, even though overall theirs was the 

largest outlay. This flexible approach allowed promoters to reduce the ticket price for 

individual concerts in order to boost attendance, gave the performers more reliable 

employment, and the non-subscribers access to the series and the choice of which concerts to 

attend as they arose. The decision to combine the forms of concert series may suggest a 

deficiency in the potential number of subscribers, but this is not certain and there was clearly 

an advantage to be gained from selling additional tickets if space was available and this 

enhanced the perception of the popularity of the series and perhaps created further demand 

for admission. The extent to which the success of individual concert series depended upon 

the advance sales of subscriptions, or upon the tickets sold at individual performances, 

remains unclear. Boydell identifies a pattern for the Rotunda series during the 1770s in 

which the expenses were offset by the money taken at the door for admission to individual 

concerts, thereby leaving the subscriptions as profit.152 This, or the reverse, may have applied 

to series from the 1790s, but is not confirmed and probably income from both types of 

admission was required. Although this hybrid model of subscription series may suggest 

caution, its occurrence illustrates a degree of confidence among promoters and a level of 

support among the audience beyond that which was required for a single benefit concert. As 

such it is a useful measure of the vitality of concert life.

Standard admission prices and notable deviations

Admission to the most expensive concerts could cost more than double that of the dearest 

seats in the Theatre, but there was a level beyond which the public were not prepared to go. 

The Governors of the Charitable Musical Society decided to promote Two Concerts' at the 

Private Theatre Fishamble Street on 20 April and 12 May 1796, in collaboration with 'the 

Gentlemen of the Private Theatre and the Anacreontic Society'.153 The Private Theatre was

152 Boydell, Rotunda, p. 85 n. 7.
153 Chron 1796:6, 7. For details of this venue see below, pp. 109, 110.
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traditionally an exclusive venue and, perhaps because of its image or limited capacity, the 

Governors proposed an admission charge of one guinea for Gentlemen and half a guinea for 

Ladies for each concert. Despite their confidence they overestimated the amount the Dublin 

audience was prepared to pay and after the first concert were obliged to issue what must 

have been a rather embarrassing apology and change of plan: having been informed that 

they have injured by the high price of tickets, and the Public not so generally gratified as the 

Directors wished, [they 1 have reduced the price'. A more realistic arrangement was adopted, 

admitting one person for half a guinea and three for one guinea. The significance of this 

episode is that it identifies the admission charges of the second performance as the top level 

that audiences were prepared to pay and this was effectively the ceiling for ticket prices for 

this period.

In the period 1792 to 1806 there was a variety of standard' ticket prices associated with the 

principal concert venues in Dublin.154 Smaller venues obviously had a smaller capacity and 

were limited in the scale of performance they could accommodate, but perhaps with lower 

costs and a suitably attractive programme had the potential to generate as much profit, 

particularly if an image of prestige enabled the promoter to target an exclusive audience. Not 

all concerts advertised an admission price: around a quarter of the concerts advertised gave 

no details of admission price. Some of these involved a donation to charity, but for the 

remainder it seems likely that the audience had some idea of the charge involved. The 

absence of such information would suggest that the concept of normal or usual charges was 

already established and that these were generally known. The following table identifies the 

standard ticket prices for the principal venues and the range of prices charged.155 These are 

followed by the number of performances, given in curved brackets, which charged each rate. 

Subscription concert series at the Rotunda had the most elaborate pricing structure which 

allowed for change, as noted above. These and concerts in the Theatre Royal are listed 

separately along with their promoters, in Table 6b. Concerts in secondary or 'occasional' 

venues are also listed separately, in Table 6c, and these can be seen to have adopted the 

admission prices of the principal venues. Some parallels can be made in terms of social 

access: for example, the concerts in Townsend Street Chapel and St Mark's Church can be 

seen to have been targeted toward the affluent audience which attended the more expensive 

performances at the Rotunda; while those in Denmark Street Chapel and St Patrick's Chapel 

were focused toward the wider audience which attended the Exhibition Room William Street 

or Public Rooms at the Rotunda.

154 The general pattern of admission prices remained unchanged in the period 1807 to 1814 
and into the 1820s. In Section 2 comment is restricted to notable deviations. Later reductions 
are noted on p. 332.
155 More concert advertisements expressed admission prices in Irish currency values than in 
Sterling. For uniformity Irish values have been used in Table 6.
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Table 6a: Ticket prices at the principal venues |G = guinea, / = or|

standard range
v 2G/ 3 fori G (9) 5s 5d (4)
]/2C (2)

Rotunda I Round Room I 

7s 7d (2)
7s 7d / 3 concerts for lG (3) 
7s 7d / 4 for 1C (1)

8s 1 2 d (1 )

standard
5s 5d (9)

range
6s 6d (1)

Public Rooms Rotunda

7s 7d / 3 for 1G (1) '/2C (2)
O2C / 3 for 1G (3)

standard
5s 5d (6)

Exhibition Room William Street
range 
7s 7d (1) u 2G (2)

^ 2G / 3 for 1C (1)

Table 6b: Ticket prices for Rotunda subscription concerts and Theatre Royal concerts

Rotunda concert series

1796 Clarke & Mahon |2 concerts)
1C

1797 Yaniewicz & Clarke |4 concerts)
1 ’/2C 2''zG 1 gentleman & 1 lady 3C gentleman & 2 ladies

later 18s 3d |2 concerts! 11s4]/2 d |1 concert) 
later 2C for 1 concert

1805 Stevenson |8 concerts)
4G lady & gentleman or 2 ladies 

later 3G lady or gentleman (7 concerts! 
later l/ 2C 11 concert| for strangers

1805 Madame Dussek |2 concerts!
!/2G 7 s  7d |1 concert|

1806 Committee (8 concerts, 3 occurred!
2G |8 concerts! 7s 7d 11 concert! for non-subscribers

later £2 Irish |7 concerts! 7s 7d 11 concert!
later 5s 5d |third and last concert)

Theatre Royal concerts

for drama
boxes pit middle gallery upper gallery
5s 5d 3s 3d 2s 2d 1s1d

1798 Spray 5s 5d 5s 5d 3s 3d 1s Id
1798 Yaniewicz 5s 5d 3s 3d 2s 2d 2s 2d
1798 Master Parker (2) 5s 5d 5s 5d 3s 3d 2s 2d
1799 Oratorios (12) 6s 6d 5s 5d 3s 3d 2d 2d
Irish Musical Fund (3) " 2C / 3 for 1G ]/2C / 3 for 1C 5s 5d 3s 3d

3G lady or gentleman 
7s 7d 11 concert! for friends
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Table 6c: Ticket prices at 'occasional' venues

Private Theatre Fishamble Street 1G gentleman & (/2C lady
‘/2C / 3 for 1C

Capel Street Theatre (2) 5s 5d boxes 3s 3d pit 2s 2d gallery Is Id upper gallery
Percy's Exhibition Room Stafford Street 8s 1 ]/2d gentleman & 5s 5d lady 
Shakespeare Gallery Exchequer Street 
Ball Room Lehaunstown Camp 
St Mark's Church 

Townsend Street Chapel 
Denmark Street Chapel (2)
St Patrick's Chapel French Street

Admission prices were almost invariably related to an English currency amount. The use of 

guineas or half guineas always signified the English value, twenty-one British shillings. The 

use of the Irish guinea does not appear in concert prices. The Irish Musical Fund Society and 

several other promoters adopted what appear to have been a cumbersome and uneven 

admission charge, 11s 41/2d. This was the Irish currency equivalent of half a British guinea: 

22s 9d Irish was equivalent to 21s or 1 guinea sterling. Mr Small charged 8s 1 '/2d for his 

concert at the Rotunda in 1793 which was the equivalent of 1^2 British Crowns.1-'56 Giordani 

was unusually explicit in specifying '7s British' for each of his Three Spiritual Concerts' in 

1792, but virtually all charges were related to English values.156 157 The use of English values 

and English coinage was common in economic life. Beckett goes as far as to conclude that 

'Irish money was, in fact, merely the money of account; actual payments, except for very 

small sums, were made in English coins . 158 It may be that English amounts were implied for 

the practical reason of a shortage of Irish currency, but whatever the coinage, the expression 

of Irish currency values clearly indicated their British equivalent. Perhaps at a subtle level 

there may have been an element of exclusivity in the use of English values ora reflection of 

concerts and theatrical entertainment as an imported art form.

5s 5d gentleman & as od lady
5s 5d
F 2G / 3 for 1G 
P2C / 3 for 1C 
5s 5d 
5s5d

It is clear that there were two standard prices for concert admission. The 'high level’ standard 

price of half a guinea was adopted most often for concerts in the Round Room of the 

Rotunda.159 Leaving aside subscription concerts, most of these events, nine out of eleven, 

offered what became the usual discount of admitting three people for 1 guinea. In practice 

this admitted each person for 7s 7d and this price was adopted for a further six

156 Chron 1793: 4. For British and Irish currency values see Explanatory notes 6', p. xiv.
157 The only instance of an Irish value being stated explicitly was during the subscription 
series of 1806. For fuller comment on this series see pp. 162 - 164.
158 Beckett, p. 172.
159 A general caution should be noted. The title Rotunda' was applied to all the buildings of 
the Lying-in Hospital and further research may reveal that some events announced for the 
Rotunda, perhaps among those with lower admission charges, actually took place in the 
Public Rooms. For further comment on the variety of titles used see pp. 93, 99.
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performances.160 The majority of concerts at the Round Room adopted charges at, or related 

to, this upper level, signifying that this was the high status concert venue. The second 

standard admission charge was significantly lower, less than half the price of the high level 

admission. This ’mid-level' standard price of 5s 5d was the usual charge for admission to the 

Public Rooms of the Rotunda and the Exhibition Room William Street. The range of prices al 

the Round Room of the Rotunda ran downward from the high level admission of half a 

guinea and offered a sense of 'value for money' access to this venue. In contrast, the range of 

prices at the Public Rooms and Exhibition Room ran upwards from the mid-level standard 

admission of 5s 5d. In these cases promoters may have increased charges to meet higher than 

usual costs, but this also served to narrow the focus of the audience on wealthier members of 

society and increased the exclusivity of their events. At the upper end of this price range a 

number of promoters emulated the prestige events of the Rotunda Round Room by adopting 

the half-guinea admission. 'Low level’ admission charges, those below 5s 5d, were available 

only for the events held in the Theatre Royal Crow Street, Capel Street Theatre and 

Shakespeare Gallery Exchequer Street. These formed just 15% of the concerts in this period

While standard admission charges can be identified at a high level of half a guinea for the 

Rotunda and at a mid-level of 5s 5d for the Public Rooms and Exhibition Room, there was 

some advantage to be gained for promoters who adopted the standard charge not normally 

associated with their chosen venue. Such a strategy was a risk and its success depended 

upon the attraction of the programme and response of the public, as of course did other 

events, but it was a useful way of managing social inclusion and exclusion. The four concerts 

in the Round Room of the Rotunda promoted by Mahon in 1792, Master Cooke in 1794, the 

Charitable Musical Society in 1795, and Mahon and Clarke in 1796, which charged 5s 5d, 

were priced to attract the broader audience which attended the Public Rooms, Exhibition 

Room and theatres.161 However, the content of their promotions seems quite typical of more 

expensive events. No details are available for Mahon's concert, but Cooke's announced 

several favourite singers and the principal performers of this city'. The Charitable Musical 

Society presented Messiah with well known singers, and Clarke and Mahon's benefit concert 

presented performers from their recent short subscription series in popular works by Handel. 

As their costs seem not to have been significantly lower than usual and since, aside from the 

Theatre Royal and some church venues, the Rotunda offered the greatest capacity, it appears 

that they intended to use low prices to attract a large audience.

The concerts in the Public Rooms of the Rotunda and the Exhibition Room William Street, 

which adopted the high level charge of half a guinea, were directed towards the same

160 One of these, Mr Attwood’s concert in 1803, offered a further discount of admitting four 
people for 1 guinea. Chron 1803: 2. Giordani's Three Spiritual Concerts' are included.
161 For details see Chron 1792: 3, 1794: 2,1795: 1,1796: 5.
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affluent audience which attended the full-price concerts in the Round Room of the Rotunda. 

While promoters of events in the Public Rooms and Exhibition Room were confident that a 

'select' audience would attend in sufficient numbers to make their exclusive approach 

worthwhile, it is evident that they were unwilling to risk charging more than half a guinea. 

Five concerts in the Public Rooms and three in the Exhibition Room adopted this high level 

charge.'62 Each of these events contained an element of particular social significance which 

gave their promoters the confidence to set high charges. In the Public Rooms the concert in 

aid of the fund for a monument to Lord Nelson in 1806 and the Commemoration of Haydn' 

in 1805, were intended as tributes to national figures and modelled on the Commemoration 

of Handel performances. The benefit concerts by Dussek and Alday in 1805 offered the 

public an opportunity to acknowledge their abilities as principal soloists in Stevenson's recent 

subscription series. The harpist Mademoiselle Dupree may have relied upon her personal 

contacts as tutor of the wives and daughters of the social elite for support at her concerts in 

the Public Rooms in 1802 and Exhibition Room in 1801.162 163 Her concert in 1802 featured her 

playing a duet for two harps with 'a lady of distinction' and a duet for harp and piano with a 

young lady'. This concert was also announced as 'the first appearance of the young lady' and 

was followed by a card assembly. The event promoted by Master Moran in the Exhibition 

Room in 1800, patronised by several ladies of distinction', was his first benefit concert and 

had the attraction of a young performer and a ball after the concert.164 That of Bianchi in 1800 

featured the 'last appearance this season' of Master Owens aged eleven, a young violinist, and 

military music between the acts and after the concert by the Royal Lancashire Volunteers and 

Second West York' bands.

The standard admission levels and range of prices discussed above were completely in line 

with ticket prices for benefit concerts in London. McVeigh reports that the high-prestige 

benefit concerts were often closely related to the main concert organisations: (he principal 

subscription series and the Concert of Antient Music in the West End.'65 He reports that 

'apart from slight differences in programme emphasis, these concerts were largely 

indistinguishable from those of the parent organisation. Similarly highly priced at half a 

guinea a ticket, they were aimed at an identical market .l66 At a less prestigious level, or as 

McVeigh described an intermediate level', were the benefit concerts in the West End, at the 

theatres, or the 'City benefits held at livery company halls or tavern rooms ... with tickets at

162 For events in the Public Rooms see Chron 1802: 3, 1805:9,10, 11, 1806:1, and in the 
Exhibition Room see Chron 1800:4, 5, 1801: 2.
163 See above, p. 34 n. 46.
164 Master Moran, a pupil of Mr Dwyer, had given earlier performances in the Theatre Royal 
during the usual dramatic entertainment on three occasions. These included piano pieces, 
song accompaniments and a concerto. For details see FJ 27 03, 24 05 1799 and 03 06 1800.
165 McVeigh, Concert life, p. 35. For details of the West End subscription series and the 
Concert of Antient Music see McVeigh, pp. 13 - 24.
166 McVeigh, Concert life, p. 35.
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5s or so'.,r’7 It can be concluded that promoters in Dublin were probably influenced in their 

pricing structure by the usual admission charges of events of similar prestige in London.

Two areas of pricing differ somewhat from the pattern of concert life in London: low level 

admission and admission to subscription series. McVeigh notes that consistent information 

on benefit concerts at a lower level is hard to procure. |But that| A few were advertised at 3s 

and below'.167 168 It may be that such concerts took place in Dublin, perhaps in smaller venues 

or in taverns, but there is no confirmation of them in the press. Access to concerts for less 

than 5s, based on the information available, did not occur in the main concert venues, nor for 

the most part at 'occasional' concert venues, but was confined to areas of the Theatre Royal 

and Capel Street Theatre, excluding the boxes.169 170 Although low level admission to concerts 

outside the theatre seems not to have been a feature of concert life in Dublin, the theatres in 

both cities functioned in the same way to provide access to a broader public than the usual 

concert audience. Oratorio series in the theatres in London during Lent admitted a wider 

audience-range than the West End subscription series or the Concert of Antient Music and 

were 'enthusiastically accepted by a more middle-class audience'.171’ Viewing the period 1750 

to 1800 as a whole, McVeigh reports that with a 'standard range of prices, from 10s 6d down 

to 3s 6d' [sterling!, these occupied an intermediate social position, with prices varied enough 

to attract a broader clientele, yet too exorbitant to be afforded by the generality of the 

Frequenters of Playhouses", and notes that these prices were around double those of a 

normal play'.171 This overview was certainly the case for much of the period, but in a 

summary of the oratorio series McVeigh provides details which show, as may be expected, 

that the range of prices moved considerably.172 From 1770 the lower part of the admission 

rates reduced so that the range 10s 6d to 2s became the standard. In the years 1768 to 1773 

Arnold and Toms, and in 1774 and 1779 Barthelemon and later a few others, undercut rival 

promoters with the range 5s to Is and this became the standard from around 1789 to 1792. 

The general reduction from the range of 10s 6d to 3s 6d in the 1750s and 1760s, to the range 6s 

to 1s in the 1790s, represents a significant realignment to facilitate 'the generality of the 

Frequenters of Playhouses' and is indicative of growing middle class access at this level of

167 McVeigh, Concert life, pp. 37, 38.
168 He continues, 'there can be no doubt that all kinds of miscellaneous concerts took place in 
the City and in London's suburbs of which we shall for ever remain ignorant'. McVeigh, 
Concert life, p. 38.
169 One concert at the Shakespeare Callery Exchequer Street, which seems to have been the 
only concert in this venue, admitted ladies for 3s 3d but gentlemen still had to pay 5s 5d. 
Chron 1798: 9.
170 McVeigh, Concert life, p. 28.
171 McVeigh, Concert life, pp. 28, 29, quoting John Potter in The Theatrical Review 2 (1772), p. 
209.
172 McVeigh's summary details the promoters, venues, number of performances, dates and 
admission prices of 86 oratorio series from 1750 to 1800. See McVeigh, Concert life, pp. 238 - 
241.
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concert life. Broadly the same range of prices, in their Irish equivalent 6s 6d to 2s 2d, applied 

in Dublin and provided access to the same range of audience.

Admission charges for subscription series in London stabilised from around 1783 with most 

charging 5G for a twelve-concert series or 4G for a ten-concert series.173 Although artificial 

sums result, the cost per concert in each case was 5/i2G and 2/sG. Comparisons with 

subscription rates in Dublin are difficult to establish because there were far fewer series in 

Dublin, they were significantly shorter, and quite elaborate arrangements for group discounts 

and non-subscribers were adopted which were apt to change as the series progressed.174 As 

was the case in London, promoters allowed subscribers to transfer tickets to friends of the 

same sex.17S The top level of subscription admitted a single subscriber. Table 6b shows that 

Yaniewicz and Clarke charged 1 uiG for four concerts in 1797 and Stevenson charged 3G for 

eight concerts in 1805, in both cases 3/sG per concert: also that Dussek charged '/2C for two 

concerts in 1805 and the Committee for the series of eight concerts in 1806 charged 2G, in 

both cases 'UG per concert. The market in Dublin was of course much smaller than in 

London and no promoter had the confidence to propose as long a series or as large a payment 

for single subscription, but it is noticeable that comparable subscription rates were 

marginally lower than in London. Non-subscribers were charged above the subscription 

rate: half a guinea per concert for the series in 1805 and a third of a guinea in 1806. Clearly 

part of the incentive for subscribing was that it represented better value for money than 

buying tickets for each of the concerts. The option of buying individual tickets was not 

always made before the series began, giving the impression that admission may be by 

subscription only, which provided the promoter with as much income prior to the events as 

possible, but single tickets were usually made available soon after the series began. If 

subscription prices for individuals was marginally lower in Dublin than London, a greater 

difference and the best value for money was presented by the various group subscription 

rates. The price set by Yaniewicz and Clarke in 1797 admitting one gentleman and two ladies 

for 3G, and by Stevenson in 1805 admitting one lady and one gentlemen or two ladies for4G, 

offered the possibility of each individual attending for 'GC per concert. In Irish currency 

values this admission of 5s 8I74d made it possible, at least theoretically, for those accustomed 

to the mid-level standard prices of the Public Rooms, Assembly Rooms and boxes of the 

Theatre Royal to attend subscription series. The inclusion of this intermediate level of the 

Dublin audience was potentially important. Subscription series were a much less well

173 Prior to 1783 the number of concerts in a series and the subscription prices fluctuated 
much more. For a summary of subscription series detailing their promoters, venues, 
duration, dates and prices from 1750 -1800, see McVeigh, Concert life, pp. 234 - 237.
174 The implications of price changes are discussed in individual instances within 'Concert 
series', pp. 139 -164.
175 McVeigh, Concert life, p. 19. For Dublin examples see the Clarke and Yaniewicz series 
Chron 1797:1 or Stevenson's series Chron 1805:1.
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established feature of concert life in Dublin than in London and, after the annual summer 

series in the Rotunda ceased in 1790, they only occurred sporadically. If this reduced rate of 

admission, at 1/4C per concert, had applied to a typical series of twelve concerts in London 

the resulting subscription rate of 3C, as opposed to 5G, may have made the series 

economically unviable. It is indicative not only of a smaller market in Dublin but perhaps 

also of a weaker market that such offers of reduced admission were necessary to ensure 

subscription series were economically viable. Chapter 4 will focus on the issues most closely 

associated with the viability of concert promotion from a practical standpoint: the potential 

resources available within the city for the support of concert activity.
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Chapter 4

The resources of concert life

The resources of concert life in Dublin may be discussed in two categories- the physical 

resources, in terms of the facilities which functioned as concert venues; and the musical 

resources, in terms of the resident and visiting musicians who sustained musical activity

Physical resources

In the period 1792 to 1806 there were four principal commercial venues for concerts in 

Dublin: two were owned by the Lying-in Hospital, the Rotunda and the Assembly or Public 

Rooms; the others were the Exhibition Room William Street and the Theatre Royal Crow 

Street.1 Two groups of venues catered for concerts on an occasional basis. The first group 

were secular or commercial venues and the second group were sacred, consisting of a variety 

of Anglican or Catholic churches. The following table identifies the venues and the number 

of performances which can be confirmed to have taken place in each during this period.

Table 7: Venues and the number of performances in each from 1792 to 1806

secular venues 
Rotunda
Public Rooms Rotunda 
Capel Street Theatre 
Ball Room Lehaunstown Camp 
Percy's Exhibition Rooms

sacred venues 
Denmark Street Chapel 
Townsend Street Chapel 
Chapel of the Hibernian School 
St Mark’s Church 
Clarendon Street Chapel 
St James's Church 
Adam and Eve Chapel

48
15
2
1
1

4
3
1
1

Theatre Royal Crow Street 
Exhibition Room William Street 
Private Theatre Fishamble Street 
Shakespeare Gallery Exchequer Street 
unknown

St John's Church
St Thomas's Church
Meath Street Chapel
Monkstown Church
St Patrick’s Cathedral
St Mary’s Church
St Patrick's Church French Street

22
12
2

3
2
1
1
1
1

(i) The Rotunda

The title 'Rotunda' was taken from the Round Room at the time of its opening in 1767 and 

applied to all existing and later facilities, including the Lying-in Hospital itself.2 The Lying-in

1 The locations of the principal musical venues are indiraiort >■
above, see p. xvi. ,n " ,e Sireet guide included
2 Hence the common use of Rotunda Hospital', Rotunda P i  H
Rooms Rotunda'. For a time after its opening the term 'lira * F̂ enS 3nd Assembly' or Public 
Rotunda, pp. 23,24. 8 ^  R° 'Und° was als°  used. Boydell,
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Hospital, the first maternity hospital in Britain or Ireland, was founded by Bartholomew 

Mosse, its first Master.3 The original hospital building opened on 15 March 1745 in a large 

three-storey house with fifteen rooms in George’s Lane. At one time this had been occupied 

by Madame Violante, a rope-dancer, who between 1729 and 1732 presented various 

entertainments with acrobats and dancers and occasional concerts in what was often referred 

to as her 'Commodious Booth'.4 Mosse was a skilled and determined fund-raiser and on 15 

August 1748 leased 'a plot or piece of ground situate|d| on the north side of Great Britain 

Street ... containing four acres and forty perches. To have and to hold, etc., for lives 

renewable for ever at a yearly rent of £70 per annum'.5 6 This was an astute decision, for this 

area of land on the north-east edge of the city, and almost in open countryside, joined at its 

south-east corner the upper end of Sackville Street, which Luke Gardiner was in the process 

of developing into one of the most exclusive residential areas of the city.5 Mosse's intention 

was to generate funds for a new hospital and on 11 September 1749 he opened the Great 

Britain Street Gardens' which were laid out with walks, trees, ornamental shrubbery a 

bowling green, an 'orchestra' and a coffee room.7 The orchestra' was a wooden structure 

which provided cover for the musicians, effectively in current terms a band-stand', and was 

re-built in 1763 at a cost of £300.8 The idea for a pleasure garden was taken from the popular 

Vauxhall and Marylebone Gardens in London and Ranelagh Gardens in Chelsea, and proved 

an immediate success.9

3 Mosse (c 1712 -1759), was the second son of the Rev 1 homas Mosse, Rector of 
Maryborough, now Portloise. In 1733 he qualified as a surgeon and was licensed to practise 
in Dublin After a time as an Army surgeon accompanying Irish troops in Minorca and later 
visits to France Holland and England, he decided to specialise in midwifery. Ross, The 
Early Years’ pp 9 -11; for the history of the Hospital to the mid-1790s see pp. 9 - 52.
4 Boydcll, Rotunda, p. 18. Ceorge’s Lane is now South Great Ceorgc's Street.
5 Casey 'Architecture and decoration’, p. 55, quoting from the lease document which was 
reprinted in The Irish Builder, vol. 35 (1 December 1893) p. 268. Ross, quoting from what 
appears to have been another period source, gives this area as four acres and one rood 
plantation measure' of land. Ross, The Early Years, p. 20.
6 For details of Gardiner's development see p. 55. Mosse's plot of land had Great Britain 
Street on its southern side and Cavendish Street on its eastern side. With the addition of 
Palace Row and Granby Row on its northern and western sides the area took on its 
permanent structure. These streets later became Rutland Square and are currently Parnell 
Square.
7 Ross, The Early Years', p. 20, 25 and Casey, 'Architecture and decoration', p. 55. There are 
some inconsistencies in these accounts: Ross includes a concert room in the facilities at the 
opening of the gardens which is not mentioned by Casey. Concerts were given in the coffee 
room, said by Mrs Delany to have been 60 feet long, when bad weather prevented the use of 
the orchestra and on other occasions, and this may account for what seems to be an error in 
Ross’s account. The first provision of a concert room as such seems to have been later with 
the Rotunda.
8 Casey, 'Architecture and decoration', p. 43.
9 Among other pleasure gardens opened in Dublin, that by William Hollister, from 1768 to 
1777, was a deliberate imitation of Ranelagh Gardens. This was located on the southern side 
of Dublin on Willbrook or Milltown Road. Although the gardens were open for a short time 
the area was renamed and exists to the present as the Dublin suburb Ranelagh. Further 
details and parallels with English examples are given in Boydell, Rotunda, pp. 19 - 25.
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On 8 December 1757 the new Lying-in Hospital, designed by the distinguished architect 

Richard Castle, was opened at the Creat Britain Street end of the site.111 Drawings of the 

Hospital and Gardens are included as Illustration 2 and 3 .10 11 The Gardens were an effective 

attraction but subject to the weather and on 31 October 1763 the Governors resolved to build 

a more convenient Room for the Reception of Company'.12 On 11 September 1764 they 

approved the proposals of architect John Ensor for a large room', provided him with £300 for 

materials and requested that he proceed. The Round Room opened on 5 June 1767 having 

cost £6,044 14s 11 d, of which £3,880 was received in various sums from Parliament.13 It was 

such an attraction that in January 1768 the Governors decided the hire fee for one night 

should be not less than sixty Guineas'.14 In 1771, when Fishamble Street Music Hall could be 

hired for eight guineas, the Governors reduced their charge to £50 and by 1782 the fee settled 

down at the more reasonable figure of twenty guineas'.15

It is clear that Ensor had the examples of Vauxhall and particularly that of Ranelagh in mind 

when designing the Rotunda in Dublin. The Rotunda at Vauxhall was 70 feet in diameter, 

but modest in comparison with the large wooden Rotunda at Ranelagh, which measured 185 

feet externally and 150 feet internally in diameter, and was reputed by Horace Walpole to 

have cost £12,000.16 There was precedent in Dublin, if not for a circular building, at least for 

an oval one: St Andrew's Parish Church designed by William Dobson and built between 1670 

and 1674 was 80 feet by 60 feet.17 The Rotunda at the Lying-in Hospital was 80 feet in

10 Castle or Cassells (1690 - 1751), was born in Germany and came to Ireland probably in the 
late 1720s He designed Tyrone House (1741), Leinster House (1745) which is now the Irish 
Parliament, and the Printing 1 louse (1734) and Dining Hall (1745 - 49) of Trinity College. At 
his death his pupil John Ensor supervised the building of the Hospital. Ross, The Early 
Years', pp. 23, 24.
11 These are reproduced from Ross, The Early Years', p. 43 and Casey, Architecture and 
decoration', p. 65. The plan of the Hospital and Gardens of 1764 is sourced from the archive 
of the Hospital and the drawing of the Hospital from The British Library.
12 Casey, 'Architecture and decoration, p. 73.
13 Casey, Architecture and decoration', p. 73. Ross, reports the construction costs amounted 
to over £4,200’. It may be that this figure does not include fittings, decoration or perhaps the 
organ, but there is no indication to account for this discrepancy. Ross, The Early Years', p.
43. Boydell gives the larger sum. Boydell, Rotunda, p. 24.
14 Ross,’The Early Years', p. 44. The opening event raised £173 13s 8 !/2d. They doubled the 
subscription for the Gardens to two guineas and promoted events year-long. The number of 
subscribers fell from 562 in 1766 to below 200 in 1767, but income rose for the next nine years. 
Boydell, Rotunda, pp. 80, 81.
15 Boydell, Rotunda, pp. 81,82.
16 Boydell, Rotunda, p. 23.
17 Although not strictly accurate, this was known as 'The Round Church'. In 1793 it was 
rebuilt on the original walls and in 1860 was destroyed by fire. Its replacement was built 
slightly to the south of St Andrew's Street in Suffolk Street. Craig, Dublin 1660- 1860, pp. 39, 
281. MacGregor, New Picture of Dublin, pp. 96, 97. St Andrew's or perhaps the Rotunda 
may have exerted wider influence. The First Presbyterian congregation in Belfast replaced
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diameter and 40 feet high.18 A drawing of the Rotunda and Hospital and a plan including the 

Assembly Rooms are included as Illustration 4 and 5 .19 The floor level of the Rotunda was set 

five feet below the level of the street and an entrance block with steps provided access from 

Great Britain Street.20 A single-storey structure which projected out around the walls 

contained a series of fourteen recesses or alcoves, 12 feet by 9 feet, in which private groups 

could gather.21 These clearly parallel the two-storey alcoves, akin to theatre boxes, which 

were set into the walls of the Rotunda at Ranelagh, but unlike Ranelagh the Rotunda in 

Dublin was unencumbered by the intrusion of a supporting column in the centre of the 

room.22 An apse built on the west side of the building provided room for an orchestra. A 

raised podium for the orchestra projected back into the room and perhaps, in the manner of 

Ranelagh, may have been tiered. An organ was placed in the apse, possibly above the 

orchestra, with access provided by a spiral staircase.23 The organ, originally intended for the 

Hospital Chapel, was ordered and £50 paid on account by Mosse just before his death in 

February 1759 from John Snetzler in London, the renowned organ builder.24 The Chapel was 

not completed until 1762 and only on 14 January 1763 did the Governors approve Snetzler’s 

proposals. Eighteen months later, and before sending the organ, Snetzler sent his bill and six 

months after that, on 1 February 1766, the Governors paid the account for £314 14s. At this 

point the Governors appear to have become anxious about the size of the instrument and 

requested that the Secretary write to Snetzler for an exact Scale of the Organ’. Mosse 

obviously intended the Chapel to be the 'jewel in the crown'. It was literally at the core of the 

hospital building and was beautifully proportioned and lavishly ornamented with baroque 

plasterwork.25 However, it was relatively small and it may be that concern for the physical 

size of the instrument, or even its tonal scale, caused it to be relocated to the Rotunda.26 In

their T-shaped church with an oval design by Roger Mulholland, 72 feet by 49^2 feet, which 
opened in 1783. Moore, A History ofThe First Presbyterian Church Belfast, pp. 30 - 35.
18 Boydell, Rotunda, p. 24.
19 The street-scape of the Rotunda and Lying-in Hospital c. 1770 is reproduced from Boydell 
Rotunda, frontispiece; and the plan submitted to the Earl of Buckingham, Lord Lieutenant, in 
1788 from Casey, 'Architecture and decoration', p. 69 sourced from The British Library.
20 Casey, 'Architecture and decoration', p. 82.
21 At least two of these seem to have been lost with the building of the Assembly Rooms, see 
plan in Illustration 5. With the floor level of the Rotunda set five feet into the ground, the 
wall in the street-scape obscures the projection which contained the alcoves. Casey reports 
that, the recesses, which measured 10' 2" x 5' 0", were closed off sometime before 1831 and 
the outer structure removed'. Casey, Architecture and decoration', p. 169 n. 41.
22 An engraving by F Leidolt of Caneletto's painting depicting the interior of the Rotunda at 
Ranelagh is reproduced in Boydell, Rotunda, p. 24.
23 Casey and Boydell suggest that the organ was probably above the orchestra, but the 
staircase may have been to provide access to the roof, in which case the organ may have been 
at the back of the podium. Casey, 'Architecture and decoration’, p. 76, Boydell, Rotunda, p. 
24. See also Illustration 5.
24 Details of the installation of the organ are taken from Boydell, Rotunda, pp. 76, 77.
25 Illustrations of the Chapel appear in Ross, The Early Years', pp. 29, 31.
26 A large two-manual and pedal Snetzler organ installed in Hillsborough Parish Church in 
1772 cost £400, was paid for by William Hill Marquis of Downshire and remains substantially
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June 1767 Ferdinand Weber, a Dublin keyboard maker, was permitted to remove the packing 

cases the organ had arrived in, and in May 1768 was paid 14 guineas, having assembled and 

tuned the organ in the Rotunda.27 28 He was engaged to tune and maintain the instrument at an 

annual salary of ¿5 and did so until his death in 1784.~ Maintenance of the organ passed to 

Robert Woffington, Weber's pupil, but in June 1791 was discontinued and further attention 

was engaged as required.

The exterior of the Rotunda was plainly finished, probably pebble-dashed, but the interior 

was much more elegant and hailed by Robert Poole and John Cash in 1780 as one of the 

noblest and most magnificent circular rooms in the British dominions’.29 * * From a continuous 

pedestal around the walls, placed seven and a half feet above the floor, a series of seventeen 

fluted Corinthian pilasters ascended to the ceiling and divided the wall space. Between these 

were long round-topped windows. The ceiling and arches to the alcoves were decorated in 

ornamental plasterwork. Four free-standing stoves were installed, with flues through to 

external chimneys, but in 1775 these were replaced by fireplaces. Originally the room was 

decorated with straw-coloured walls and white ceiling and pilasters. When the facilities were 

re-opened in 1801, having been closed from the time of the Rebellion, the Rotunda was 

redecorated with blue walls, yellow pedestals and green alcoves with the coats-of-arms of 

patrons painted on the ceilings of the alcoves.''0 It may be that the floor was carpeted to mute 

the sound of footsteps, as was the case in Ranelagh."

intact. Coincidentally a fine chamber organ built in 1795 by George Pike England, Snetzler's 
pupil, for Lady Arthur Hill was given to the Church in 1923. As well as the rare circumstance 
of organs by master and pupil, Limerick-born William Harty was organist from 1878 to 1918 
and his son, known locally as ’Bertie' and later as Sir Hamilton, received his earliest musical 
experiences here: both are buried in the adjoining cemetery. Barry, Hillsborough pp 62 - 73
27 It is curious that Snetzleror his staff did not assemble it, or sub contract Weber who was 
engaged independently by the Governors. Could Snetzler have disagreed with the relocation 
to the Rotunda, having designed the pipe-scales for the much smaller Chapel and washed his 
hands'of the project ? The Rotunda organ cost £364 14s and the substantial instrumentât 
Hillsborough cost £400 in 1772, so it was not an inconsequential instrument.
28 In 1772 Weber was paid £19 12 2d for removing the organ, but there is no record in the 
Hospital or Weber's accounts of the purchase of a replacement. His and the bellows blower's 
salaries continued. Perhaps its position was changed or a major component taken away for 
repair. Boydell, Rotunda, p. 76. Weber's account books were transcribed and publishJd in an 
article by Flood, and some information on his activity is given in Valera, Two Eighteenth- ' 
Century Musical Instrument Makers'. Research has recently been undertaken by Jenny Nex 
and Lance Whitehead and two articles are planned for publication: 'A copy of Ferdinand 
Weber's account book' and The stringed keyboard instruments of Ferdinand Weber'
29 For details UP°" which the following is based see Casey, 'Architecture and decoration' pp
74 - 77, including quotation from Poole and Cash, Views of the Most Remnrknhlo p ..m ^ f ' 
Buildings, p. 65. " “
10 The redecoration formed part of the complete repair' noted above see p 42
11 Suggested in Boydell, Rotunda, p. 24. This would also have had an effect on the acoustic.
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The capacity of the Rotunda is given by Boydell as 2,000 people, and it is certainly possible 

that it attracted such large audiences.32 On one occasion, the fifth concert in Stevenson’s 

subscription series in 1805, the audience was reported to have been upwards of eighteen 

hundred persons'.33 There would seem to be an element of puffing in this report. Only one 

concert review has been found which refers specifically to the capacity of the Rotunda: which 

can contain 1,500 persons'.34 This would appear to be more realistic, but the capacity for 

concerts may not have been the same as for other occasions. The dimensions of the Rotunda 

give a reasonably reliable indication of the maximum floor space available, at around 6,300 

square feet.35 If the capacity were 2,000 people, this results in just over three square feet per 

person. At promenade events with seating at an absolute minimum, perhaps just in the 

alcoves, this may have been possible but must have felt uncomfortably crowded. If a 

hypothetical allowance is made for seating of four or five square feet, the capacity may have 

been in the range 1,260 to 1,575 people. However, this takes no account of the space required 

for people to pass each other in the rows as they moved to or from their seats; the area 

required for the aisles; or the extent to which the orchestra podium projected into the room, 

in which case the capacity may have been several hundred lower. It may be that a significant 

area, perhaps around the walls giving access to the alcoves, was deliberately left without 

seating.36 The provision of standing room may have helped to include an unusually large 

audience or perhaps allowed groups to converse in the alcoves. A certain amount of quiet 

conversation at the back, or even from the seated area, during the performance should not be 

ruled out. It may be that the practical capacity of the Rotunda for concerts was reached with 

somewhere in the range of 1,050 to 1,300 people.37 Such a capacity is speculative but seems 

more appropriate for the dimensions of the building.38 The general caveat, that members of 

the audience may have come and gone as they pleased, still applies, and on some occasions it 

might have been that a larger audience attended than the capacity of this venue or others 

would suggest.

32 Boydell, 'Music, 1700 - 1850', p. 583.
33 DJ 12 02 1805*. See above 'The size of the concert audience' pp. 64 - 68.
34 DEP 25 08 1807. See below, p. 281.
35 6,324 square feet, from the diameter of 80 feet with the addition of twelve alcoves, 12 feet 
by 9, allowing for the junction of the Public Rooms. The structure containing the alcoves 
projected beyond the walls of the Rotunda and added to the area.
36 vVooden forms or benches were used in the Public Rooms and it may be that benches were 
used for the seating in the Rotunda. They were offered for hire, see below, p. 103.
37 Later in 1840 when Liszt played in the Centenary concert of the Anacreontic Society, Parry 
recorded in his diary following a rehearsal on 17 December that the room, which is very 
large indeed - holds 1,200!!’, and following the performance on the 18th he estimated 1,200 
persons at least’. See Williams, Portrait of Liszt, p. 151.
38 For comparison, the Ulster Hall opened in Belfast in 1862 held 1,500 on the ground floor 
(138 feet by 63 feet, giving 8,694 square feet), with an additional 500 in the gallery. The 
modern total capacity is 1,370. If the accommodation was similar, these dimensions may 
imply a capacity at the Rotunda of 1,090 during the period. For a detailed account of its 
establishment see Johnston, "Here will we sit’: The Creation of the Ulster Hall'.
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The Rotunda was used as a venue for both sacred and secular concerts and was unusual 

among concert venues in this dual function. Concerts of sacred music were given in the 

Theatre Royal but these were quite rare exceptions to the usual secular entertainments and 

had no influence on the perception of the Theatre as a secular venue. Concerts in churches 

always involved sacred music. It may be that the close association of the Rotunda with 

charitable performances to some extent established its image, but also the availability of an 

organ made it suitable for the performance of sacred music. The Rotunda was perceived as 

an elegant and respectable place of entertainment and although it had no religious function 

was viewed and used by Dublin charities, notably the Irish Musical Fund Society, as entirely 

appropriate for sacred music.

(iO The Assembly or Public Rooms

The new facilities at the Lying-in Hospital were referred to by a variety of titles: most 

commonly, and with near equal frequency, as the 'Assembly Rooms' or Public Rooms', but 

also occasionally as the 'New Rooms'.39 The blanket application of the term Rotunda' 

introduces a complication in that it is possible that some events announced for the Rotunda’ 

may have taken place in the Assembly Rooms.40 Also, it is not always clear where in the new 

facilities the events took place, although it seems likely that the larger rooms were used.

Opinion varies as to where the initiative to construct the Assembly Rooms came from. One 

suggestion is that it came from Rev Thomas Mosse, who first mentioned the idea as early as 

1774.41 Rev Thomas Mosse was a nephew of the Hospital's founder, a governor and its 

chaplain. He was actively involved in its musical activities and in 1769 suggested and 

presided over the music committee. Thereafter the idea seems to have remained dormant for 

a time. The inauguration of The Most Illustrious Order of St Patrick' may have a relevance 

here.42 When George Nugent-Temple-Grenville, third Earl Temple, arrived as Lord 

Lieutenant in September 1782, he requested a system be established of rewarding loyalty to 

the King without conferring political office. As a result the Order of St Patrick was

39 Both titles Assembly Rooms’ and Public Rooms' are used in this thesis to signify these 
facilities.
40 Events are listed in the 'Chronology' as they appeared in the press. Explicit reference to the 
new facilities confirms their location and for the most part reference to the Rotunda would 
suggest the Round Room, however this caution remains. Similar caution applies to the issue 
of standard admission prices, see also p. 87 n. 159. There are few references to the new 
facilities after 1806 and it seems that concerts events were generally given in the Rotunda.
41 Ross, The Early Years', p. 44, reporting the suggestion in Mosse. A Letter to Dean Bavlv.
42 The Order did not survive the foundation of the State in 1922. On 13 March 1983, nine 
years after the death of the last of its 146 Knights, a Service marking its bicentenary was held 
in St Patrick's Cathedral Dublin. The stalls and banners of the Knights remain intact in the 
Cathedral. For a detailed history see, Galloway, The Most Illustrious Order of St Patrick.
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announced in February 1783.43 The investiture of twelve of the fifteen 'Founder Knights’, all 

Irish Earls, took place in Dublin Castle on 11 March 1783, and on St Patrick's Day 17 March 

they were installed in St Patrick s Cathedral.44 The next day a Grand Installation Ball was 

held in the Rotunda with so great an attendance that part of the Hospital building was 

used.45 It may have been more apt to hold such celebrations in the Ball Room of Dublin 

Castle, which was re-named St Patrick s Hall on the day of the investiture, but the Rotunda 

offered larger accommodation.46 Two of the Hospital Governors, the Chairman the Duke of 

Leinster and Lord Charlemont, were among the Founder Knights and it may have been their 

intention that the new Assembly Rooms should function to accommodate the activity of the 

Order. The first mention of the intention to increase the facilities is from the minutes of the 

Governors meeting on 4 April 1784, when they approved drawings and ordered engravings 

to be made of the proposed new building.47 The engravings contain the emblem and motto 

Quis separabit 1783’ (who shall separate), and establish the connection with the Order of St 

Patrick.

On 8 June 1784, with £1,000 collected, the Governors decided to proceed and sent drawings 

submitted by Frederick Trench to Gandon who may have added revisions.48 Building began 

on 17 July 1784, and the architect Richard Johnston was appointed in October to preside over 

the construction. The building process was long and fraught with financial difficulty 49 The 

Irish Parliament assisted, implementing a tax on sedan chairs on 19 July 1785, which through 

various investments raised £5,000 by August 1787. It also provided £30 for each of the female 

midwifery students nominated in rotation by the Grand Juries in all Irish counties The 

exterior of the rooms was completed by 10 June 1786 and in March 1787 a Masquerade Ball

43 This brought Ireland into line with provision in England, which had the Order of the Bath 
established in 1725 and the Order of the Garter, and with Scotland which had the Order of 
the Thistle from 1687. The Royal connection was secured with King George III and Prince 
Edward Prince of Wales appointed as Knights. The Order was essentially under political 
control as successive Lord Lieutenants served as Grand Masters, although they were not 
usually made Knights, except for Lord Talbot (1817 -1821) and Lord French (1918 -1921). 
Galloway, The Most Illustrious Order, pp. 1, 5,12.
44 Galloway, The Most Illustrious Order, pp. 11,15.
45 Casey, ’Architecture and decoration’, p. 77. For which the Governors received £300.
46 Casey reports there had been some dissatisfaction with the Castle Ball Room as a place of 
elegant entertainment. Casey, ’Architecture and decoration’, p. 77. St Patrick’s Hall, 
decorated with the insignia and banners of the Knights of St Patrick, remains to the present 
and is used to host the investiture of the President of Ireland.
47 For further details of the Assembly Rooms upon which the following is based see Casey, 
’Architecture and decoration’, pp. 77 - 95.
48 Trench, an amateur architect and Member of Parliament, was made a Governor on the 
same day. His son, Sir Frederick, was the architect responsible for the statue of Wellington, 
sculpted by Matthew Cotes Wyatt, opposite Hyde Park Corner in London. Casey, 
’Architecture and decoration’, p. 77, 78.
49 Details are provided in Ross, The Early Years', pp. 46 - 48 and Casey, 'Architecture and 
decoration', pp. 82, 83, 88.
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and Supper was held.5» Work was suspended on I May 1789 until 1790 when Parliament 

permitted the Governors to Issue debentures to the value of £11,000. Finally on 24 December 

1791 the building committee reported that the Assembly Rooms were in a stale nearly 

complete'. When the foundation stone was laid in July 1784 the cost of the building was 

estimated to be £6,000: when completed, over seven years later, ¡1 had in lacl cost £15,558 9s 

4d The extraordinary effort of the Governors at first seemed to pay off, as the accounts for 

year 1794 record an Income from various events of £5,154 Is 3d.5> Although their income 

would be compromised by the deteriorating political situation, the new facilities were a 

sound investment in the Hospital's fulure and an important addition to the resources of the

city.

The new Assembly Rooms were used occasionally from 1787 but their earliest use for 

concerts seems to have been in 1789.5~ With the building work complete, the Governors had 

a range of facilities which were comparable to those of other provincial British cities, most 

notably the Assembly Rooms or Upper Rooms' built in 1771 in Bennett Street in Bath.53 The 

Assembly Rooms in Dublin provided more than a single room but formed a versatile 

complex of rooms, often referred to as a suite of apartments . They consisted essentially of 

two blocks which formed an L-shape' from the eastern side of the Rotunda along Cavendish 

Street and turned behind the Rotunda, see Illustration 5. In February 1803 the facilities were 

advertised for hire and this provides a valuable indication of their dimensions:54

The Governors of the Lying-in Hospital propose to let the Rotunda and such of the Public 
Rooms as may be necessary for Summer Concerts from the 1st May next; or they may let 
for any term of years that may be agreed on their extensive concerns or public rooms 
completely furnished with every possible accommodation. T hey consist of a circular 
Saloon 80 feet in diameter; Ball Room 86 by 40; Card Room 60 by 30; Tea Room 56 by 24; 
Supper Rooms 86 by 40, and 56 by 24, with Hall, Vestibules, Dressing Rooms, complete

50 A review of this event in Dj 13 03 1787 is reprinted in Casey, 'Architect,,™, j  ,
pp. 84, 86. The interior was incomplete. anc* decoration',
51 Casey, ’Architecture and decoration', p. 93.
52 The Covernors, or music committee, announced a series of twelve subs . • , 
beginning on 29 May 1789 to take place in  the 'New Callery of the P nhf lot'  concorls 
the orchestra gallery of the Ball Room. These featured the instrument rT  l!°!T1S/ Pr°bably 
Speratl, Franz Kotvwara and most notably Johann Peter Salom onA  ̂
concerts in 1790 in the Public Rooms seem to have independent from th ^ ri >̂t!°n ser'es o f six 
promoted by William Heron and John Abraham Fisher. For details ,'r ^Ŝ ,lfa* and were 
128, 135, 137 - Ml. Boydell's report that the first concerts d id  not take nl ^  ' Rotunda, pp. 
Rooms until 1790’ (p. 128) seems inconsistent with his account of 1789 * ^  m Asserr|bly
53 Ross rePOrts the new building gave Dublin an area of assembly rooms virh.-m
with the facilities at Bath', Ross, The Early Years’, p. 50. For an accou f f Ua y ldent|cal
from which many similarities may be drawn, see Burchell Polite r.r r  °  Concert **fe in Bath 
pp. 1 0 1 -168. U m e o rC o m m e ro a jCpncerts?

54 DJ 15 02 to 29 02 1803. The same dimensions for the facilities th > \
given by Casey. Dimensions for the Card Room which appears to h-ive ^  Rooms are 
given by Casey. Casey, 'Architecture and decoration', p. 80. The addrpcc ^ . sel),1''a,e are not 
advertisement implies that it may also have been inserted in the mainland p r e s s ^  °
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Kitchens; a constant supply of water, and every species of convenience. The premises are 
well worth the attention of every person of enterprise and capital. Applications from 
Principals (only) to be made to the Register at the Hospital or No. 5 Eccles Street Dublin
Ireland.

The larger of the two blocks contained the Ball Room on the ground floor with the large 

Supper Room above on the first floor. In the smaller block were the Tea Room with the small 

Supper Room above. The location of the Card Room is somewhat unclear. The plan of 1788 

in Illustration 5 shows the Card Room where the Tea Room turned out to be. It may be that 

this was where it was intended to be initially, and it is possible that the Tea Room was used 

occasionally as a Card Room, but the dimensions given above indicate a separate Card Room. 

Casey states clearly that the Card Room was built between the Rotunda and the Hospital 

building.55 Illustration 5 provides no indication of this and it is difficult to imagine how a 

room 60 feet by 30 feet could have been located here. Is it possible a facility built before the 

Assembly Room was renovated as this Card Room? If so, there seems to have been two 

possible locations. A building at the junction of Cavendish Street and Great Britain Street, 

adjacent to the Rotunda, shown in the drawing of c. 1770 in Illustration 4, probably contained 

offices, a coffee room and a card room, but was apparently demolished when the Assembly 

Rooms were built.56 On the opposite side of the Cardens close to Cranby Row was the Long 

Room', marked on the plan of 1764 in Illustration 2, which was used as a coffee room when 

the Gardens opened in 1749.57 The comment by Mrs Delany noted above (p. 94 n. 7), that the 

coffee room was 60 feet long, might be coincidental but may indicate that the original Long 

Room was now refurbished as the Card Room. On winter evenings, when it may have been 

inconvenient to walk across to the Card Room on the other side of the Gardens, and when 

refreshment was already available in the Supper Rooms, it may be that the Tea Room, 

already laid out with chairs and small tables, was used for playing cards.

The exterior of the Assembly Rooms, like the Hospital, was well proportioned and finished in 

stone with its pediment decorated with the coat of arms of the Duke of Rutland, the Lord
. . * Order of St Patrick. A drawing of the east elevation showingLieutenant and the star ot the c;rue. °  t,

. . hi „»„-.¡mi 6 58 The interior of the Rooms was lavishly decorated with is included as Illustration o.these is
connectionornamental plasterwork on the window pilasters, the friezes and ceilings.59 The ■ 

with the Order of St Patrick is evident in the decoration of the large Supper Room and Ball 

Room. In the large Supper Room a portrait of the Marquis of Buckingham in the robes of 

Grand Master is given the place of honour over the fireplace and is surrounded by four

55 Casey, 'Architecture and decoration', p. 82.
56 It had been renovated and used solely as a coffee room in 1776 but according to Casey was 
demolished. Casey, 'Architecture and decoration', p. 76 n. 39.
57 Ross, 'The Early Years’ p. 20 and Casey 'Architecture and decoration', p. 55.
58 Submitted by Johnston in January 1786. From Casey, Architecture and decoration’, p. 81.
59 For further details of the decoration see Casey, Architecture and decoration', pp. 84 - 95.
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shields of Knights/’" The shields of other Knights continue along the walls. In the Ball Room 

beneath, under the wide vaulted arches supported by columns, the frieze incorporates a harp 

surmounted by a crown which was another symbol of the Order. Drawings of a transverse 

section of the Supper Room, a longitudinal section of the Ball Room and Supper Room 

showing the intended decoration, and a photograph of the Ball Room as it appeared in the 

early 1980s, are included as Illustration 6 and 7/” The extent to which the insignia of the 

Order of St Patrick dominate the Supper Room may suggest the function of this room was to 

accommodate private or small ceremonial meetings of the Order. It may be that this purpose 

and its political significance formed part of the incentive of the Governors to construct the 

Rooms and perhaps encouraged the Irish Parliament to support its finance.

An indication of the capacity of part of the Assembly Rooms is given on a plan of the Supper 

Room by Frederick Trench and in the announcement by the Governors of assemblies’ from 

January to April 1792.62 Both indicate the Supper Room would accommodate 400 people, 

with sixteen people at each of twenty-five tables. A report of the Masquerade Ball and 

Supper given in March 1787 indicates the same figure, the number in the principal supper- 

room were upwards of 600, of whom 400 had seats: the lesser supper-room accommodated 

near 200'.63 It seems likely that the seating was provided by wooden benches as, in 1807, the 

Governors advertised that 'table and forms of all dimensions have been just completed for the 

sole purpose of being lent out to hire’/”* The indications for the large Supper Room suggest 

400 could be accommodated with ease and that there was some space for standing or perhaps 

further tables if required. Given the floor area available there was just over eight and a half 

square feet per person when the attendance was 400. A somewhat smaller area per person 

results from an attendance of 200 in the small Supper Room, but seems reasonable if perhaps 

smaller tables and smaller groups were involved.** The capacity of the new rooms when 

used for concert events is open to the same speculation as the Rotunda. Although the Ball 

Room had the same dimensions as the large Supper Room, seating would have been 

restricted to around its walls and its capacity was certainly greater. With tables removed, the 

capacity of the Supper Rooms, Tea Room and Card Room obviously increased. The same 

procedure used to estimate the capacity of the Rotunda may be applied to the dimensions of

60 The announcement of assemblies to begin on 25 January 1803 repo ( H I  
constant fires have been kept in the rooms since 1st of January’. DJ 150] ism* S'X,een
61 The drawings, by Richard Johnston, and photograph are reproduced fm m n
Architecture and decoration', pp. 87, 89, 91. asey,
62 Casey, Architecture and decoration', pp. 93, 94. The assemblies seem »„ i u
but no year is stated. Stem ,0 have b""n m 1792

63 DJ 13 03 1787. Noted also above, p. 101 n. 50.
64 Applications were to be made at 1 Lower Temple Street Theo, cc
1808. DJ 26 02 1807, 26 01 1808. he Same offer advertised in
65 The area was just over six and a half square feel, and given the c-, a - 
reasonable to suppose that the Tea Room underneath could accommTn^mens,ons ,l ,s 
number, and the same if it was used occasionally as a Card Room 1 ° ° Cast
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the other rooms.66 If a hypothetical allowance of four or five square feet per person is taken, 

for a seated audience, a range results which may suggest a maximum capacity. Again this 

takes no account of the area required to provide aisles, a standing area, or to accommodate 

the musicians, but from this range a reduction of perhaps 15% or so might suggest the region 

in which a practical capacity may have been reached.67 68 This is only an estimate but in the 

absence of firm evidence may allow a comparison of the possible capacities of the facilities at 

the Lying-in Hospital. The estimate above for the Rotunda is included in Table 8 for 

comparison.

Table 8: Dimensions and possible capacities of the facilities at the Lying-in I lospital

venue dimensions area maximum practical
(feet) (square feet) capacity capacity

Rotunda 80 diameter + c. 6300 1260-1575 c. 1050 - 1300

Ball Room or
12 alcoves 12x9 
86x40 3440 688 - 680 c. 550 - 700

large Supper Room 
Tea Room or 56x24 1344 268 - 336 c. 200 - 250
small Supper Room 
Card Room 60x30 1800 360 - 450 c. 300 - 350

The Ball Room was the only one of the Assembly Rooms which had architectural provision 

for musicians. A small orchestra balcony at the east end was cantilevered out into the room 

with access provided by a narrow staircase set into the wall.66 A larger balcony was placed 

on the long southern wall and accommodated a larger orchestra. Although the balcony is no 

longer extant, evidence of its supports located behind the current plaster shows that it was at 

the same height as the small gallery, well above head-height, perhaps nine or ten feet above 

floor level.69 The placing of the musicians here was clearly intended to maximise the space in 

the Ball Room for dancing, but on concert occasions with a seated audience it may have been 

less suitable. Concert ensembles may have been placed on the floor or perhaps elevated 

slightly on a temporary podium. This arrangement may have applied in the rest of the 

Assembly Rooms.

The Ball Room and large Supper Room, given their size, appear to be the most likely venues 

for concerts in the Assembly Rooms. There may have been a practical advantage in using the

66 See above p. 98.
67 The range of practical capacities has been lowered to the nearest 50 people.
68 Details from Casey, 'Architecture and decoration', p. 90. This small gallery can just be seen 
behind the columns of the left of the picture in Illustration 7.
69 Casey, 'Architecture and decoration', p. 90 n. 62. A door can be seen in Illustration 7 which 
was probably around six feet six inches tall and the floor of the gallery appears to be at least 
three feet above this.
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Ball Room since, being at ground level, it offered access if a hired piano was required.711 The 

Card Room may have been used for smaller events, but the Tea Room and small Supper 

Room could hardly have accommodated more than a chamber-size ensemble with a small 

audience. There was some advantage to be gained from promoting small-scale performances 

to an exclusive audience, in terms of prestige, but if the Rotunda was considered too large for 

such ’select' entertainments they are more likely to have been transferred to the Ball Room or 

large Supper Room, given the elegance of their decoration, than to the smaller rooms.

fiiilThe Exhibition Room South William Street

Artists, sculptors and architects in Dublin during the early 1760s were keenly aware of 

imported paintings and mediocre copies of work by distinguished artists undercutting their 

market.70 71 In an effort to replicate the advantages gained in England from annual exhibitions, 

they formed the Society of Artists and in February 1765 gave an exhibition in Napper's Great 

Room in George’s Lane. The success of the event encouraged the Society to apply the 

proceeds to the establishment of a permanent exhibition room and school. A subscription list 

was opened and attracted around 100 people who contributed three guineas each in return 

for life admission. The Society opened an octagonal exhibition room in South William Street 

on 10 March 1766 at a cost of £1,307 5s lid . In 1767 they built new premises, again with an 

octagonal exhibition room, at 58 South William Street at a cost of £1,730 11s 4d.72 In May 1780 

the Society broke up and Richard Cranfield took over the lease and hired the premises for 

meetings and concerts. From 1791 the Exhibition Room was hired for meetings of the City 

Assembly as the Tholsel had become unsafe, and the City Assembly bought the lease from 

Cranfield in 1809.73 There is no indication of the architect and unfortunately the dimensions 

of the octagonal room are not currently available. As noted above, from the summers of 1798 

to 1801 when the Rotunda and Public Rooms were unavailable, benefit concerts transferred to 

this venue.74 It would appear that the Exhibition Room accommodated a mid-sized rather 

than the large audience targeted by more ambitious promotions. An attendance perhaps in 

the region of 300 to 400 is likely to have ensured the success of such events, depending on

70 The Governors may have provided a piano but record of this or its position has yet to come 
to light.
71 The following details are taken from Bennett, pp. 35, 219, 232.
72 It is curious that the Society should move so soon within the same street and that both 
locations had an octagonal room, but this was the course of events, see Bennett, p. 35.
72 The City Assembly was the city council and is known now as the Corporation. Around 
1311 the Mayor and commonalty moved from the Guild Hall in Winetavern Street to new 
premises in High Street. In 1676 this building was demolished and adjoining sites were 
bought to build the Tholsel. The Exhibition Room became known as the City Assembly 
House and when meetings of the Mayor and Aldermen transferred to the Royal Exchange in 
1852 it functioned as the Court of Conscience. During 1920 to 1922 the outlawed Supreme 
Court of the emerging Republic was held here and it is now the Dublin Civic Museum.
74 See above, p. 41.
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costs, but in the absence of information any suggestion that the capacity was in the same 

region is speculative. The facilities in the Assembly Rooms may have offered greater 

accommodation and appear to have been the preferred venue, for soon after they became 

available again concerts ceased at the Exhibition Room.75

fivl The Theatre Royal Crow Street

The origin of the Theatre Royal Crow Street dates back to Mr Johnston's Great Room' which 

opened on 29 November 1731. John Johnston already owned a building at the end of Crow 

Street and had for some time been running a 'Musick Room’ in Dame Street.76 At the request 

of the 'Musical Academy for the practice of Italian music', he closed his room in Dame Street 

and renovated the premises which became known as Crow Street Music Hall. For its first 

decade this was the main concert venue in Dublin. In 1741 the Charitable Musical Society 

built a 'New Musick Hall' in Fishamble Street, where, most famously, the first performance of 

Handel's Messiah was given on 13 April 1742, and by the late 1740s this had sapped the 

popularity of the Crow Street Music Hall.77 in 1757 Spranger Barry took over the lease of 

Crow Street Music Hall at a cost of £500 plus £50 rent per annum.78 Fie demolished the 

building and spent £22,000 building a new theatre which opened in November 1758. This 

was the largest and best equipped theatre in Dublin to date and almost as large as the Drury 

Lane Theatre in London.79 It measured 131 feet by 50 feet 9 inches and possessed machinery 

which was reputed to enable one man to move twenty pieces of scenery in less than a

75The last concert at the Exhibition Room was for the benefit of Mr Kelly usher to the boxes 
at the Theatre Royal’ on 20 June 1801. Chron 1801: 7. It may be that the hire charge of the 
Assembly Rooms was very high in the years after it opened, as was the case with the 
Rotunda, and that this encouraged use of the Exhibition Room before 1798.
76 There is no indication of when 'Mr John Johnston's Musick Room' opened but Boydell 
records this was ’in use to 173V. Boydell, Calendar, pp. 262, 263. The street layout was much 
the same as it is now. Crow Street ran parallel to and between Temple Lane and Fownes 
Street. Crow Street connects at T-junctions with Dame Street and Cecilia Street, named after 
Cecilia Fownes. Boydell gives the latter as St Cecilia Street and Walsh suggests Crow Street 
was renamed in honour of the patron saint of music, both are inaccurate. Boydell, Calendar, 
p. 164, Walsh, Opera 1. p. 40, Bennett, p. 28, Flistoric Dublin Maps, no. 11 Ordinance Survey 
Map of Dublin, 1876.
77 Boydell, ’Music, 1700 - 1850’, pp. 579, 581. This was the earliest of several ’Charitable 
Musical' societies, founded some time before 1736 and held its meetings initially at the Bull's 
Head Tavern. It should not be mistaken for the Charitable Musical Society founded in 1757 
to lend money to debtors which was the only one of these similarly-tilled organisations 
which survived beyond 1792 and into the period of this thesis. Details of these societies are 
given in Boydell, Calendar, pp. 267, 269.
78 Bennett, p. 47. Boydell gives both 1754 and 1757, the earlier of which would appear to be 
inaccurate. Boydell, 'Music, 1700 -1850', pp. 581, 627.
79 Hogan, p. 14.
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minute.80 The singe was 36 feet 6 inches wide by 90 feet deep, extendible in depth by a 

further 45 feet, and the pit was 26 feet deep and also extendible by 9 feet.81

In June 1781 Thomas Ryder relinquished control to Richard Daly. In 1796, with the support 

of many of the nobility, Frederick Jones successfully petitioned the Lord Lieutenant for a 

patent to open a second public theatre, citing Daly's mismanagement. Already in difficult 

circumstances and realising that such a rival would be ruinous, Daly offered to be bought 

out. Each of the four managers of Crow Street Theatre prior to Jones had previously 

managed the Smock Alley Theatre, but while this provided useful training and established 

their abilities, Daly was the only one to escape financial ruin.82 83 Daly's management 

concluded the eighteenth-century phase of the Theatre's development. It was the 

refurbishments and rejuvenation of the Theatre by Jones which provide the main context for 

this venue as a musical resource in the early nineteenth century.

On 10 March 1797 Jones and Daly agreed terms for the transfer of the Theatre.88 The property 

passed to Jones on 12 August 1797 and was formally confirmed by Privy Seal at St James's 

Palace on 25 June 1798. Jones paid a high price to achieve his desire to manage a public 

theatre. He agreed to pay £800 per year to Daly for life, £400 of which would go to Daly's 

children for the duration of their lives, secured on £6,000 lodged in 5% debentures at 

Latouche's Bank and approved by the Attorney General;84 * also, £232 per year to Rev Thomas 

Wilson, Senior Fellow of Trinity College, whose mortgage of Smock Alley Theatre Daly had 

bought out; and Daly would receive a private box with six transferable tickets and another 

thirty tickets for every performance for life and a further £300 per year to compensate for his 

lease of the theatres in Cork and Limerick. On the plus side Jones received the £350 annual 

government subvention which had been paid for the past 60 years. In the final years of 

Daly's management the theatre had fallen into a state of disrepair and was without scenery, 

without wardrobe, without music, without ornament, without a manager - not even a decent 

staircase or convenient passage in the whole house; neither performers, nor tradesmen, nor

8(1 Sheldon, Thomas Sheridan of Smock-Alley, pp. 45, 240. Dimensions for the theatres in 
Crow Street and Aungier Street were reported in DJ 31 01, 04 02 1758 and are reprinted in 
Sheldon. For comparison the Aungier Street theatre, which functioned from 1734 to 1746, 
was 94 feet by 46 feet; the stage area alone in Crow Street Theatre was almost the same size.
81 Presumably the stage extension projected forward to cover the pit area rather than 
backwards and both extensions could not be used as the same time. It will be noticed that the 
depth of the stage plus the stage extension totals 135 feet, whereas the length of the theatre 
was given as 131 feet: these figures may not be entirely reliable.
82 Walsh, Opera 1. pp. 94, 163, 220, 310.
83 The following details are taken from Walsh, Opera 2. pp. 11 -14.
84 Attorney General Arthur Wolfe, later Lord Kilwarden, was killed in Emmet's rising, noted
above p. 25 n. 102.
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creditors of any description were paid; it was sunk to the lowest state of degradation’.w Jones 

set about extensive refurbishments reported to have cost almost £12,000.85 86 The stage was 

increased to a depth of 84 feet; four new rows of seats were included in the pit, with hinged 

seats in the aisles; two new rows of cloth-covered seals were included in the boxes- the seals 

in the first and second gallery were covered with carpet and matting respectively; the 

orchestra area was reorganised and finished in mahogany and a grand piano was included 87 

The corridors round the boxes and stairs were paved with Portland stone; the refreshment 

rooms were refurbished with 'neat water closets'; the auditorium was lavishly decorated with 

gilded railings, gallery pillars, carved capitals on the pilasters; and paintings were 

commissioned for the panels of the stage doors and ceiling.8*

Walsh reports that 'the auditorium was reputed to be capable of holding an audience of 2000 

and when filled at regular prices box-office takings could amount to: pit, £83; second gallery 

£63; upper gallery £23'.89 Curiously he provides no source for such an estimate and gives no 

indication of the income from the boxes. A well-known illustration of the interior of the 

theatre, published in Walker's Hibernian Magazine in November 1795 and depicting pony 

races, shows accommodation on four levels around the walls of the auditorium, see 

Illustration 8.90 There were two tiers of boxes below the gallery and upper gallery, although 

there was no specific reference to lower or upper boxes or distinction made in their price 

When Jones opened the theatre in 1798 the usual admission charges were: 5s 5d to boxes; 3s 

3d to the pit; 2s 2d to the gallery; and 1s 1d to the upper gallery. From this, and the 

information given by Walsh above, it can be calculated that the pit accommodated 553 

people, the gallery 630 and the upper gallery 460; in which case the remainder from the 

capacity of 2,000, 357, were accommodated in the boxes and at 5s each contributed £90 to the

85 These comments go on to refer to the 'total change' made by Jones and may have been 
biased in his favour. Walsh, Opera 2. p. 12 quoting from Gilbert. A I lislorv of the City of 
Dublin, vol. 2, pp. 218, 219.
86 This estimate appears to have been given by the commentator referred to in n. 85 and may 
also be exaggerated.
87 When Jones announced the redecoration of the theatre and the principal performers 
engaged for the opening on 8 November 1802 he reported 'the Grand Piano-Forte has been 
removed from the Orchestra, to accommodate a greater number of performers who have 
been engaged so as to render the Band the first and fullest in the Kingdom, under the 
direction of Mr Cooke.' FJ 06 11 1802. Subsequent references to pianists or the use of a piano 
would suggest the grand piano was brought back or replaced by a smaller instrument.
88 Details of the refurbishments are summarised from SNL 29 01 1798. This report is 
reprinted in full in Walsh, Opera 2. pp. 12, 13. As Walsh notes, this report is clearly a puff on 
Jones's behalf. For a description of the refurbishments before the season began in 1809 see 
Walsh, Opera 2. p. 85 quoting from DJ 24 10 1809.
89 Walsh, Opera 2. p. 13. Hogan indicates 2,000 from MacCregor: New Picture of Dublin, p. 
315.
90 This is used as the jacket illustration of Walsh, Opera 2 and appears in Hogan facing p. 30. 
Perhaps not the most flattering image by which the most important theatre may be known, it 
usefully confirms the interior structure.
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total box-office receipts which were therefore £259.91 92 However, there are many reasons why 

these figures should be distrusted. First of all, and as Walsh hints, the reputed’ capacity of 

2,000 seems too even a figure and may well have been exaggerated. Certainly the boxes 

offered the most comfortable accommodation but these were split over two tiers and their 

capacity seems low in comparison with the other areas. Could the gallery really have held so 

many with fewer people in the upper gallery when this may have been expected to be the 

most crowded area of the house? It can be concluded that the Theatre Royal offered 

accommodation fora substantial audience, certainly at least as large at that of the Rotunda, 

but a capacity approaching 2,000 seems unlikely and in the absence of more detailed 

information it was likely to have been significantly less. A breakdown of the capacity offered 

in each of the areas of the Theatre is similarly difficult to establish, but even allowing for the 

more spacious accommodation of the boxes on two levels, it may be suspected that the 

numbers accommodated in each of the four areas increased as the prices reduced, and yet this 

too is uncertain.

The extent of the financial package offered by Jones for the Theatre Royal and the renovations 

he made to it illustrate his considerable determination and commitment. Although his efforts 

were frustrated by political developments during the first few years of his management, there 

was considerable excitement generated by his venture. Partly because of the attraction of the 

refurbished venue, and partly because it was able to re-open sooner than the Rotunda, there 

was a greater number of concerts during the first two years of Jones's management than had 

been or would be given for many years. >-

fvl Occasional concert venues

Perhaps the most significant venue in terms of amateur performance in the 1790s was the 

Private Theatre in Fishamble Street which opened on 6 March 1793 and functioned until the 

latter part of 1796.93 The Private Theatre, or Gentleman's Theatre, was established partly in 

protest at Daly's management of the Theatre Royal and in order to fulfil the desire of the 

nobility to participate in amateur dramatics. It was a joint initiative by the Earl of Westmeath 

and Frederick Jones, who undertook its management. I he building had previously been the 

'New Musick Hall' where it was famously requested 'that the Ladies ... would be pleased to

91 In this calculation it is assumed that the sums given by Walsh are in sterling. This is the 
only way in which the income will divide evenly by the admission prices, but may or may 
not be an accurate assumption.
92 From the year 1792 under Daly's management, just three concerts have been identified: one 
in 1795 and two in 1796. When Jones took over, four were given in 1798, twelve were given 
in the oratorio series of 1799, and one was given each year by the Irish Musical Fund Society 
in 1800,1801 and 1803. There were no others until 1807.
93 Walsh, Opera 2, p. 9.
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come without hoops and gentlemen without swords' in order to maximise the capacity of the 

room at the first performance of Messiah on 13 April 1742.94 A review of the performance 

estimated the attendance of about 700 people in the room’.95 Handel arrived in Dublin on 18 

November 1741 and promoted a series of concerts which began on 23 December at the Music 

Hall in Fishamble Street. In a letter to Jennens on 29 December 1741 he reported the success 

of his reception: the Nobility did me the Honour to make amongst themselves a Subscription 

for 6 Nights, which did fill a Room of 600 Persons, so that I needed not to sell one single 

Ticket at the door .96 It is most likely that the refurbishment of the Music Hall as the Private 

Theatre reduced this capacity. The theatre was funded by 100 patrons who each contributed 

10 guineas.97 It was elegantly decorated with the seats covered in scarlet cloth, the boxes 

draped with white satin and an elaborately painted curtain.98 Admission was limited to the 

subscribers who were permitted to bring two ladies each, which implies a female majority in 

the audience and would indicate that the maximum audience may have been no more than 

300 people.99 Given that the actors were drawn from the subscribers and the possibility that 

gentlemen guests may have been invited on special occasions, it may be that the theatre 

accommodated perhaps up to 400 at times. A drawing of the Private Theatre is included as 

Illustration 9.100

Relatively little is known about the small theatre located in Capel Street.101 In 1770 it was 

opened by Dawson and for a time was popular but its use became sporadic and after a 

successful season of English opera presented by Giordani and Eeoni in 1783 - 1784, it was 

offered by Thomas Carmichael to be hired or sold as a hall.102 * The two concerts promoted 

there by Mr Foot in 1805 are the first indication of concert activity here in the period from 

1792. They were given by 'permission of the Rt. Hon. Lord Mayor' which may imply the 

special opening of the theatre for this occasion, although concerts appeared here again in

94 DJ 10 04 1742. Noted above, p. 106.
96 DJ 17 04 1742, which is reprinted in full in Hog wood, Handel, pp. 175,176.
96 The letter appears in full in Hogwood, Handel, p. 173.
97 Hogan, p. 26. Hogan suggests the majority of whom were Lords or members of the House 
of Commons ... and proposed to take part in the plays.
98 Maxwell, Dublin undpr the Georges, p. 238. Footmen dressed in white livery are also 
reported to have waited on the audience at the performances.
99 Walsh. Opera 2, p. 11 and Hogan, p. 26. Hogan mentions '100 patrons' and later the 
subscriber and two female companions. Assuming the patrons and subscribers were one and 
the same the audience could have numbered no more than 300, but if there were two rates of 
association, 10 guineas for patrons and a smaller annual subscription, the maximum audience 
would have been greater.
100 This was printed in WHM in March 1794 and is reprinted from Flogan, facing p. 26.
101 Boydell identifies Mr Stretche s Puppet Theatre' which was active in Cnpel Street from
around 1744 to 1750. Boydell, 'Music, 1700 - 1850', p. 627. Walsh reports this was on the east 
side of the street and that the theatre in 1770 was almost directly opposite this site on the west 
side and was founded by the Smock Alley players in 1744 to 1745. Walsh, Opera 2. p. 4.
1(12 Hogan, p. 14. Carmichael had been a performer at the Aungier Street Theatre in 1737 and 
was prompter at Smock Alley for the seasons 1750 to 1752 and in 1772. Walsh, Opera 2. p. 6.
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1808.,(n Although the venue is often referred to as small, and at one point was named the 

'Little Theatre', the concerts in 1805 advertised tickets for the boxes, pit, gallery and upper 

gallery, so it may have accommodated quite a few hundred people.

Churches were a useful resource as the venue for charity performances. They were of course 

unavailable for the commercial purpose of benefit concerts. From the 1790s there were just 

over 40 churches in Dublin.11)4 Of the fourteen identified above only four appear to have been 

used more than once.* 105 Nevertheless church venues accommodated 17% of the concerts in 

the period 1792 to 1806. These fall into two categories, both of which varied in scale: concert 

events and charity sermon events. In the latter case the focus was shared between the music 

and the preaching of a special sermon. The location of an organ in the building had an 

influence on where the performances were given. It was often the case, though not always, 

for the organ to be placed at the front or east end of Anglican churches and similarly at the 

back of Catholic churches, often in a gallery. At charity sermon events in churches where the 

organ was at the back it seems likely that the performance was also given from the back. For 

concerts events, where the entire focus was on the music, it seems more likely that the 

performance was given at the front, and that a chamber organ or perhaps a piano may have 

been hired for continuo purposes in buildings where the organ was at the back. The size of 

churches varied considerably. Some had a considerable capacity: for example St Thomas’s 

and St Mary's are likely to have held over 1,000 people.106 * It is somewhat surprising that two 

of the largest and most important churches, with capacities in excess of 1,500, St Patrick’s and 

Christ Church cathedrals, are absent.1117 Concerts seem not to have been given here, although 

charity sermon events undoubtedly were. Performances alongside charity sermons in other 

churches were advertised in the press as special occasions, whereas in the Cathedrals where 

music was well established as an integral part of the ordinary services it may have eluded 

specific reference. The main significance of the two Cathedrals in the concert life of Dublin

’03 chron 1805: 17, 18, 1808: 6-11 . For comment on these see below, pp. 262 - 264.
,m By 1770 there were fifteen Catholic chapels. Bennett, p. 220. This may have increased 
slightly by the 1790s. MacGregor lists twenty-two Anglican churches: two cathedrals and 
twenty parish churches. All pre-date 1790 except St Ceorge's Hardwick Place, begun in 1802. 
MacGregor, New Picture of Dublin, pp. 95 -114. There were four or five Presbyterian 
meeting houses and at least one Methodist church, Craig, Dublin 1660 - 1860, p. 115.
105 See Table 7, p. 93.
106 These are given as example as their dimensions are readily available: St Thomas's 80 feet 
by 52 feet and St Mary's 72 feet by 52 feet. Denmark Street and Townsend Street Chapels and 
St Mark's Church seem likely to have had similar capacities. MacGregor, New Picture of 
Dublin, pp. 110,111. St Thomas's was reported to hold 1,500 with convenience'. FJ 19 05 
1789. Noted above, p. 66.
11)7 One event at St Patrick's, the Installation of Knights of the Order of St Patrick in August 
1800, is included by virtue of its significance as a social and political occasion, but this took 
the form of an elaborate Cathedral service. Chron 1800: 6. An account of this is given in FJ 12 
08 1800. For details of the ceremony see Galloway, The Most Illustrious Order, p. 21.
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was in the employment they offered to the musicians who formed a resource of professional 

standard which could be drawn upon for performances in other venues.

Musical resources

The core of professional musicians who sustained concert life in Dublin were employed in the 

Dublin cathedrals or the Theatre Royal Crow Street. Few if any resident musicians made 

their living, or perhaps even the major part of their living, from concerts. The Cathedrals and 

Theatre Royal were crucially important as the mainstay of salaried employment. Teaching of 

course provided additional income, and for resident musicians without salaried positions 

may have been their principal source of income. Income could also be generated by selling 

music and making or repairing instruments, but concert-giving was too infrequent and 

irregular to be the main activity.

(if Dublin cathedral musicians

Grindle reports that 'the total membership of the Dublin cathedral choirs during the 

eighteenth century was about twenty, of whom probably no more than eight would have 

been choristers. ... Most of the men and boys were common to both choirs and in 1777 it was 

decided at a meeting of the combined chapters that in future the choir boys be apprenticed to 

the proctors of each cathedral church at the same time and for the same terms".I(W Although 

it was already common for the appointment of an adult to one choir to be followed at some 

point by his appointment to the other, both cathedral authorities formally agreed in 1800 to 

make simultaneous appointment if possible whereby the inducement would be much 

stronger to procure persons of distinguish'd merit to fill the vacancies’.108 109 For most of the 

period 1792 to 1842 the position of organist was a separate appointment in each cathedral, 

although in Christ Church two organists shared the appointment for much of the time from 

1805.110

The structure of the choral provision was different in the two cathedrals with St Patrick's 

being the larger. At St Patrick's each of the adult singers was appointed as a vicar choral'. As

108 Grindle, p. 45 quoting from the 'Chapter Acts of Christ Church Cathedral' 29 November 
1777.
1(19 'Chapter Acts of Christ Church Cathedral' 6 March 1800, quoted in Barra Boydell, 
Documents, pp. 129,130.
110 The succession of organists is repeated here, for reference, from Grindle, pp. 222 - 224.
Christ Church Cathedral: 1780 -1814 Langrishe Doyle; 1805 -1841 William Warren (joint 
organist from 1805 at Doyle's request, his uncle); 1834- 1843 John Robinson (joint organist 
with Warren 1834-1841). St Patrick's Cathedral: 1780-1810 Philip Cogan; 1810 - 1827 John 
Matthews; 1827 -1828 William Warren; 1828 -1830 Francis Robinson; 1830 - 1843 John 
Robinson.
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was the common practice, a number of the vicar choral positions were titled according to the 

senior offices of the cathedral administration. In the case of St Patrick's six of the positions 

were titled as representative of the Dean, the Chantor |Precentor|, Chancellor, Treasurer, 

Archdeacon of Dublin and Archdeacon of Glendelagh. All but the last of these was held by a 

clergyman. The other vicar choral positions were titled according to the prebendary which 

supported them: in other words the townland or area whose tithes to the cathedral financed 

the appointment. Quite a complex arrangement of prebendaries provided the income for the 

remaining nine adult singers. Single prebendaries supported a single appointee; in other 

cases two prebendaries were combined to support a single appointee; and in some instances 

two combined prebendaries supported two appointees. References to appointments in the 

last case were made 'to the half prebendary' rather than the usual reference to the 

appointment to the full prebendary: for example, on 5 February 1802 David Weyman was 

appointed to the half prebendary of Castleknock and Ratlnnichael; while Samson Carter was 

the other appointee to this prebendary.,n This structure may be more clearly viewed in 

Appendix 3. Details of the precise financial implications of this structure of single and 

combined prebendaries for the appointees has yet to come to light. Equal payment to all of 

the singers would seem to be the fairest arrangement and was probably produced by this 

structure, but it may be that there were slight distinctions. 1,2 The structure of choral 

provision in Christ Church appears to have been more straightforward. 1,3 From the 1790's 

there were two vicars choral, both clergymen, and nine or ten stipendiaries who were 

laymen.111 112 113 114

The extent of the common membership had important implications for the cathedral's choirs 

and their wider role in the musical life of the city. Details of the choir membership are extant 

in two sources: the 'Chapter Acts of St Patrick's Cathedral’ and the Choir Attendance Books

111 Weyman’s appointment was back-dated to 13 January 1802. ’Chapter Acts of St Patrick's 
Cathedral' 5 February 1802.
112 The financial details given to the Ecclesiastical Commissioners and published by them in 
1835 are reprinted in Crindle and suggest each type of position paid the same amount. 
Salaries were generally higher at Christ Church where vicars choral were paid more than 
stipendiaries. Crindle, pp. 61, 62. There is evidence of different levels of salary paid to clerics 
and laymen among the singers in Christ Church and this distinction is likely to have applied 
also in St Patrick's, see below pp. 115,116.
113 Founded around 1030 Christ Church or Holy Trinity became a cathedral priory in the 
twelfth century. It was reconstituted as a secular cathedral of the New Foundation in 1539 
with a substantial income from landed estates, part of which was directed by charter to 
support vicars choral and choristers. A similar model to St Patrick's was adopted with 
dean's, precentor's or chanter's, chancellor's and treasurer's vicars, and three of these became 
prebendaries. Barra Boydell, Documents, pp. 13,14, 28. It may be that official titles denoting 
the prebendary which supported each of the adult singers remained in Christ Church but 
seem to have been rarely used. The attendance books from 1790 and studies by Barra Boydell 
and Grindle refer to appointments of vicars choral and stipendiaries.
114 The use of 'stipendiary' would imply regular payment directly from the Cathedral rather 
than derived from land tithes.
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of Christ Church Cathedral'. The 'Chapter Acts of St Patricks' report the findings of tlu> 

annual Dean's Visitation' which look place in the Chapter House of the cathedral usually in 

the early part of January.115 116 The reports are available for the years leading into 1793 (hen 

1798 to 1810 and 1812.1,6 These give details of the adults and the boys. The 'Choir 

Attendance Books of Christ Church Cathedral' are limited in their coverage of the period but 

provide detailed accounts of the adults who attended each service. They provide details of 

appointments, illness, deaths, absence with and without leave, and form a useful insight into 

the weekly activity of the cathedral choir. The names of the boys are not recorded but for 

most of the period those identified at St Patrick's served in both cathedrals and were trained 

in a common choir school. 117 The pattern had changed by 1830, or perhaps earlier, with boys 

being attached exclusively to one cathedral.118 119 The Choir Attendance Books' cover the 

periods lOJanuary 1796 to 31 January 1802 and 11 November 1804 to 25 July 1807.m  Because 

of the gaps in the sources a comprehensive account of the cathedral choirs is not possible No 

doubt there were appointments and resignations made during the periods not covered in 

these sources, but a limited account can be established which identifies the individuals in the 

choirs and the extent of dual membership. These details are summarised in Appendix 3 

from which the following table illustrates the extent of common membership in the period to 

1806.

Table 9: Membership of the Dublin cathedrals choirs

17- / 18- 90 91 92 93 98 99 00 01 02 03 04 05 06
St Patrick's Cathedral 
Reverend Centlemen 5 5 5 5 5 5 5 5 5 5 5 5 5
Gentlemen 9 9 9 9 9 9 9 9 9 9 9 9 9
Choristers 8 6 8 8 6 6 8 7 7 7 8 8 11

115 From 1819 the visitations settled into a regular pattern of being held on the first or second 
Monday of January. Prior to this they were usually held around this time, although in some 
years they were held later. Details of the dates are given in Appendix 3.
116 The years 1790, 1791 are included in Appendix 3 to show membership immediately before 
the period under discussion. St Patrick's Cathedral was often subject to flooding and at 
various times services were suspended. A longer period of closure may partly account for 
the absence of reports in 1794 to 1797 and 1813 to 1818. The re-opening of the cathedral on 1 
December 1816 with refurbishments to the organ and aisles was announced in F J15 11 1816 
and an account of building costs appears in the ’Chapter Acts’ of 20 September 1817. Dean 
James Verschoyle seems to have died around the end of 1810, and Rev Thomas Cradock 
acted as sub-dean in his place. The process of electing a Dean may account for the absence of 
visitations in these years.
117 The earliest detailed accounts of choirboy attendance at Christ Church are the School 
Attendance Books' which date from 1863. RCB, C6/1/23/8.
118 It seems the number of choirboys at Christ Church increased from around eight in 1832 to 
twelve by 1847. Barra Boydell, 'Music in the nineteenth-century cathedral', pp. 343, 344.
119 Then 6 June 1819 to 8 October 1825 and 1 January 1826 to 29 August 1841. The next 'Choir 
Attendance Book' dates from 1866. Some sections of the books are missing for the dates: 27
10 1798 to 28 09 1799; 09 03 to 09 07 1805; 05 12 1805 to 21 06 1807.
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17- / 18-
Christ Church Cathedral

96 97 98 99 00 01 02 04 05 06

Reverend Centlemcn 2 2 2 2 2 2 2 2 2 2
Gentlemen 9 10 10 9 10 10 10 10 10 10

17- / 18- 90 91 92 93 98 99 00 01 02 03 04 05 06
Common membership 
Reverend Centlemen 2 2 2 2 2 2 2 2
Gentlemen 9 8 9 9 9 9 9 9
Choristers 8 6 8 8 6 6 8 7 7 7 8 8 II

It con be surmised from Toble 9 that during the 1790, and into the early 1800s virtually all of 

the membership was common to both cathedral choirs. In the years where precise 

comparative details are available, all but one of the adult laymen and two clergymen were 

attached to both cathedrals. The choirboys were common to both from 1777 and this 

arrangement does not seem to have changed until the late 1820s or in 1830, and 'most 

choirmen continued to belong to both choirs until disestablishment .12,1 The extent of 

common membership had significant implications. The duties of the choirs were split 

between the two cathedrals. On Sundays they sang at Christ Church in the morning and St 

Patrick's in the afternoon. In addition some of the choir sang at Trinity College and from 

1814 also at the Chapel Royal at Dublin Castle, leaving this service after the anthem to go to 

Christ Church. Weekday evensong was held at Christ Church and on Saturdays at St 

Patrick's but was attended in rotation by a reduced choir.* 121 As appointments brought 

positions in both cathedrals they were exceptionally well paid and attracted the finest Irish 

and English singers.122 123 A recent comparison by Barra Boydell has shown that during the 

second quarter of the nineteenth century membership of the two Dublin cathedral choirs 

could provide an income at least four times that of a typical English cathedral. Pie comments 

that a lay clerk at an English Cathedral might typically be paid between £40 and £80 

although at Durham, the most richly endowed, the salary would have been close to £115 122 

In 1835 the stipendiaries at Christ Church received £114 12s 2l/-,d and the vicars choral £196 

18s S ^ d . A position as a vicar choral at St Patrick's would pay a further £156 6s 3/4d As

™ Barra B°ydel1' 'Mus>c ¡n the nineteenth-century cathedral', p. 340. The disestablishment of 
the Church of Ireland formally occurred on 1 January 1871 when the Irish Church Act 
into effect. Crindle, p. 85.
121 Sunday evening services were discontinued at Christ Church from 1814 to 1862. At times 
the number of weekday evensongs was reduced or suspended for a period of months 
Details from Barra Boydell, ’Music in the nineteenth-century cathedral’ p. 340. A slightly 
different and more demanding schedule is outlined by Crindle describing the pattern prior to
1865. Grindle, p. 57.
122 In 1858 an advertisement drew twenty-six applications. All but one were from England 
with many from the leading cathedrals. Barra Boydell, Music in (he nineteenth-century
cathedral', p. 340.
123 Barra Boydell, Music in the nineteenth-century cathedral', p. 339, from Barrett, Barchester-
English cathedral life in the nineteenth century, p. 118. ' 1
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vicar choral at both cathedrals and vicar's steward at Christ Church, Robert Jager earned an 

exceptional £468 11s 8d. 124 *

High salaries ensured that the quality of the singers and the musical standards were high, in 

marked contrast to the situation elsewhere.,2S The late eighteenth and early nineteenth 

centuries have been considered the low-point of Anglican cathedral music. Peter Le Hu ray 

comments that ’the nadir of the English anthem, and of English cathedral music generally, 

was reached during the early years of the 19th century. The daily services were performed in 

a perfunctory and incompetent manner; the average repertoire was small and representative 

of only the simplest 18th- and 19th-century composition'.126 In 1810 the dean and chapter of 

Christ Church praised the 'increasing excellence of the choir' and in 1820 William Monck 

Mason claimed in his history of St Patrick’s that there is not, at the present, a cathedral in 

Great Britain wherein the choral service is better performed than in those of St Patrick's and 

Christ Church'.'27 Although such views may have been partisan there is good reason to 

suggest standards were high. Barra Boydell makes the following comments: 128

The century between Ralph Rosengrave’s appointment as organist in 1727 and the death 
of John Stevenson in 1833 marks a period of unparalleled activity by composers 
associated with the cathedral, the music of these composers surviving, alongside that of 
leading later seventeenth and eighteenth century English cathedral composers, in the 
extensive series of score-, part- and organ-books copied in the Inter eighteenth and early 
nineteenth centuries and surviving from both cathedrals'.

A volume of anthem texts published in 1821 provides an indication of the repertoire. Mast of 

the 261 texts are verse anthems and the majority of the composers were eighteenth century. 129 130 

Green is represented by twenty-five anthems, Boyce by twenty-four and Croft by twenty-one. 

Dublin-based composers included are John Stevenson with twenty, Robert Shenton with 

nine, Richard Woodward with five, and one each set by John Spray, John Smith, and Samuel 

Murphy.'-10

124 Payments are taken from Barra Boydell, Music in the nineteenth-century cathedral' pp. 
339, 340 and Grindle, pp. 61,62.
'25 The following comments are summarised from those of Barra Boydell in Music in the 
nineteenth-century cathedral' pp. 339 - 342, and A bright exception'?', pp. 1 -4 .
126 Le Huray, 'Anthem, §1: England' NG, p. 460.
w  'Chapter Acts’ 2 July 1810 and Mason, The history and antiquities of the collegiate and 
cathedral church of St. Patrick, quoted after Bumpus, John: ’Irish church composers', p. 81. 
Both comments are quoted from Barra Boydell, "A bright exception ?', p. 3.
128 Barra Boydell, "A bright exception'?', p. 5.
129 A breakdown of the style of setting for these texts is relevant to the following comments 
on the emphasis on virtuoso solo singing. Boydell reports, 'of the 261 ... 188 are verse, 50 are 
full with verse, and only 23 (less than 10%) are full'. Barra Boydell, "A bright exception'?', p. 
13.
130 Barra Boydell, 'Music in the nineteenth-century cathedral' p. 350. Boydell also reports 
'apart from Purcell (seven anthems) and Blow (five), earlier composers are barely 
represented'.
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It is clear that Stevenson's solos and ensemble for alto, tenor and bass were written with the 

principal singers of the cathedrals in mind.131 The tenor solos were undoubtedly written for 

John Spray. Spray had been a chorister at Southwell Minster and a tenor lay-clerk at 

Lichfield cathedral before his appointment, on 6 June 1795, to positions in both cathedrals left 

vacant at the death of Richard Woodward senior.132 Fora short period, 31 December 1798 to 

21 June 1800, he acted as Master of the Boys and, like Stevenson thirty years earlier, was 

awarded an honorary D.Mus. from Dublin University in 1821.133 134 Spray's death in January 

1827 brought an obituary describing him as 'one of the most distinguished members of the 

musical profession in this country, ornament of our cathedrals and animating spirit of social 

song in our highest circles of musical society .131 A memorial in St Patrick's describes him as 

’the first tenor singer in the Empire'.135 David Weyman, a Dublin-born bass, was also an 

outstanding singer. He was appointed to both cathedrals in January 1802 and served until 

1822.136 In later years Robert Jager would seem to have been one of the singers for whom 

Stevenson wrote. He arrived in Dublin sometime in 1810 having been a lay-clerk in 

Canterbury Cathedral.137 He was appointed to a full position in St Patrick s around 

November 1815 following the death of Robert Hooper and appears to have already held a 

half-vicarage’ there.138 He was reported to have possessed a fine bass voice with an 

admirable falsetto in addition' and to have been of the first class of Contre-tenor'.139

131 Barra Boydell comments that while these seldom call for exceptional vocal technique they 
are notable for their melodiousness'. Barra Boydell, "A bright exception’?’, p. 12.
132 Grindle, pp. 64, 65, Hogan pp. 206, 207. The date of Spray's appointment is given from 
Appendix 3.
133 Barra Boydell, Documents, p. 253.
134 FJ 23 01 1827. In the ’Attendance Book' of Christ Church Cathedral he was marked absent' 
on 7, sick' on 14 and 'd_d ' on 21 January 1827. His death was recorded in the Chapter Acts' 
of St Patrick's in the minutes of the meeting held on 25 January. See Appendix 3.
135 Barra Boydell, "A bright exception'?', p. 6. The following notice appeared in FJ 30 01 1827 
'The late Dr Spray. The friends of the above distinguished public favourite intend to 
subscribe, to erect a memorial to his memory in St Patrick's Cathedral’.
136 The 'Chapter Acts of St Patrick s' of 5 February record his appointment back-dated to 13 
January. He is listed in the Attendance Books of Christ Church' from 17 January 1802 and is 
marked 'died' on 22 August 1822. See Appendix 3.
137 He is first mentioned as a member of the Beef Steak Club at their dinner in Morrison's 
Dawson Street on 4 December 1810, singing An Ode, complimentary to the Military Genius 
of Britain' with Spray and Mr M’Casky composed and accompanied at the piano by 
Stevenson. FJ 08 12 1810.
138 FJ 17 11 1815 records his advancement to a full-vicarage and the appointment of John 
Smith a very excellent and improving voice of the Tenor order' to the half-vicarage left 
vacant by Jager. The Cathedral records used in Appendix 3 record both singers in 1819, but 
there are gaps in the information available in each source from 1812. Crindle reports he sang 
in both cathedrals for 36 years. Grindle, p. 66.
139 Barra Boydell, "A bright exception'?’, p. 12, quoting from Bumpus, 'Irish church 
composers', p. 124 and FJ 17 11 1815 respectively.
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The main significance of Hie cathedral choirs in the context of concert life in Dublin was in the 

resource of musicians they provided. The deans of the cathedrals granted permission, 

providing it was sought in advance, for the choirs and individual singers to perform at sacred 

or charity concerts.140 Because of the extent of the dual membership this resource was 

smaller than that which might have been expected in a city with two cathedrals; nevertheless 

it provided an ensemble of capable singers and a number of distinguished soloists. In the 

period 1792 to 1806 a body of nine or ten adult laymen and between six and eight choristers 

formed a resource of fifteen to eighteen singers which could be drawn upon for the 

performance of sacred music. Specific mention of the appearance of the Cathedral Choir in 

the period to 1806 tends to be most often associated with the performances given by the Irish 

Musical Fund Society, but they were likely to have been involved in other performances. 

Spray and Weyman held dominant positions in concert life and were by far the most active 

Dublin-based vocal soloists. In the period 1792 to 1806 Spray can be identified in 52 concert 

appearances and Weyman in 50, thirty of which were given before he was appointed to the 

cathedrals in January 1802. In each case this was almost 40% of the concerts given in the 

period and illustrates both the reliance on these individuals and the significance of the 

cathedrals as a source of vocal soloists.

(ii~) Dublin theatre musicians

The employment offered by the Dublin theatres to both the dramatic company, who 

frequently combined acting and singing, and the instrumental musicians was crucial to the 

supply of personnel for concerts. It provided resident musicians with regular income and 

offered non-resident musicians an opportunity to visit. Musicians may have favoured 

employment in the theatre, even short-term, to employment in most types of concert 

promotion, as there was a subtle but potentially useful advantage to be had in that the theatre 

was professionalized. A musician agreeing a contract from London may have been more 

confident of a venue, promoter and payment with a theatre engagement than with a charity 

or musical society, largely amateur, which may have gone out of existence by the time he or 

she arrived in Dublin: and similarly with a fellow musician who may have changed their 

mind or even have left. Contracts agreed with the proprietor of a theatre offered the

140 Barra Boydell reports that unauthorised appearance was strictly forbidden, that 
permission for a concert in the theatre in 1822 for 'the relief of the peasantry' was only 
allowed as it was 'unmingled with any theatrical performance' and that in 1823 a dispute 
with John Spray and John Smith, who were punished for being paid to sing at an oratorio 
performance in St Patrick's, eventually went to court. Barra Boydell, Music in the nineteenth- 
century cathedral', p. 343.
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possibility of recourse to the courts, whereas this was a less realistic option in agreements 

with most concerts promoters.141

From 1792 to 1814 concerts in the Dublin theatres were largely confined to the principal 

theatre, the Theatre Royal Crow Street. There were a number of other theatres which 

operated from time to time. The most significant of these was Astley's Theatre in Peter Street 

which functioned from 1789 to 1806, and from 1809 to 1812 as the Royal Hibernian Theatre, 

but there is no evidence that concerts took place here. 142 Use of the smaller theatres was 

sporadic and they were often closed for many years at a time. The main period of activity at 

the Private Theatre Fishamble Street, 1793 to 1796, saw just two concert promotions, both by 

the Charitable Musical Society in 1796, and similarly, just two concerts were promoted at 

Cape I Street Theatre in 1805.143 The number of theatres may give an inflated impression of 

the number of orchestral musicians employed in this area. Astley's Theatre and the Theatre 

Royal each employed an orchestra, but the extent of the ensemble at Aslley's Theatre and 

how regularly it featured remains unknown. It was undoubtedly smaller than the ensemble 

in Crow Street, and as performances were held on different nights it is likely that much of the 

membership was common to both, but without detailed information this is difficult to 

quantify.

Concerts at the Theatre Royal Crow Street were a very small proportion of the entertainments 

in this venue. However, the orchestra was an integral part of the establishment, providing 

overtures and accompanying the singers, and occasionally its principal members or visiting 

soloists, in instrumental concertos. A small number of concert announcements, being for 

events where the primary focus was on music, give what appears to have been complete, or 

near complete, lists of the musicians involved. These provide a rare impression of the size 

and nature of the theatre orchestra. This was effectively the core of the instrumental 

profession in Dublin and was crucial to the concert life of the city. There were four 

promotions in the years 1798 and 1799 which help to identify the members of orchestra of the 

Theatre Royal. They were the events promoted by Jones when he became manager, the 

concerts promoted by Spray and Yaniewicz in 1798, and the 1799 oratorio series.

141 A notable exception among Dublin musical societies was the Irish Musical Fund Society, 
which established corporate liability by Act of Parliament in 1794. See Appendix 4.
142 Hogan, p. 14, and Boydell, 'Music, 1700 -1850', p. 627.
143 Chron 1796: 6, 7,1805:17,18. Activity resumed at both theatres at various periods. Two 
concerts were given at the Fishamble Street theatre in 1809 and concerts were given here for a 
week in 1814. Six concerts were promoted at Capel Street Theatre in 1808. Walsh identifies 
musical entertainment at Percy's Private Theatre Stafford Street in 1805. Walsh, Opera 2. p.
28 n. A concert and ball was given here in 1801, when it was 'Percy's Exhibition Rooms', by 
amateur musicians directed by Dr Cogan for the benefit of a distressed family. Chron 1801: 5.
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When Frederick Jones announced the opening of the Crow Street Theatre under his 

management in January 1798 he was keen to impress the public with the extent of his 

refurbishment and preparation. '44 His improvements in all areas of the theatre may have 

included the provision of musicians in the orchestra and perhaps he increased the number 

employed earlier by Daly.144 145 The first two performances on Monday 29 January and 

Wednesday 31 began with Handel's Occasional Oratorio, performed by the full band, with 

trumpets, drums, &c’.146 In advertising these performances Jones gave an indication of the 

extent of the theatre orchestra and identified the following performers:

Leader of the Band, Mr Bianchi
Principal Violoncello, Mr Haigh
Principal Flutes and Hautboys, Messrs Bird, |B| Cooke and Bainbridge
Violins: Messrs Georgi, |T| Cooke, Simonet, Oliver, Bartoli, Smith, Bowdens, Barrett,
Sea ford, &c, &c
First Trumpet, Mr Priest. Horns, Messrs Tate and Day.
Double Basses, Messrs Taylor and Addison.
The Organ and Grand Piano Forte, Mr Burke.

Walsh suggests that the orchestra was augmented for the occasion and it is implied that the 

trumpets and drums may have been additional to the regular full band'.147 148 The &c’, 

signifying 'and company', suggests other violinists, but this may have been included for 

effect, given that it was in Jones's interest to puff the extent of his preparation. A few 

conjectures can be made from the above list which leads to a cautious estimate of the 'full 

band'. It seems reasonable to suppose the following: that there were one or perhaps two 

cellists in addition to Haigh; that although it was usually a small section, there were probably 

two but perhaps not more that three violas; that if Priest was the first trumpet player, there 

was a second; that there may have been another wind player; and that there was a drummer.

In this case the full extent of the orchestra could have numbered around twenty-eight 

players. 145 The opening of the theatre was certainly a special occasion and the orchestra was 

probably suitably augmented. It might be suggested that on ordinary occasions, at least 

without trumpets and drums, the orchestra might number in the low twenties, perhaps 

twenty-two to twenty-four, but may well have been fewer. 149

144 Some details are noted above, see pp. 107, 108.
145 It seems that many or perhaps most retained their positions, but comparative details of the 
orchestra under the management of Daly are not available.
146 FJ 27 01, 30 01 1798. The Theatre remained closed on Tuesday 30 January being the 
anniversary of King Charles's Martyrdom'.
147 Walsh. Opera 2 . p. 16.
148 Consisting of: ten violins; two or three violas; three cellos; two double bass; three or four 
woodwind; three or four brass, one drummer and one pianist.
149 It may have been considerably less when an overture and the accompaniments to a few 
songs were all that was required.
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Two weeks before the opening of the theatre, John Spray announced his intention of holding 

a concert at the Rotunda on Friday 23 February, assisted by the first vocal and instrumental 

performers in Dublin'.150 His concert was postponed until Friday 2 March because of a Ball at 

Dublin Castle on Thursday 22 February in celebration of Her Majesty's Birthday. 151 With a 

few days remaining Spray changed the venue to the Crow Street Theatre, announcing that 

'lie will have the assistance of all the vocal and instrumental performers of that place in 

conjunction with all others of distinguished merit in the city' which lie could not have 

obtained were the concert given in any other situation'.152 153 The inevitable disruption of the 

change of venue and admission charges so close to the event appears to have enabled Spray 

to gain the novelty of the recently refurbished theatre and the assistance of the singers and 

orchestra. More importantly Spray seem to have been obliged to change venue in order to 

have such assistance. It appears, perhaps understandably, that Jones was protecting his 

interest and the novelty of the musicians assembled for the re-opening by restricting their 

appearance to the theatre. It is not clear for how long such a restriction lasted. Many of the 

concerts in the immediate future were promoted by individual theatre musicians for whom 

Jones may have made an exception. The Irish Musical Fund Society were diligent in 

acknowledging the support of Jones publicly after their performances.155 As a charity for 

musicians they too were likely to have been exempt. Such a restriction would have inhibited 

concerts, but it probably did not apply for long and was overtaken by social and political

developments.

Felix Yaniewicz assembled what appears to have been the same body of musicians for his 

benefit concerts at the Theatre, two months after Spray's, on Wednesday 2 May.154 He 

announced more about the performers than Spray did and an ensemble of similar 

proportions to that for the opening of the theatre was identified. In the following list for 

Spray's and Yaniewicz's concerts, the musicians announced earlier by Jones are marked*.

150 FJ 16 01,20 01, 23 01 1798.
151 FJ 25 01 until 17 02 1798.
152 Tickets had already been issued at 5s 5d for ladies and 8s 1!/ 2d for gentlemen for the 
Rotunda. Those who had purchased these would be accommodated in the boxes and pit, 
which were both priced at 5s 5d. Presumably a refund was given to gentlemen who had paid 
more for tickets for the Rotunda. FJ 20 02 1798. Chron 1798: 1.
153 71^  published notices of thanks in the Dublin newspapers most years as a matter of 
course. For examples around this time see DJ 12 04 1798*, 26 03 1799*, 19 04 1800*.
154 Chron 1798: 6.
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Spray's concert 2 March 1798 Vaneiwicz's concert 2 May 1798

Director and Leader, MrVaniewicz 
Dr Cogan will preside at the pianoforte 
Vocal performers
Mrs Addison, Mrs Cooke, Messrs Bellamy, 
Weyman, Spray, Bevan, Dr Stephenson 
Instrumental performers 
Messrs Haigh, Taylor, Watts, Ceorgi,
Bird, |B| Cooke sen, |T| Cooke jun.

[Leader Yaniewiczl
Dr Clarke will preside at the pianoforte 
Vocal performers
Mrs Addison, Mrs Cooke, Messrs Spray, 
Weyman, Bevan, Bellamy 
Instrumental performers 
Principal Violoncello, Mr I laigh*
Principal Flute, Mr Bird*
Principal Oboe, Mr |B| Cooke*
Principal Oboe, Mr Bainbridge*
Violins; Messrs Ceorgi*, |T| Cooke*, Watts, 
Simonet*, Oliver*, Bartoli*, Smith*, 
Bowdens*, Barrett*, Seafort*, &c, &c. 
Trumpet, Mr Priest*
Horns, Messrs Tate, Daly*
Double Bass, Messrs Taylor*, Addison*

Cogan, Clarke and Spray had positions at the cathedrals and appointments would soon 

follow for David Weyman and Humphry Bevan. '55 Mrs Addison, Mrs Cooke and Bellamy 

were part of Jones’s regular staff.155 156 The extent of the common membership suggests that this 

was the regular theatre orchestra with perhaps a few extra players. Similar conjectures to 

those on the January performance may be made. If the twenty-one instrumentalists 

identified were joined by additional viola and cello players, the full extent of the orchestra 

was probably around twenty-five, which is close to the number estimated for the opening of 

the Theatre. This provides an estimate of the likely strength of the orchestra in the Theatre on 

concert occasions and an indication of what may have been the typical size of ensemble at 

this type of mid-scale event.

The oratorio series of 1799 provides an indication of forces involved in a slightly larger event 

which featured the participation of a chorus.157 * The performances were assisted by several 

gentlemen amateurs of the different Musical Societies of this City' but it is clear that the 

orchestra of the Theatre Royal formed the core. The announcement of the first concert 

provides the most detailed list of the period 1792 to 1806:,5H

155 For details see Appendix 3.
156 Spray drew particular attention to the fact that Yaniewicz would lead at his concert.
Bianchi, the usual leader of the orchestra, was not identified, implying that he did not play.
FJ 20 02, 24 02 1798. Mrs Cooke joined the Crow Street company late in Daly’s management. 
She arrived from England on Tuesday 14 November 1797 and made her first appearance on 7 
December in the title role of Shield's opera Rosina. She became one of the principal singers in 
Dublin but should not be mistaken as the wife of B Cooke, or later for the wife of T Cooke. DJ 
16 11 1787: FJ 07 12 1 797. Thomas Ludford Bellamy trained in the choir of Westminster 
Abbey with Benjamin Cooke junior and came to Ireland in 1794. In 1798 he became Jones's 
stage manager. Bellamy T', NG.
157 For details see Chron 1799:1-11,13.
155 Chron 1799:1. Different spellings of some names are given in the advertisements: Glinden 
also as Gildon and Sig Glenden; Burke also as Bourke; Daranton also as Dornton.
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Under the direction of Dr Stevenson and Mr Bellamy 
Leader of the Band Mr Bianchi*
Vocal performers, Mrs Addison, Mrs Cresvvell, Miss Davidson, Mrs Blanchard, Mrs De 
Volney, Mrs Doyne, Mrs King, Mrs Palmer, Mrs Conolly, &c, Bellamy, Spray' VVebbe 
Weyman, Caudry, Daranton, Lee, Pitman, Fitzsimons, Barton, Kilner, McGee, Glendon' 
&c:
Organ Mr Burke*
Principal violoncello Mr I laigh*
Piano Forte Dr Stevenson
Violins, Messrs T Cooke*, M'Calley, Thompson, Smith*, Bowden* jun, Seaforth* Rvnn
Platt jun, Balantine, Barratt*, Gain, Hudson, Nelson, Fontaine, Barton
Violoncello, Messrs Bowden sen, Glinden, Barratt, &c
Tenors, Messrs Bartoli*, Robinson, Barton, &c
Bassoons, Messrs Platt, Robinson, Priest*, &c
Hautboys and Flutes, Messrs B Cooke*, R Cooke, Gittner, &c
Drum, Mr Sparrow
Double Basses, Messrs Taylor*, Addison*, &c 
Trumpets, Messrs Griffin, Robinson.

In addition, 'Messrs Yaniewicz and Nicholson from Liverpool' were engaged as violin and 

flute soloists for the series. Of the thirty-six instrumental performers, thirteen have been 

identified already as members of the theatre orchestra: marked above *. This would indicate 

significant amateur assistance or possibly regular members of the orchestra not identified 

thus far. Some surnames appear more than once: Bowden senior and junior were father and 

son; and in this case the brothers Thomas and Redmond Cooke can be distinguished by their 

respective instruments. The most intriguing reference is to what may have been one, two or 

three Mr Robinson’s.159 This points to a general difficulty in identification. On the one hand, 

musicians were versatile and occasionally played more than one instrument and perhaps also 

sang, and, on the other, it was natural and common for them to instruct their children, and in 

some instances nephews and nieces, who followed them into the profession. The 

identification of a string section consisting of presumably eight first and eight second violins, 

three violas, four cellos and two double basses would appear to have been reasonably well 

balanced. Handel's Messiah was performed at the first concert and may explain the absence 

of horns, although it is quite possible that they were involved in subsequent programmes. 160 

Of the twenty-two singers, Spray and Weyman were well known in concert life, twelve held 

positions at the theatre, and the remaining eight may have been amateurs.161

159 In later years the four sons of Francis Robinson, a singer, would hold a dominant position 
in Dublin concert life. The connection between this family and the instrumentalists listed 
here remains uncertain.
160 The presence of three bassoons is a little curious, but if the same Mr Robinson played 
bassoon and trumpet, then Priest and Platt may have taken the bassoon music. In the earlier 
performances Priest is identified as a trumpeter so there seems to have been some doubling 
or interchange.
161 Those engaged at the theatre were: Mrs Addison, Creswell, Blanchard, King and Miss 
Davidson: Messrs Bellamy, Webbe, Gaudry, Lee, Pitman, Fitzsimons and Barton. For details 
see Walsh, Opera 2.
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In the performances at the Theatre Royal in 1798 and 1799, 49 instrumentalists and twenty- 

three singers were identified.162 163 In the region of twenty-two to twenty-four instrumentalists 

and thirteen of the singers were employed by Jones at the theatre. The Dublin cathedrals 

provided a further nine or ten adult singers and six to eight choristers and at least two 

organists. Rev Michael Sandys appeared in concerts but perhaps the vocation of clerics 

restricted their participation in concert life more than the cathedral laymen.If>1 I he theatre 

and cathedrals provided employment for probably between 52 and 57 musicians who formed 

the core of the profession in Dublin. Other churches in the city employed organists, and the 

military bands stationed in Dublin were a useful source of wind, brass and even string 

players.164 However, the military bands were potentially a less reliable source of musicians, 

as there was a possibility of them being posted away from Dublin at short notice, or without 

notice, even in peacetime. The number of military bandsmen is unknown, but their inclusion 

certainly brought the resource of professional musicians to over 60, and perhaps significantly 

more. Concerts with exclusively professional forces, featuring three or four soloists with an 

orchestra, may on typical occasions have involved less than thirty performers, and oratorio- 

type performances with a chorus, under 45 performers. Larger-scale events relied on the 

involvement of amateur musicians, but the success of occasions like these was also founded 

upon the resident profession.

The community of professional musicians was the central resource of concert life, and also, 

quite naturally, the role they fulfilled as teachers and exemplars was central to the 

development of amateur performance. Although amateur music-making largely occurred in 

private settings, and was the least visible element of concert life, it formed an important 

background which will be discussed in Chapter 5, prior to the main treatment of public 

concerts in their various forms.

162 Without allowing for repeated names there were twenty-two violinists, three violists, four 
lists, two double bass players, five flautists or oboists, three bassoonists, two horn players 

three trumpeters, one drummer and four pianists.
163 pev s andys appeared in the early Commemoration of Handel performances, see p. 130 n
31, Appendix 3 and 6.
164 Colonel Leith's musicians stationed at Lehaunslown Camp included a string quartet which 
played at a concert in the Ball Room there on 19 October 1795 and gave a concert in the 
Exhibition Room on 14 January 1796. Chron 1795: 5, 1796:1.
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Chanter 5

Private concerts: an unseen tradition

Private music,taking was part of family life across lire social spectrum. Singing was 

obviously lire most accessible form, but there was a vibrant trade in new instruments of all 

descriptions and second-hand instruments in a variety of conditions which catered (or those 

of alt classes who were minded to pursue their musical interests. Around 1795 there were as 

many as seventeen music publishers and sellers and twenty-nine instrument makers in 

Dublin ' Access to formal training was limited lo those who could afford private lessons and 

the small number of children involved in church choirs. In the period 1792 lo 1806 there 

were relatively few announcements of private leaching published in the press. In January 

1794 Mr Sandy» announced his inlenlion of returning lo Dublin lo leach piano and singing 

after an absence of some years on account of ill health.’ By April 1794 he was teaching a, 43 

Exchequer Street and charged one Cuinea for eight lessons.’  In June 1793 William Hamilton 

Bird of 46 Do met Street announced piano tuition and the intended publication of his 

'Preludes for Harpsichord or Piano Forte." In December 1804 Pietro Urbnni offered 

gentlemen and ladies singing Wilton ’in the true Italian style' and Scotch songs' in 'the true 
. s i tiao omp month Madame Dussek arrived in Dublin and announcedCaledonian manner. Inthesan

■instruction on the Harp. Piano-Forte and Singing' for ladies.

Some advertisements drew particular attention lo the teacher being prepared to travel to 
I i 7Qc; Mr Thompson, 'Professor of Ihe Piano Forte and Violin', issued a

surrounding areas. In I/
. . . ,t , „..iolibourint’ town of Blackrock twice each week on Ihe samereminder that he v.s.ted the neighbour, g

---------- - ,|. . . .(...TTof the Irish music trade measured at five-year intervals and
' From an unpubhshed siuoy jn MllsicTrade 1650- 1850'. See Boydell, 'Music in
given in graph form i e This total of 46 had increased from 19 around 1775. There
Eighteenth-Century Du m! . j ec|jne to 42 in the early years of 1800, and an increase, with the 
appears to have been a slig Gf 61, around 1820 to 1825. See also a list of
fastest growth in maJ s identified in Hogan, pp. 101 - 108.
music publishers a - n rhim were initially to be sent to 14 Trinity Street. In May 1793
2 DJ 04 01 1794. Com man  ̂ announced the publication of piano pieces by MrSandys, 'Clod
Edmond Lee of 2 Dame an£j a ’s onata with variations' on the air The Dargle'. DJ 04 05
Save the King, wit i varia i por pev Michael Sandys of St Patrick's Cathedral or a
1793. He should not e mi assocjated earlier with Christ Church Cathedral, see p. 130 n. 31. 
second Rev Michae . nnd\,ertised some songs he had composed and in January 1796 moved
3 In September 1795 he a he was not mentioned. DJ 08 04, 28 10 1794,15 09 1795, 16
to 35 Exchequer Street. Therean
01 1796.  ̂. I anct much admired Sonata with an accompaniment' by his
4 Fie also announced ‘ j his recent death. DJ 08 06, 13 06 1793. 
father John Bird, wh,cl” ™ ^  P Y
5 DJ 27 12, 29 12. FJ appear in Stevenson's concert series in 1805 and took lodgings at 42
6 Dussek was engage __ gjie announced her return to the same lodgings and her intention
Henry Street. In June f some months'. DJ 20 12, 27 12 1804,18 06, 27 06 1805: FJ 06
to resume teaching, remain» g 06
06 1805.
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terms as in Dublin and staled that 'the advantage resulting from his accompanying his Pupils 

on the Violin is obvious, as it forms the Ear, enforces the Principles of strict time ind 

performing with expression'.7 In 1792 William Heron advertised piano tuition at his house or 

anywhere up to two and a half miles from Dublin without additional charge.8 His offer to 

teach composition and figured bass and his intention to publish a Treatise on Through 

and a tutor Elements of Singing suggest that he taught above a basic level.9 He published 1 

number of compositions between 1796 and 1816, mostly piano pieces, probably with v irious 

levels of amateur performance in mind.1,1 Apart from the 1806 Commemoration of Handel 

when Heron was identified as the pianist, there is no evidence of him appearing in public: 

concerts.11 With the usual caveat that he may have been involved in unidentified 

performances, this illustrates a significant point: that in addition to the m u s ic ia n s  identified 

as performers in concert life there was likely to have been other unidentified teachers 
actively fulfilling the demand for private tuition, especially on the piano.

Comparison with London is useful. A range of charges for lessons is reported by McVeigh: 

5s 3d for weekly lessons was paid to Barthelemon; 1 guinea per month was charged at a 

music school in High Holborn in 1780; in the same year Burney charged 4 guineas entrance 

and half a guitiea per lesson; and in 1790 Clementi charged an exceptional' 1 guinea per 

lesson.12 Although fees in Dublin were unlikely to have reached the level asked by Clementi, 

the charges by Sandys and Heron show a range of prices was available. It should
not

necessarily be concluded therefore that private tuition was
7 r 18 me exclusive preserve of (he

was
upper class. Participation in amateur music-making as a mark of social accomplishment

7 F) 04 06, 07 06, 11 06 1796. MrThompson of 4 Arran Street was probably the violinist named 
in the 1799 oratorio series at the Theatre Royal and may have been a regular member of the

^  t  | ,  ^  „  f n l .  f r t ' i / ' K o i - r  -------- 1orchestra. It was common for teachers of melody instruments, usually^he" • "r " 
also of harmony instruments, the harp and guitar, to offer to 'accomplir m ° r ^u,c' buf
or to offer such ensemble experience to other amateur pianists  ̂ 1Cir ^lnno Pupils
8 DJ 21 02 1792. His fees were 2G entrance and 2C for 8 lessons for inri' ,'a 
and 4G entrance and 4G for 12 lessons for two pupils, and so in pro -r'  ̂r 'nstruc,lon; 
1801 he announced 2G per month for 8 lessons indicating his pncli ^°'f l,°M 'or8r°ups. In 
week. DJ 10 02, 17 01 1801. Later in 1816 he offered 'Irregular lessons °  i r  r° l0SSOns Per 
172C for each succeeding visit. Regular lessons once or oftener oer ^  l J 'or the first, and 

'  ------------:—i —  , I week - 2C entrance and 2Gfor 6 or 8 lessons according to time occupied. Classes (consisti ' f 
together, by way of Lecture, or in Concert, on the same terms may learn
9 In November 1801 he announced he was preparing for the pres '^ l 0 ‘ Û S ' ^  14 °3 1816.
which ample direction will be given for the improvement and ĉ Tt' Cmen,s Ringing, in 
Treatise on Through-Bass a study necessary for those who wisM ^  vo'ce' and a 
prosperity and effect'. DJ 07 11, 12 11 1801. His reference to W °  ‘1ccumPnny the voice with 
hoped to attract would-be professionals. rosperity may imply that he
10 For announcements of these see DJ 29 03 1796, 27 01 0711 iroi
1803, 12 01 1805 and 18 03 1816. There is no further mention of LI ^  °2 I8°2/ 23 01, 31 03
11 Hogan's report that he performed in concerts between 1790 t dTs'l' °^er ^ ‘lrcb 1816.
more active in concert life than would appear to be the case LI ">  ̂ma^ su88esf he was
12 The music school included eminent foreign teachers and offe°H1M  ̂ ^ 3‘
for pupils and friends for an extra half a guinea per month \A *\r ■ P r'vate concerts
197. ‘ McVei8n, Concertjife, pp. 8, 184,
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¿1 strong motivation for the middle class to provide their children with lessons. One sign of a 

vigorous market for teachers is that some musicians were able to withdraw from concert 

appearances to pursue teaching.11 * * An announcement in 1797 may indicate one such instance 

in Dublin:14

Signor Trivella, Composer of Vocal and Instrumental Music, and Professor of the Violin 
and Tenor | viola 1 lately arrived from Italy with one of the most distinguished Families in 
this Kingdom, respectfully acquaints the Nobility and Centry, that having some leisure 
hours to spare, he would undertake to attend a few pupils abroad, either in teaching the 
above mentioned instruments, or accompanying Ladies with the Violin.

No other reference to Trivella has been found, and it would appear that he took no active part 

in public concerts but confined himself to being a private tutor. Naturally, in old age many 

musicians were obliged to continue to teach after their professional abilities had been 

diminished.

The extension of copyright laws to Ireland with the Act of Union had an impact on the music 

trade in Dublin.15 Ireland became a much more viable market-place for English publishers. 

Rroderip and Wilkinson of 13 Haymarket London established six agencies in Ireland: with 

Morris Hime; Edmund Lee; and Francis Rhames in Dublin; Daniel Fitzgerald in Cork; Mr 

Brown in Dungannon; and Joseph and James Corbet in Limerick; and on 12 February 1801 the 

firm announced the supply of their new publications and instruments, clearly aimed at the 

market for amateur chamber performance.16 New sources of supply stimulated vigorous 

competition. In August 1800 George C.ough advertised the following:17

A stock of printed music specified in catalogues delivered gratis, in which will be seen
the works of the best modern and old authors, for the voice, harpsichord, piano forte,

17 Burney and dementi are notable examples. Benjamin Blake, a successful viola player in
London, began the piano following the death of his patron and became so sought after as a
teacher that he gave up orchestral playing. McVeigh, Concert life, p. 197.
14 DJ 14 02, 23 02 1797. Trivella claimed his terms would be found reasonable, and requested
that commands be sent to 8 Montague Place Cuffe Street, 
is For the Irish reprint industry see above pp. 57 - 59.
16 fj 12 02 1801. Among the list of new publications now available were: flute concertos, 
duets and airs by Hoffmeister; cello duets and flute solos by Pleyel; violin duets and solos by 
Spohr; keyboard and duet arrangements of Haydn s chorus The Heavens are telling'; and a 
selection of music by Mozart. This comprised: three sonatas with accompaniment for violin 
or violoncello books 1, 2, and 12, each 8s; three sonatas without accompaniment for violin or 
violoncello books 3, 5, 6,11,15,16, and 17, each 8s; two quartets, book 4, 10, each 6s; [?| with 
accompaniment for violin book 7, 8, 9, and 12, each 8s; three duets book 10,10s 6d and book 
12, 12s; themes or airs with variations op. 20 each 2s; waltzes with accompaniment for 
tambourine and triangle, 5s; |?| overture 4s, overture Zauberflote, Is 6d; duets for two 
performers on the pianoforte op. 28,6s; on two pianofortes op. 34, 6s; an air for two 
performers, 3s; and a collection of songs. They also advertised their patent piano, flutes with 
additional keys and a general catalogue of all their publications'.
17 DJ 19 08 1800 and reprinted until 02 09 1800. Gough had a music business at 4 New 
Sackville Street from around 1798 to 1807. Hogan, p. 102.
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flute, violin and every other instrument to be sold at three-fourths, half and one-third of 
their full prices annexed to them in the catalogues, according as they are new or old 
publications.

In January 1801 he advertised dementi's new patent pianos and in March 1801 advertised 

printed music at 25%, 50% and 70% cheaper than prices elsewhere.18

Up to this point, music retail had been conducted by local enterprises acting as agents for 

London suppliers. In October 1802 a major London firm opening a fully-fledged branch in 

Dublin: 'Messrs Coulding, Knevett and Co. Music Sellers to their Royal Highnesses The 

Prince and Princess of Wales, 45 Pall Mall and Manufacturers of Musical Instruments, 76 St 

James's Street London', opened the 'London Music Warehouse, 7 Westmorland Street ... 

where they intend publishing every new work in future regularly as in London, and where 

may be seen their patent Piano Fortes, Clarinets, German Flutes &c'.19 Goulding and Knevett 

offered to supply wholesale dealers in this Kingdom' and in a significant development, the 

first of its kind in Ireland, announced for subscribers 'a Music Library, upon an extensive 

scale, already supplied with a very valuable collection of music, and to which will be added 

the whole of their future London publications as soon as they can be imported'.20 On 25 

November 1802 they provided a 'Ladies Music Room', being ’aware of the inconvenience 

appending a public shop’, which was stocked with ’the best instruments London can produce' 

and 'all new publications as soon as they can be imported'.21 The establishment of new, and 

what appear to have been substantial, music businesses naturally increased competition and 

smaller or less competitive traders went out of business. On 29 August 1806, T Skellern and 

C Cahill & Co. auctioned 'a number of piano fortes with and without additional keys, 2,000 

lots of music to be sold in parcels according as may answer purchasers &c., ... the entire 

without reserve'.22 This would appear to have been the bankrupt stock of a music business.

The manufacture of instruments by some Irish makers was becoming more systematic. 

William Southwell, born in Dublin around 1756, was apprenticed to Ferdinand Weber in 1772

18 DJ 17 01 1801 with occasional repeat adverts to March 1801: DJ 14 03, 17 03 1801.
19 DJ 16 10 1802. See also ’Goulding & Co', NG. On 14 June 1802 James and William Power, 
two brothers from Calway, opened their Musical Instrument and Music Sellers' business at 4 
Westmorland Street. Despite the competition which their proximity must have heightened 
both seem to have flourished, indicating the strength of the market. DJ 10 06, 12 06 1802, see 
also 'Power, James', NC and Hogan p. 103.
20 Goulding's music business functioned from October 1802 until it was taken over by Isaac 
Willis prior to November 1815, see also below, p. 255 n. 131. FJ 23 11 1815. Both these dates 
are a year earlier than suggested in Flogan, p. 102 and 'Coulding & Co', NC. Willis opened a 
music library in 1820, FJ 25 02 1820, but is now shown not to have been the first as stated in 
error in Collins, Music in Dublin', p. 23. For demonstrations of his instruments, see p. 254.
21 DJ 25 11 1802. A new 'upright grand piano forte by Stodart' was provided and 'a fire 
constantly kept in the room'.
22 The auction was at their premises, 21 Aungier Street, at 12am. FJ 19 08 1806.
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and established himself as a harpsichord maker around 1782.23 He is most noted for 

important improvements in piano design but in 1793 announced pedal harps with an 

improved mechanism.24 In December 1794 he announced, by Royal Patent (number 2017), a 

new improved piano to be manufactured and sold by Longman and Broderip of Cheapside 

and Haymarket in London under licence for fourteen years.25 His new designs extended the 

compass of the square piano by means of 'additional keys' without increasing the overall 

dimensions, and was a major innovation adopted by all subsequent makers. This instrument 

incorporated a new damper action, and further technical improvements would follow with 

patents in 1798 and 1807. In July 1800 P Seybold announced he was leaving Dublin for 

England to superintend the manufacture of pedal harps for which he had recently patented 

improvements.26 He offered that ladies who sent orders would receive instruments 'free of 

carriage to any part of Ireland’. In January 1801 Seybold and his son announced their return 

to Dublin, their intention to teach, and the impending supply of the ’improved patent harps'. 

In March 1802 John Egan drew particular attention to his premises at 25 Dawson Street being 

’the only pedal harp manufactory in Ireland’.27 He emphasised his many years of experience, 

his new and most improved principle’, the quality of materials, workmanship and tone, 

’equal to any imported, and for nearly one-half the price they are usually sold for'. Egan was 

sufficiently confident to guarantee his instruments for one year, accidents excepted’.28

All these developments are indicative of a flourishing market among amateur musicians in 

the middle and upper classes. The growth of music as a recreational interest found 

expression in the development of numerous private clubs, societies and concert series, which 

together form an important context for the continuing development of the public concert 

tradition.

Private concerts in the houses of the social elite formed an elegant entertainment for family 

and friends. They provided an opportunity for both adults and children to display their 

musical abilities and conferred evidence of skill in execution and sophistication in taste. The 

attendance of professional musicians at such gatherings occurred in a variety of guises: on the

23 ’Southwell, William’, NG. For his premises in Dublin, see Hogan, p. 107, and activity also, 
Valera, ’Two Eighteenth-Century Musical Instrument Makers’, pp. 126- 131.
24 FJ 18 04 1793.
25 FJ 30 12 1794 and regularly thereafter until March 1796.
26 DJ 03 07 1800, his address is given as 69 Aungier Street and on his return in 1801 as 23 
Stephen Street. DJ 24 01 1801.
27 DJ 11 03, 13 03, 16 03 1802. By such an announcement he was deliberately taking advantage 
of general calls for the support of Irish manufacture at this time.
28 Egan was the leading local manufacturer and in 1809 was appointed Harp Maker to 
Dublin's Irish Harp Society. He announced new Irish harps in 1809, an improved model in 
1812 (see below p. 270), and in 1816 the development of a double action harp. FJ 15 10 1809,
28 05 1812, 31 12 1816,12 04, 22 04 1817. Egan continued in business until 1824; thirteen of his 
harps are currently in the National Museum of Ireland. Hogan, pp. 106,108.
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most formal occasions they were brought in to give a concert; on less formal occasions they 

attended to support or accompany their pupils or other amateurs. Musicians had a strong 

motivation to attend these social gatherings: they increased their personal standing, pro\ ided 

an opportunity to display their own abilities and enhanced the possibility of future 

employment. McVeigh comments that in London some performers considered that the prime 

function of public concerts was to attract pupils.-"' The same may have been true of some 

performers in Dublin.

Private musical organisations

There were a number of organisations which specifically promoted private amateur 

performance. The Anacreontic Society was founded in 1740 to facilitate the performance of 

instrumental music and was active until 1865.'" If it kept records these are no longer extant 

and there is no evidence, as yet, of its activity prior to 1794. 1 he Society was intensely private 

and references in the press were few and far between. Only two members have been 

identified from this lime, Rev Michael Sandys as President in 1794 and Rev John Bayly as 

President in 1S04: both of whom were members of the cathedral choirs. "

In 1796 the Charitable Musical Society announced two concerts under the direction of The 

Lord Bishop of Kildare and the Gentlemen of the Private Theatre and the Anacreontic 

Society'.'* Individual members or the Anacreontic Society as a group may have provided 

music for the Gentlemen of the Private Theatre when required, as it may be suspected that 

their membership was drawn from the same strata of society. It was their social status which 

lent prestige to Stevenson’s concert in May 1794 which he advertised under the patronage, 

among others, of all the Noblemen and Gentlemen of the Anacreontic Society ." Similarly 29

29 McVeigh, Concert life, p. 8.
*’ Flood suggests the Society was founded in 1729 but may have confused it with the 
Academy of Music which was influential in the building of Crow Street Music I lall, noted 
above p. 106. 1 fogan gives 1740 from Conran, The National Music of Ireland, p. 249. Boydell 
includes the 1729 from Flood, and also 1740. I lis later reference in appendix 1 to 1749 seems 
to be a typographical error for 1740. Boydell provides 1865 as the final year of their activity. 
See, Flood, History, pp. 275, 432, I logan, p. 75, Boydell, Music, 1700 - 1850, pp. 608, 621 
(appendix 1). It is established from the Anacreontic Society's centenary concert in 1840, at 
which Liszt played, that 1740, is correct.
M Sandys is identified in the ticket distributors for the Irish Musical Fund in 1794. Chron 
1794: 1. An earlier Rev Michael Sandys noted at Christ Church in 1764 and 'deceased' in 1774 
was possibly his father. Burra Boydell, Documents', pp. 123, 169. It seems that the second 
Michael Sandys was organist at St Patrick's in 1769, a lay vicar there in 1772 and by 1778 a 
cleric appointed Minor Canon and Dean's Vicar. Grindle, p. 224, Flood, I listory. p. 305. I le 
played oboe in 1787 and double bass in 1788 at the Commemoration of Handel performances. 
See Appendix 6. Bayly was identified at the Annual Gala Dinner of the I libernian Catch Club 
in 1S04. DJ 25 02 1804. A further namesake is noted above, p. 125.
"  Chron 17%: 6, 7. Noted above, p. 84.
"C hron 1794: 3.
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Thomas Philips announced his benefit performance of the comic opera Abroad and at 1 lome 

and the farce The Deserter at the Theatre Royal on 13 April 1803, under the patronage of the 

Hibernian Catch C lub and the Anacreontic Society.'4 This may suggest that the two 

gentlemen had links with the Society and, as Stevenson's event was a concert, perhaps they 

assisted as performers. The support' of the Anacreontic Society was acknowledged, with 

other amateur organisations, among the performers announced for the concert in aid of the 

fund to erect a monument to Lord Nelson in January 1806 and it is likely that they played on 

this occasion. ^ Aside from the references noted above, no indication of their acti\ ity has as 

yet been found until 1817, when they played in two charity concerts at the Rotunda on 14 

and 20 May. ^ The Anacreontic Society appears to have comprised an affluent membership 

dedicated primarily to the pursuit of their own interest in instrumental music and seems to 

have held no particular desire to attract a public profile.'■

The earliest record of the activity of The Sons of Handel appears in Walker s Hibernian 

Magazine of February 1790. The following report is given in the Domestic Intelligence' 

columns which reviewed the events of that month:1''

12th February. The Society of the Sons of I landel, performed a grand selection from the 
works of that unrivalled master, at the Methodist Preaching-house in Whitefryars Street 
for the benefit of the sick poor. Many persons of fashion were present, among which 
were the Archbishop of Cashel and family, Lord and Lady Belvedere, Lord Cloncurry, 
&c. and all agreed in bestowing their highest applause on the performance, and on the 
superior manner in which it was conducted.

The Society seems to have been founded before 1790 but no indication of precisely when has 

yet been confirmed.'1' Professional musicians may have taken some part in the activity of the 

Society but it seems to have been a private amateur organisation. They had a particular 

relationship with the Irish Musical Fund Society and assisted in their performances most 

years between 1795 and 1805.40 Given their apparent enthusiasm for the composer, 

individual members or the Society as a whole may have been involved in earlier or later * 16

44 This event was primarily dramatic and is not included in the ’Chronology'. FJ 05 04 1803.
'r> It was announced that the members of the Hibernian Catch Club, the Irish I larmonic and 
the Anacreontic Society have also determined to give their support'. Chron 1806: 1.
16 The first for the poor of the city and the second for the I lospital, see FJ 02 05 to 21 05 1817.
' They were the first to use the title ’Anacreontic1, coined from Anacreon, the sixth-century 
BC Greek poet and musician, and predate the societies formed in London in 1766, Norwich c. 
1795 and Belfast in 1814. It is possible that the Dublin society had an influence on the 
establishment of the London society through such figures as the first or second Barons 
Mornington, and it must certainly have been known to the Belfast society. 
w WHM February 1790, p. 190.
v' Boydell suggests it was founded by Francis Robinson senior in 1810, which should be 
revised, but would indicate Robinson's involvement at this time. Boydell, 'Music, 1700 - 
1750' p. 609, Dublin', NG.
40 Only their secretary and two or three possible members can be identified in these years.
For details see below pp. 187, 188.
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commemoration performances, but they «ire not identified again until the years 1822 to 1824, 

when they held private concerts and annual dinners." I heir association with I landel and the 

Commemoration performances has perhaps led to the assumption that this was purely a 

choral society, hut this was not necessarily the ease. I heir activity in the 1820s vsas as a 

choral and instrumental society, and they presented vocal music, mosti) by Handel, along 

with symphonies by I laydn, Mo/arl and Alday. It is possible, and seems more likely, that it 

w as a choral and instrumental society from its foundation.

On 41 March 1824 the Sons of I landel presented their Anniversary C oncert . Although it was 

not announced publicly in the press beforehand and seems to have been a private concert, the 

review which describes the performance in some detail does portray it as a special occasion. 

bounded before 1790, the Society may have been celebrating its 45th or perhaps 40th 

anniversary', these being the two closest possibilities for special celebration. I his would place 

its foundation in 1780 or 1784. I he earlier year was the annus mirabilis' in the posthumous 

performance history of Handel's music with the first ol the C ommemoration performances in 

London, and marking the Society's activity in decades would favour its foundation in 1784. 

The coincidence ot developments in London and Dublin is quite possible, but such neat 

parallels ought to be treated sceptically. 1 he case for 1780 is not necessarily strengthened as a 

result, or because this date is closer to the earliest reference lo the Society identified thus far. 

The private nature of its activity seems to have escaped press attention from 1805 to 1822, and 

it may certainly have done so earlier. The year 1824 could even have been its 50th 

anniversary and its foundation date remains unknow n .'1 The Sons of Handel appear to have 

been an independent amateur society and, while they assisted in the Irish Musical l und 

Society performances, their main activity was the pursuit of their interests in private 

performance. The Sons of Handel may have merged into the Antient Concerts Society- 

founded by Joseph Robinson in 1834.41 42 * 44 45

Tantalising references in (he press suggest other private concert organisations were active:4'’

41 See FJ 06 03 1822, 03 04 1824, 14 12 1824.
42 FJ 03 04 1824. The concert conducted by Francis Robinson (junior) was reported to be the
first in Ireland to use Mozart's orchestration of I landel's Messiah in its selection of items.
44 Reports that the Society was 'founded by the choristers of the cathedrals', and that it was 
formed to support the I landel commemorations' should be revised. I logan, p. 80, and 
Collins, 'Music in Dublin' p. 21 respectively.
44 The Antient Concerts Society was active until 1863, when Joseph Robinson resigned as 
conductor. Philip Shields, the current Librarian of the Royal Irish Academy of Music, has 
shown that parts used by the Sons of I landel passed to the Antient Concerts Society.
Copyists' parts of I landel's I .'Allegro stamped Sons of I landel' are overlaid with the stamp of 
the Antient Concerts Society from 1835. In 1872 the Academy purchased the music of the 
Antient Concerts Society to run a choral class, which included parts printed for the Dublin 
Subscription Concerts' of 1834. Shields, The Special Collections’, pp. 478 - 482.
45 FJ 17 03, 17 04 1798 respectively.
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Amateurs Private Concerts
Under the Direction of Mr Ynnievvicz, No 4 New Sackville Street.
| he Noblemen and Gentlemen on the Committee for conducting the Concerts are 
requested to meet on Wednesday the 23rd of March inst., at three o'clock, in order to take 
in Consideration a Plan intended to he laid before them by Mr Yaniewic/, lor the 
Continuance of the Concerts after the present set, for which he is now engaged, are over.

Amateurs Private Concerts
Under the Direction of Mr Yaniewicz, No 4 New Sackville Street.
The Committee for conducting the Private Concerts, beg leave to acquaint the 
Subscribers, that the first Set ended on Thursday last, and the new Set will commence on 
Thursday next, and that Ladies are to be admitted in every night of performance. 
Particulars w ill be learned from any of the Noblemen or Gentlemen of the Committee, or 
from Mr Yaniewicz, as above.

No indication is given of the venue, the number of concerts, the performers except for 

Yaniewic/, or of the repertoire. The implications of the notices were that private subscription 

concerts had been given by the amateurs, possibly each Thursday from the middle of March 

1798 or earlier, and that while they had intended to conclude the concerts on Thursday 12 

April, they accepted Yaniewic/'s proposals for a second series beginning on Thursday 19th. 

Pile concerts were organised by a committee of noblemen and gentlemen w Inch may imply 

Yaniewicz's direction' may have been as the leader. The identity of the amateurs remains 

unknown, but the Anacreontic Society seems the most likely possibility. How extensive this 

series was and whether it occurred in other years is also unknown.

Other organisations were only semi-musical in their nature. These included the dining clubs 

formed among the gentlemen of society, and whose purpose w as primarily social. Members 

gathered in the convivial surroundings of a tavern for dinner and passed numerous loyal 

toasts punctuated w ith a variety of songs, duets and glees, some of which were composed or 

adapted for the occasion. The earliest organisation, the I libernian Catch Club, also known as 

the Glee Club, was founded around 1680 by the vicars choral of SI Patrick's and Christ 

Church Cathedral. Records of the club go back to 1770, when lay members were admitted.4* 

Current members of the cathedral choirs continue the activity of the f libernian Catch Club to 

the present and it is claimed, not w ithout reason, to be the oldest surviving musical society in 

Lurope. Around 1753 Thomas Sheridan, manager of Smock Alley Theatre from 1745 to 1758, 

founded the Beefsteak Club which, with occasional breaks, lasted for almost one hundred 

years.4 Its activity may have been masked, at least as far as the attention of the press was 

concerned, by that of other clubs in the period before 1806, but a Grand Gala w as planned for 

21 June 1808 at the Rotunda with dinner at 6pm and the evening featured a specially * 1

46 Boydell, Calendar, p. 267, 'Dublin', NG. I he records are held in Marsh's Library, Dublin.
1 Most unusually the actress Peg Woffington was its first president, but she was the only 
woman admitted. I logan, p. 74.
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composed ode with full chorus by Stevenson.4M Meetings of the club held .it Morrisson s 

Tavern Dawson Street were reported in detail in 1810, 1811 and 1817.1 ' In 1818 an attendance 

of 140 people was reported.

The Irish Harmonic Society, instituted for the promotion of good-fellowship and harmony1, 

was founded by John Stevenson and John Spray and met at Atwell s Tavern Cope Street on 

Saturday 22 January 18G3.* *1 The first meeting attracted upwards of one hundred members , 

the Right Honourable Judge l ord Krankford was voted President, with Arthur Hume 

Treasurer and the presence of the bari of Westmeath, the Karl of Donoughmore and l ord 

Tyrawley was reported. A subscription of almost £330 was collected to defray the expenses 

of the club, and regulations were adopted for the admission of new members, w ho paid ten 

guineas entrance and two guineas per annum. At the second meeting in 1 farrington s Tav ern 

Grafton Street on 2l> January, with dinner at 3:30pm, the attendance had grown to 110; at the 

third meeting on 2 March it reached 130; and the fourth on 23 March was attended by the 

thirteen officers and 100 members.*2 After the second meeting it was reported that there 

were 100 candidates wailing to join and that the committee was obliged to limit membership. 

At the fourth meeting a Gala was planned in honour of the Lord Lieutenant, the Karl of 

Hardwicke, to which the principal nobility and gentry and most of the amateurs in town 

were invited'. This was lield at the Rotunda on Wednesday 4 May 1803, was attended b\ 

almost 200 people, and did not finish until lam.*' This activity illustrates the strength of the 

market in Dublin for such clubs.

Toasts lo thè monarchy, to thè Brilish and Irisii military, and to military heroes, confimi thè 

obvious suppuri for thè politicai establishment expressed in sudi clubs. A good example 

Comes troni thè report of thè fonrtli meeting:*4

Imperiai George witli "God save greal George our King" in a full chorus.
The Irtsh I laminine Club with I he Charter Glee" | Raise thè song and slrike thè harp, by 
Stevensonl and T o  our I larmonic Club" by Warren.
The Queen and Royal Kamily with "Kejoice, for Apollo has leni us his ly re" by J 11 Burges

48 FJ 18 06 1808. The Karl of Arran was reported to Ih* the President.
4‘* FJ 08 12 1810, 28 01 1811, 13 01 1817. These were often attended by the principal singers 
from the theatre and cathedrals. The last report is particularly detailed and identified a 
distinguished gathering of vocal and instrumental musicians: vocal, 'Messrs Philipps, Spray, 
Jager, Smith, Duncan, Blewitt, Weyman, Willis, Sir John Stevenson'; instrumental. Signor 
Spagnoletti and Alday, on the violin and Monsieur P Krrard on the pedal harp . 
r<l FJ 04 04 1818.
M DJ 27 01: FJ 23 01, 27 01 1803. Stevenson and Spray were toasted on this occasion as the 
original promoters of this musical club'.
*2 These meetings were in the same venue, beginning at the same time. For details see DJ 03 
03, 26 03: FJ 01 02, 03 03, 26 03 1803. 
v  FJ 07 03 1803.
M K| 26 03 1803.
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His Royal Highness the Prince of Wales and The British Harmonic Club with T he 
meadows look cheerful harmonized by Hr Stevenson.
His Royal Highness the Duke of York and The Imperial Army with Britons Strike 
I fome".
lbs Excellency the Lord Lieutenant with "Awake! Awake! Apollo calls'
The Naval I leroes of the Lmpire with "Rule Britannia".
Her Excellency the Countess of I lardwicke, the Patroness of Music and the Arts in 
Ireland. Glee by Mr Moore composed Ln Dr Stevenson "You Ladies of our lovely Isle 
l ocal Yeomanry of Ireland with T low shall we mortals spend our hours?" by Sacchim. 
Men of courage who sacrifice political and religious differences w ith Give me the I larp 
of I- pic Song" by Dr Stevenson.
The I libernian Catch Club and its festive members with "Great Father Bacchus".
In addition to the foregoing were given a great variety of I oasts, Sentiments, appropriate 
accompaniments and single songs, too numerous for insertion.
The I lealth of the President with the glee "Life's a bumper filled by fate" by Gay.
I o the next meeting of the Club with I he Ram of Darby •

Also of note is the endorsement of toleration in the toast to Men of courage who sacrifice 

political and religious differences', and the reference to I homas Moore. At the first meeting a 

toast was given to The ln<h Anaamn whose genius and accomplishments are an honour to 

this country, and an ornament to Society'; and at the second meeting a toast to Mr Moore, 

may Ireland long continue to enjoy his native genius and talents with lo Anacreon in 

heaven The association of Moore and Anacreon may have stemmed from both being 

poets and lyricists but also from Moore's Odes of Anacreon, a translation published in 1800.'*’

At the second meeting of the Irish I larmonic Society, on 29 January 1803, Pendero [Prvnderb 

quel hrunettino| was sung by M r Moore and Mr Kelly' following the toast to the loyal 

Yeomen of Britain and Ireland'; and La mia Dolabella’ |l,a mia Dorabella] was sung by Dr 

Stevenson, Mr Moore and Mr Spray' following the toast to the Mother of Beauty and 

Harmony'.s7 The duet and trio from Cost fan lutte are so far the earliest items of Mozart's 

operatic music positively identified to have been performed in Dublin. T he first performance 

of a symphony by Mozart, or at least part of one, described as New Overture (Manuscript)', 

occurred at Salomon's benefit concert in the Rotunda series on 23 June 1789, and Bellamy 

sang a New Song by Mr Mozart' at his benefit in the Theatre Royal on 7 July 1802.'"' I lad the 

M r Kelly' been Michael Kelly a neat connection might have arisen in the reception of

”  FJ 25 01, 01 02 1803. To Anacreon in heaven' composed by John Stafford Smith was the 
charter song of the Anacreontic Society in London, and was later adapted as the American 
national anthem The Star-Spangled Banner'. 'London, $VI, 4 (i)', NG; Smith, | S', NC.

Jcffares, Anglo-Irish Literature, p. 102. 'Give me the harp of epic song listed above, set as a 
glee by Stevenson, was among Moore's translations of Anacreon. Moore's collaboration with 
Stevenson in the Irish Melodies publications is discussed below, see pp. 265 268.
’’ F| 01 02 1803. In what may be a simple coincidence the second toast was also followed bv 
'Whilst the merry pipe we play'. No further information is given but could this have been 
music from Die /aubertjote in English translation?
*  I logan, p. 52, Boydell, Rotunda, p. 137, FJ 26 06 lo 06 07 1802. The song was inserted in 
O'Keefe's comic opera I'ontainbleau.
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Mozart's music m Dublin through .1 personal acquaintance of tin* composer, but it was not 

quite so. Mr Kelly' was Joseph Kelly, Michael's brother and a leading member of the 

Society ."1 Joseph kelly introduced Moore to Michael Kelly in London in 1801, who 

persuaded him to provide the libretto for The Gipsy Prince, performed at the Maymarket 

Theatre on 24 July that year."" Salomon almost certainly brought manuscript parts w ith him 

from London, but the connections with Michael Kelly are somewhat coincidental. I lie role of 

the music trade was much more significant. Mozart's music may have transferred to Dublin 

quite soon after it became available in London. It may have been imported by local music 

sellers, or, prior to 1801, may have been published by the thriving reprint industry . Details 

remain unknown, but the process accelerated from 1801 when firms like Broderip and 

Wilkinson or Moulding and Knevett established agencies or opened local branches. A 

selection of Mozart's chamber music made available through Broderip and Wilkinson s 

agencies has been noted above."' The performances from Co si fan tutte confirm that items by 

Mozart were performed in private settings. Some may have become well known in this 

context before being performed in public concerts. I he items from C osi fan tutte were among 

a selection of operatic music by Mozart performed for what would appear to have been the 

first time in public concerts during Stevenson's subscription series in 1805."-

As a consequence of the profile attained by the Irish I larmonic Club, greater attention was 

paid m the press to the Hibernian Catch Club. I here may have been a gentle reminder to 

prospective members of their precedent for convivial musical meeting contained in the report 

of the Annual Gala Dinner held by this ancient and respectable club at I larrington's Cavern 

Grafton Street on 21 February 1804, at which 150 members of the first rank and consequence' 

attended."' A meeting of the loyal and ancient club at Atwell's celebrating St Patrick's Day 

m 1804 was also announced."4 The Hibernian Catch Club and the Irish Harmonic Club 

received significant public attention in the early years of 1800 and there is no evidence of 

significant rivalry between them, or with the Beef Steak Club, (here may have been an 

element of common membership. The gala dinner given by the Hibernian Catch Club in 1804 

was attended by many of the Irish Harmonic Club, including Lord Frankford the President, 

and the two founders, Stevenson and Spray.""’ The new club may have initiated or reflected 

the increasing popularity of (his type of private music-making, but the coexistence of three * 62

Identified in FJ 25 01, 01 02 1803. Composer of the song T he seven reasons for drinking' 
performed at the first two meetings, and thanked for having contributed so materially to the 
happiness of the Club.

The work was soon withdrawn but this began Moore's career as a writer for the stage. 
Kelly engaged George Colman to compose the music. Kelly, Reminiscences, p. 262.
"' See p. 127 n. 16.
62 For details see below pp. 158, 159.
MD| 25 02 1804.
M FJ 13 03 1804.
" 'D J 25 02 1804.
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such clubs perhaps until 1S 14, and the two amateur societies who made occasional 

appearances in public concerts, undoubtedly influenced concert life.

Two aspects of private music making are particularly relevant in the context of public 

concerts: the role of private performances in the introduction of new repertoire and the extent 

to which private activity supplanted or encouraged public concert activity. Private musical 

organisations may have pioneered the introduction of new repertoire and the chronology of 

developments may have occurred differently and earlier in private rather than public 

circumstances. Such organisations were less constrained by the commercial reality of the 

market place and the conservatism of public taste, and were better placed to adopt an 

experimental approach. In this respect they may have provided a relatively risk free 

environment which enabled performers to explore new repertoire and gauge its quality and 

likely success. One area of innovation, the introduction of Mo/art's operatic music, was pre

empted in the private gatherings of the Irish Harmonic Society and it is quite possible that 

other repertoire was introduced in Dublin in private performances, perhaps most likely by 

the Anacreontic Society. McVeigh comments that in contrast to its occurrence in public 

concerts in London, 'Mozart's music was much more frequently heard at the semi private 

Anacreontic Society, where piano concertos and chamber music were introduced between 

1786 and 1788'.1,7 I lis report that not one public performance of Mo/art's chamber music has 

been identified in this period' f lo 18001 underlines the importance of the Anacreontic Society 

during the initial phase of the introduction of Mozart s music in London. McVeigh contends 

that the Society's performance of new repertoire not adopted at this stage in public concerts 

seems to suggest a rare discontinuity between professional aspirations and public taste'.'’8 

Although there is insufficient evidence of the music performed in private concerts in Dublin 

to confirm such a disparity, the example of London emphasises the possibility of a more 

adventurous approach to repertoire in private performances.

The relationship lx1 tween private and public musical activity is important. On the one hand 

private musical activity may have detracted from public concerts but conversely it may also 

have fuelled interest, and both factors appear to have influenced concert life during the 67

H' Irish I tarmonic Society meetings continued to be reported. Sixty-one members attended in 
May 1811, which is smaller than before but not low enough to conclude the club was fading.
A meeting of The I larmonic Club' took place in May 1812 and in April 1815 the third 
meeting of the season of the I larmonists' Society was announced by Robert lager the 
secretary. These were presumably by the same club but no further reference has been found 
and it seems that its activity ended after 1815. I'or its activity from 1803 see DJ 31 01, 16 02, 28 
02 1805: FJ 17 11 1803, 09 06 1804, 14 01 1806, 08 02, 1112 1809, 22 01 1810, 20 05 1811, 02 05 
1812, 26 04 1815. A report that it ceased in 1810 may be revised. I logan, p. 75.
67 He also reports a new manuscript symphony heard at the Anacreontic Society late in 1788 
does not seem to have reached public concerts'. For comments on the reception of Mo/art's 
music in London prior to 1800 see McVeigh, Concert life, pp. 127, 128.

McVeigh, Concert life, p. 127.
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transition from the eighteenth to the nineteenth century. The largely unseen tradition of 

private music making sustained a vigorous music trade and an increasingly significant range 

of private musical clubs and concert series. During the lean years for public concert activity 

predicated upon political uncertainty, the balance of circumstances suggest that private 

music-making assumed the function of public concerts and may have provided musicians 

w.th the means of sustaining their social and financial position. Private performances, both 

formal and informal, professional and amateur, went a long way to fulfil the demand for 

musical entertainment, but the expansion of private activity also created a new demand and 

,t was against this background that the revival of public concerts took place.

It has been illustrated thus far that the context for concert life was shaped by a complex 

balance of political, social and economic factors. It has also been shown that, central to 

domestic political circumstances, the Rebellion had a more lasting and negative influence on 

concerts than the Union, which had little, if any, immediate effect This realigns the 

traditional perception of influence. Aspects of intellectual and cultural life, and the physical 

and musical resources of the city, reveal a suitable environment for concerts. The following 

chapters will proceed to substantive treatment of public concerts, discussing in turn the three 

broad forms of promotion in the period to 1806: concert series; sacred concerts; and benefit

concerts.
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Concert series

I he subscription concert series was a feature of musical life in London from as early as 1729.' 

With the rapid expansion of concert activity from the early 1750s, the promotion of 

subscription concerts increased from one major series each year in the 1750s, to as many as 

three or four in the 1770s.‘ In the early 1790s, at the height of what was referred to as the 

current rage for music', four subscription series vied for the attention of the London 

audience: the Professional Concerts (1785 1793); Salomon's Concerts (1786, 1790 - 17%); the 

Concert of Antient Music (1776 - 1848); and the Vocal Concerts (1792 - 1794).' McVeigh 

comments that in London the subscription principle was a critical factor in the expansion of 

public concerts and that the system was much more than a convenient method of financial 

planning,, for the expense defined prestige and effected social screening'.1 * * 4 * * Comment has been 

made above on the financial and social implications of subscription series.^ I he follow ing 

w ill examine attempts to re-establish subscription series in Dublin in the difficult political 

circumstances after 1792 and their eventual role in the renewal of concert life in the early 

nineteenth century.

When the long tradition of summer concerts at the Rotunda ceased in 1791 the subscription 

series was for a time no longer a feature of concert life in Dublin. In the years to 17% there 

were apparently no attempts to use this model of promotion, indicating a general perception 

that the prevailing circumstances were not conducive to the promotion of more than one 

concert at a time. At the beginning of the period there was one exception to the general 

pattern. In 1792 Tommaso Giordani promoted a series of Three Spiritual C oncerts'. Lhese 

concerts marked a significant occasion in the concert history of Dublin, the public debut of 

the child pianist John Field.h

Giordani had been a leading figure in the musical life of the city for many years and was 

identified in six of the ten concerts in 1792, including his 1 hree Spiritual Concerts'. Born in 

Naples around 1733, he began travelling through F.urope around 1745 as part of an opera

1 The earliest record of the subscription system dates from 1729 when it was used at 
I hekfords Room in James Street. An annual series of twenty concerts was given, at first 
promoted by Geminiani, from 1731 to at least 1738. London, §VI, 1: Concert life', NG.
Concerts had been given as a weekly series from as early as 1689. McVeigh, Concert life, p.
13. For details of subscription concerts in London see McVeigh, Concert life, pp. 11 - 27.

McVeigh, Concert life, pp. 168, 169.
' McVeigh, Concert life, pp. 1, 17, 18.
4 McVeigh, Concert life, p. 6.
'' See above, pp. 82 84.
h They were also the only public concerts in Dublin in which Field has been identified.
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company, most of whom were members of his family. He was a prolific composer, 

particularly of opera and other music for the theatre. I lis family's opera group appeared at 

Covent C'.arden in 1753 and 1756 and made their first appearance in 1311111111 in 1764.“' In 1769 

he took leave of Vauvhall pleasure gardens in London to conduct the concert series at the 

Rotunda.1' In 1784 he settled in Dublin and in collaboration with the Jewish singer Michael 

I .coni, whom he accompanied at the Rotunda series that year, opened an English Opera 

House at the Little Theatre in Capel Street.7 * 9 10 This opened on 18 December 1783 but by July 

178-4 was bankrupt. In 178-4 he was engaged by Richard Daly as composer and arranger at 

the Smock Alley I heat re and in 1787 he became music director at the Crow Street I heatre. 

Giordam enjoyed a high reputation and was the leading composer in Dublin at this time.

Giordan is  series of Three Spiritual Concerts’ were announced for Saturday 24 March, 

Wednesday 4 and Saturday 14 April 1792, at the Rotunda, under the patronage of the first 

Nobility and Gentry’. "  Me seems to have been confident from the outset that his proposal 

would be supported. The first announcement provided the public with rather less notice 

than the week or more which was usually given, and the admission price, 7s British or 1 

guinea for three concerts', offered no reduction to encourage people to attend all three events. 

When details were published, on the day of the concert, the attractions became clear. Chief 

among these were Master Eield, a child of eight years of age' and the celebrated Madame 

Gautherot'. Field’s youthfulness was deliberately exaggerated as was common; he was in fact 

nine years and eight months, but the main attraction was Gautherot.

Louisa Gautherot, nde Deschamps, had made her first appearance in Dublin on 24 March 

1791 at the second concert of the subscription series promoted by Dr Lingrishe Doyle in the 

Public Rooms of the Rotunda.12 Pieltain had originally been engaged as leader but w hen he 

failed to turn up to the opening concert on Friday 4 March the series was suspended and 

Doyle was obliged to go to London to seek a replacement.11 He may have heard Gautherot 

perform at a concert in the Hanover Square Rooms on 11 March, but her engagement as

7 Giordani, Tommaso', NG.
H Details of the company and their visit are given in Walsh, Opera 1, pp. 118 113.
9 For details see Boydell, Rotunda, pp. 85 - 88.
10 Leoni, born Myer Lyon c.1745 d. 1797, was a tenor or counter tenor who had appeared in 
previous Rotunda summer concerts in 1777 and 1779. Boydell, Rotunda, pp. 125, 219.
"  Chron 1792: 4, 7, 8. The advertisement of the first concert gave the date of that performance 
only. The dates of the others were advertised as they came along. The title may have derived 
from occurring in Lent or from serious' programmes. There were two instrumental concertos 
in each concert and three in the 'Spiritual' concert he promoted in 1801. Chron 1801: 4, see 
also above, p. 69.
12 For details see Boydell, Rotunda, pp. 142 - 147, 170.
u Dieudonm'-I’ascal Pieltain from the South Netherlands had been involved in the Concert 
Spirituel in Paris trom 1776 and had appeared in London in the orchestra of the I lanover 
Square Rooms and Vauxhall Gardens from 1782. 'Pieltnn', NG.
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tv.utvr w„  rtMii.irk.ible 14 She iv.it one of the very few female violinists lo appear in Dublin 

ami the only one to lead an all male orchestra. McVeigh comments that the violin was 

recorded as Inns,calls unsuitable [nr ladies' and that as the instrument „1 the leader „ was 

a symbol ol dominance'.'' One commentator wrote that he had no objection lo the efforts „1 

Ihe set on the Violin', but that ,t ret,u,res the more muscular tone of a man, than the delicacy 

ol ten,ale nerves to accomplish the instrument'. '* Similarly, while Parke acknowledged 

(.uuthorol s ability in a violin concerto given at Coven. Carden shortly alter her arrival in 

1780 he remarked that the ear. however, was more gratified than the eye by this lady's 

masculine e lh .r f ."  An engraving ol l-ouisa Cautherol is included as Illustration 10.'» 

McVeigh concludes that, despite recurrent criticisms, boll, |Muddnle„.,| Si,m en and 

Cun.hero, achieved genuine celebrity lor their performance ol the most demanding violin 

concertos of the day'.'" Prom Doyle's point ol view she was a distinguished player with a 

well established reputation in l.ondon, always a useful selling point in Dublin, and more 

importantly was available at short notice, t he appearance ol a ten,ale leader would certainly 

have attracted the attention ol Ihe Dublin public but whether Doyle benefited or not remains

unknown.3’

lohn Field was born in Dublin in July 1782 and probably received Ins first musical training 

from Ins father, Robert, a long-established violinist in Dublin. Farly keyboard lessons may 

also have come from his paternal grandfather, also John Field, or Ins maternal uncle, Mr 

Marsh, both of whom were Dublin organists.2' From Ins appearance in tins series it is 

reasonable to conclude that he received his first formal training from Ciordani. I lie first 

concert announced songs given by two local singers, David Weyman and Mr Small, and a 

quartet by the musical children'.22 Field made his debut with an arrangement for piano, 

perhaps by Ciordani, of 'Madame Krumpholtz's difficult Pedal Harp Concerto'. At the 

second concert he performed a piano concerto by Ciordani and at the third an unattributed 

concerto and sonata. The first concert began with a new overture' by I laydn, perhaps from

14 McVeigh has identified her in ten concerts between 9 February and 22 May 1789 and three 
each in 1790 and 1791 and one in 1794. McVeigh, Database, this information is quoted from
Johnston, p. 232.
|r’ McVeigh, Concert life, p. 87.
Ift McVeigh, Concert life, p. 87 quoting from Th? M.QDliO£ Cm? flick of 15 March 1791 on the 
performance of Agalhe-Klisabeth I lenriette I.arrivei.
,r Parke, Musical Memoirs, vol. I, p. 129, quoted in Boydell, Rotunda, p. 144.
ih j  he engraving is reproduced from Boydell, Rotunda, p. 145, sourced from The British
Museum.'The engraving, by F Bartolozzi after P Violet, was published in 1791. Cautherot,
HIM..
lv McVeigh, Concert life, p. 87.
31 I here are no indications of how well she was received at the 1791 series given in Boydell, 
Rotunda.
21 Field', NC and Flood, History, p. 324. I lis uncle is suggested in de Valera, lohn..FieUL P 4.
22 Mr Small was an amateur singer who appeared in the Rotunda series in 1791. Boydell, 
Rotunda, pp. I ll, 143, 146.
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tin* first sot of London symphonies, and concluded with a new Kyrie and Gloria hv 

Giordani.2-' The first performance was well received. The Haydn overture was well and 

correctly given ; VVeyman s song had that energy and force which his extensive powers of 

voice are so well adapted to impress'; Small was distinguished in that correctness of manner 

truth and sweetness of tone that eminently mark that excellent singer, which might suggest 

he sang tenor. Gautherot did credit to her established reputation for brilliancy of imper 

rapidity of execution, and elegance of tone', but the highest praise went to f ield, whose 

Playing was really an astonishing performance by such a child, and had a precision and 

execution far beyond what could have been expected'.* 24 There was no mention of the other 

musical children’.

It appears that Giordani was over confident about the support of the public [he 

announcement of the finit concert was quite late.25 The audience was described as 'polished 

and perfectly fashionable' but from want of proper notification or from some other 

untoward circumstance, by no means numerous'. It was regretted that the poor attendance 

might throw a damp on an elegant kind of amusement much wanted in this citv . Giordani 

apparently took no measures, in the press at least, to widen his publicity. Perhaps he had 

already sold enough one guinea tickets to cover the expenses, or, as often happened the 

attendance may have picked up following the first concert. There was no indication of how 

the rest of the series fared. Giordani directed the Commemoration of Handel in 1799 

performed as a pianist in Master Moran's concert in 1800, and held a benefit concert in 1801 

but is not identified in any other concert performances from 1792 until his death in 1806 

He remained active in the theatre but the Three Spiritual Concerts' were effectively his last 

major initiative in concert promotion, indicating the general problems.

tentative steps towards subscription series: Mahon. Clarke and Yamewic/

After 1795 three promoters began to work towards concert series rather than single events. In 

1796 the first signs appear of a move towards the full réintroduction of subscription concerts. 

This was perhaps an experiment designed to gauge how the public might react An 

important factor was the arrival of John Mahon. As a previous visitor to the city, he was less

2' I laydn s symphonies no. 95 and %  had been played in London in 1791 and theoretically 
could have been among the music of I laydn performed in Doyle's series. Symphonies no 91 
and no. 98 had by now also been played, and may also have been among the selection ol 
new' works available. No. 94 was performed in London on the day before Giordani s series 

began and no. 97 was given later in early May 1792. I laydn, Joseph, $ 5: London visits , NG. 
For Giordani's Kyrie and Gloria' see above p. 69.
24 D IT  27 0.1 1792*.

F| w as the usual paper for concert announcements but none were placed in HIT or DJ.
HIT was the only newspaper of these three to print a review and only of the first concert. 
*C 'hm n 1799: 12, 1800:5, 1801:4.
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likely to tn* dissuaded by political events than musicians visiting for the first time. Mahon 

arrived in Dublin with his sister Mrs Sarah Second, having come from Edinburgh, and he 

formed a partnership with Dr John Clarke.* Clarke was an English organist and composer 

born in Gloucester on 13 December 1770. He studied with Philip Hayes at Oxford and 

graduated B.Mus. in 1793, shortly after which he came to Ireland." By 17% he was living in 

Dublin at 16 Charlemont Street, having received an honorary Mus.D. from Dublin University. 

C larke and Mahon both had experience of organising concerts in Dublin. In early February 

,7 %  they announced Two Grand Subscription Concerts' to be given at the Rotunda." 

Although a partnership would halve the potential profit, it also halved the risk of loss. 

Clarke and Mahon obviously recognised that the circumstances were not yet suitable for a 

series of greater length, but their scheme at least enabled them to test the public s reaction.

T he first concert was announced for 27 February but was postponed twice to 12 March, which 

may suggest that not enough subscribers had come forward. The musical forces included 

Sarah Second as the principal vocal attraction. She was joined by John Spray and T homas 

Matthews from the cathedral choirs and by David W eyman*' The instrumental soloists 

would include Mahon playing violin and clarinet, Clarke playing a piano concerto by 

Dussek, Thomas Bird playing flute, George Fitzgerald playing violin and Robert Haigh 

playing cello.

Robert Haigh soon established himself as the leading cellist in Dublin. His identity has been 

confused with Jhomas Haigh because, until recently, few references were known which 

included his first name." Johnston identifies Mr Haigh's real identity. He cites a letter 

written in 18.39 by James Sidebotham to Edward Bunting which recalled their merry' 

meetings at the Commercial Rooms' in Belfast to scratch I laydn and Beethoven with a group 

of seven other musicians, which included Bob Haigh ,«  Johnstons conclusion is now

2? Sarah Second had also made an earlier visit in 1791. Noted above p. .32.
2«Conflicting dates appear for Clarke’s appointments to the cathedrals in Armagh and 
Dublin See Hogan, p. 192; Clarke Whitfold', NG; McKee, p. 126; Crindle, pp. 47, 48, 65, 219.
T he most recent examination of cathedral documents gives his appointment as master of the 
boys at Christ Church and St Patrick's on 18 December 1797 and resignation on 26 December 
1798. Barra Boydcll, Documents, pp. 127, 128, 252. Doyle resigned on the day Clarke was 
appointed but continued to look after the boys for six months, so Clarke's actual service could 
have been as short as six months, July to December 1798. I Jis tenure in 1798 only is 
confirmed in visitation reports for St Patrick's used in Appendix 3. In 1799 he was appointed 
organist at Trinity and St John's Colleges Cambridge and assumed Clarke-Whitfeld', his 
mother s maiden name, on the death of his uncle I lenry F W hitfeld in 1814.
"  Chron 17%: 2, 3.
»  Matthews would establish what may have been a record of fifty years service in the 
cathedral choirs Indore his death in 1830. I logon, p. 204.
"  I logan, p. 220, suggests Thomas I Inigh performed in various Irish towns and cities 
between 17% and 1807. These performances should now be attributed to Robert Haigh. 
u In 1839 Sidebotham was living in London as a solicitor and helped oversee the publication 
of I ho final vnlnmeof Bunting's The Ancient Music of Ireland. Johnston, pp. 234 2.35. Part
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confirmed by earlier evidence from the Transaction Book of the Irish Musical Fund Society 

which records, on 23 February 1805, a decision to call a General Meeting of the Society on 4 

March to ballot for 'Messrs Chas. Nicholson and Robt. I faigh as Professional Members'. "

The Theatre Royal opened on 2 January 17% with the first performance in Dublin of the 

comic opera Mv Grandmother by Storace.-* *4 New accompaniments had been provided by 

John Bianchi, who seems likely to have been in Dublin to direct the performance. "  Me and 

Haigh soon began to appear as soloists. I hey were probably engaged by Daly in preparation 

for the start of the year, but the formal announcement of their engagement as leader and 

principal cellist did not appear until 26 April 17% with the commencement of the after 

seaso n ." Perhaps Daly was obliged to wait until contracts elapsed with those already 

appointed. George Fit/gerald, whom Bianchi replaced as leader, may have remained in the 

theatre orchestra but he appears to have retired from public concerts at this time.17

The regulations adopted by Clarke and Mahon at the outset allowed for one type of ticket 

only, a subscription ticket of one guinea for admission to both concerts. There was an 

element of flexibility in that tickets could be transferred between gentlemen or between ladies 

but not from one sex to another.18 Clarke and Mahon seem to have made every effort to 

make the series as attractive as possible. They secured the patronage of the l ord l ieutenant 

and Countess Camden, arranged for tea and coffee to be provided and for an adjoining room 

to be available for playing cards."  There was no indication in the Dublin press of how well 

the first concert was supported. After the first performance tickets became available at half a 

guinea each for the second concert, and it was announced that subscribers who have been 

prevented from attending the first concert, are respectfully informed, that the tickets for the 

first night will be received for the second'. These measures, which were intended to

of the letter from Sidebotham to Bunting was published in Fox, Annals of the Irish Harpers, 
pp. 2% 297, and is quoted in Johnston, p. 530 as appendix 1. Johnston, p. 235, also points 
out f laigh's announcement in September 1801 that he intended to live and teach in Belfast 
and was active there until 1811.
"T h e  ballots were postponed and there was no further reference to either musician.
M Walsh, Opera I . p. 300.
"T h e  identity of John Bianchi has been confused with Francesco Bianchi (c.1752 - 1810), the 
opera composer associated with the King's I heatre from 1795 to 1802, see 'Bianchi, 
Francesco', NG. J Bianchi' is identified in an exchange of letters following a disagreement 
with Yaniewicz, published in SNI, 20 03, 21 03 1799 and DJ 21 03 1799. Sainsbury identifies 
him as | M C Bianchi and his first name is given as John in NG.
"  DJ 28 04: FJ 08 04, 30 04, 03 05, 14 05, 17 05 17%. Also announced was Principal Oboe Mr 
Parker his first appearance in this Kingdom'.
"  The last public concert in which he was identified was on 14 January 17%. Chmn 17%: 1.
*  It seems strange to prevent the transfer of tickets from one sex to the other when they were 
the same price, but even in this curious detail they followed the practice in London. See 
McVeigh, Concert life, p. 19.
"T h is  was the first appearance of the Lord Lieutenant and Countess Camden as concert 
patrons and provided something of a social coup.
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encourage attendance, do not necessarily suggest that attendance at the first concert was 
(loor. It seems that the series was reasonably well received as Clarke and Mahon announced 
,h„  ,hcy would have a benefit concert at the Rotunda on Saturday 16 April.«' The design of 
,he performance was essentially the same as for their subscription concerts, but there were 
some notable changes. I he role of the patrons was now undertaken by nine Irish digni.anes: 
seven of the tilled nobility, an MP and a senior army officer. The Lord Lieutenant and his 
wife may simply have been unavailable, but there is a slight possibility that tins could have 
been intended to appeal to those in favour of reform. Lari C amden, the current incumbent, 
had been appointed to block premature moves toward reform by Lari L.t/w.ll.am and his 
appointment attracted some resentment/' The new patrons included Sir Hercules l.angnshe, 
the MP for Knocktopher in county Kilkenny, who was in favour of reform and introduced the 
Catholic Relief Mill in 1792.42 Perhaps most significantly, they reduced the price of admission 
from half a guinea to 5s 5d, a cut of over half. One review suggests that the concert was a 

= .41success:

The Concert at the Rotunda on Saturday last gave universal satisfaction, particularly the 
Trio 'The flocks shall leave the Mountains" which was encored and deservedly 
applauded. - Mrs Second's Song of Giordani's with the flute accompaniment bv Mr Bird, 
was executed in a superior style, and the whole of the performance reflected very great 
credit on the Conductors.

Although the subscription model used by Clarke and Mahon was not adopted immediately 
by other concert promoters, their series may have had some influence. The idea of presenting 
two concerts may have been adopted by the Governors of the Charitable Musical Society and 
applied to their activity at the Private Theatre in 17%.

The success of their first experiment in subscription concerts encouraged Clarke and Mahon 
to continue their alliance in an expanded series the following year. After their benefit concert 
they sot about making plans and six weeks later issued the following announcement:«

Subscription Concerts: Under the Patronage of their Lxcellencies the Lord Lieutenant and 
Countess Camden.
Hr Clarke and Mr Mahon respectfully inform the Nobility and Gentry , that they have, at 
a very considerable expense, engaged Mons. Giornovichi, the celebrated performer on 
the Violin, for Four Concerts in the Winter, to begin the first w eek in February. - And as

40 Chron 17%: 5.
41 Outlined above pp. 15, 16. This is a tentative suggestion since, if Camden was side 
stepped, he was still the main patron for both the Irish Musical Lund and Charitable Musical 
Society at this time. As noted above the Lord Lieutenant was President under the charter of 
the Charitable Musical Society, p. 74. Clarke and Mahon announced Camden's patronage in 
their proposals for 1797, by which time expressions of opposition had ceased.
42The patrons also included Lord John O'Neill, with whom Mahon had had contacts.
«  DJ 19 04 17%*.
44 DJ 28 05 1796*.
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lhi'\ propose introducing ('.lees in the best style possible, they .ire in I re.ity with .1 Contr.i 
I enor Singer of eminence from England.
Subscription to ('.entlemen. Two Guineas and a Half; f ickets transferable to Ladies 
Subscription to Ladies, One Guineas and a half, I ickets not transferable.
Subscribers names received at all the Music Shops, and at No o Anglesea Street.
\H Positively no person shall be admitted but by Subscriber's f icket.

The announcement was timed .0  make the most of the attention (hey had received in their 
concerts, and by appearing eight months in advance was intended .0  attract as many earlx 
subscriptions as possible and pre-empt rival promotions. Mahon and Clarke were obviously 
prepared .0  raise the financial stakes with an increased number of performances and with a 
distinguished soloist from England. Their hope was .0  draw an increased number of 
subscribers. The provision of a Contra Tenor |countertenor| Singer of eminence from 
England', specifically (or performing glees, was possibly influenced by the Vocal C oncert 
series in London.1* *' The potential subscribers were perhaps kept informed of developments 
through handbills, but the next announcement in the public press did not occur until 2* 
January 1707* Despite his earlier commitment to the series, Mahon's name is absent and he 
was apparently replaced by Mix Yaniewic/. The most likely explanation for the change is 
simply that Mahon found a more lucrative engagement elsewhere, probably in England.4'

It is significant that Clarke decided to seek another promoter rather than to proceed w ith the 
series alone. Although the increased scale of the series from the previous year suggests 
greater confidence, Clarke still considered it necessary to share the risk. In Yaniewic/ he 
secured a distinguished European performer with an established reputation in London who 
was already known and respected in Dublin. I lis first engagement in Dublin was as a result 
of attempts by Richard Daly to strengthen the orchestra of the Theatre Royal for the 
appearances of Madame Mara in July and August I7%.,N Yaniewicz and Ashe lodged 
together at 88 Grafton Street and gave a joint benefit concert at the Theatre Royal on 4 August 
1796, but as Mara concluded her visit to fulfil an engagement at the Musical Meeting at 
Birmingham', they too announced their final performances and left Dublin.4V It seems 
reasonable to suppose that Clarke heard Yaniewicz play at the Theatre Royal in 17%.

4*The success of this annual series promoted by the singers Samuel I Jarrison and Charles 
Knvveil in the years 1792 to 1794 was partially due to the number of their pupils among the 
subscribers. McVeigh, Concert life, p. 18.
*  EJ 26 01 1797.
47 Mahon s sister Sarah Second, who appeared in the 17% series, appeared in the 1797 
concerts. T herefore it seems unlikely that Mahon and Clarke parted because of a dispute.
*» For details see Walsh, Opera 1. pp. 302, 303. Daly's engagements included Philip Cogan as 
director of the orchestra, referred to as Dr Cogan for the first time, and the Irish flautist 
Andrew Ashe. For concerto performances by Ashe and Yaniewic/ during Mara's visit see EJ 
09 07, 02 08, 04 08: DJ 04 08, 09 08, 11 08 17%.
4,Chron 17%: 10. Ashe's final performance was announced for 9 August and that of 
Yaniewicz and Mara was 11 August. DJ 09 08, 11 08 1796. Daly engaged Mara, reportedly at 
fifty pounds per night, for further appearance between 7 November 17% and 31 January
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I he gener.il design of flu* series, announced in (he advance publicity by Clarke and Mahon in 
17%, remained unchanged when Vanievvic/ became involved. Yaniewic/ assumed Mahon's 
role as leader, Clarke presided at the piano, and Sarah Second and C.iornovichi appeared as 
the principal vocal and instrumental soloists in all the four performances.1’0 I he original 
announcement by Clarke and Mahon had evidently not attracted a sufficient number of 
subscriber, and in an effort to improve this, the terms were reduced.S| The rates of 2W2G for 
gentlemen, transferable to ladies, and 1 U2C, for ladies, non transferable, were revised so that 
subscription for both sexes was I iy2C, a notable reduction for gentlemen. A varietx of better 
value options were offered for gentlemen attending with one or two ladies. As the series 
progressed they made further adjustments in the admission charges.S2 I heir opening tactics 
seem to have paid off. Admission was at first limited to subscribers to the whole series but 
from the second performance single admission was available for individual concerts.

The series was given on Saturday evenings in February 1797/’' The non-musical attractions 
were those of the previous year: the patronage of the Lord Lieutenant and Countess Camden 
and an adjoining room for refreshment and cards. The programmes show a carefully 
balanced contrast of vocal and instrumental i t e ms . Ea c h  concert began with a Grand 
Overture' by Haydn and in each the second act began with a similarly large scale 
instrumental piece: on two occasions a 'Grand Symphony by Haydn; one by Pleyel; and a 
Grand March' by Yaniewic/.sr’ The solos and ensembles alternated vocal and instrumental 
items. Sarah Second, a distinguished visitor from England and the only female singer, 
naturally assumed the most prominent position, and gave a solo song in each act of the 
concerts. She sang popular songs from I landel s oratorios and Italian songs by Giordani and 
Sacchini. Two local singers, Spray and VVeyman, completed the vocal department.

Three of the four orchestral musicians identified were employed in the band of the Theatre 
Royal: Robert llaigh played cello; Thomas Bird flute; and Bartholomew Cooke oboe. Mr 
Miller, a clarinet player, is not previously known. % I laigh and Bird gave a concerto each. A * 13

1797. Neither Yaniewicz nor Ashe appeared during this visit, when Mr Moorehead junior 
was leader and Philip Cogan directed. Walsh, Opera 1, pp. 303 - 306. F| 05 11, 12 11 17%.
1,1 The intended engagement of a countertenor did not occur.
 ̂This must have been forced by economic necessity since to reduce the admission so close to 

the series may have resulted in embarrassing demands for refunds.
13 These are detailed above, see Table 6b, p. 86.

For details see Chron 1797: I, 2, 3,4.
r>l Much less detail was given in the announcement of the programme for the final concert, 
suggesting the attendance was by this point assured.
r,r’ Gluck's overture to IphigtMiie was included during the first act of the third concert. 
v’ Miller is more likely to have been employed in the military bands stationed in Dublin than 
in the theatre. 1 le is identified in only one other public concert, on 17 May 1800. On this 
occasion the bands of the Royal Lancashire Volunteers and the Second West York Regiment
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concerto by Dussek was given by Hr Clarke, and Philip Cogan contributed another piano 
concerto by Dussek and one of his own. The main attraction of the senes was of course 
Ciomovichi, who played one of his own concertos in each concert.'7 It is interesting to note 
that each of his performances was positioned before the vocal item which preceded the finale. 
rhls a,ltnvcd ,he concert to build towards his appearance as the principal instrumentalist. 
Comments about his playing in London tend to emphasise the elegance and expression of Ins 
style rather than an extraordinary technique.* before his arrival in London in 1791 he had 
established a very successful career in luirope.

The subscription series in 1797 brought together a group of performers who then collaborated 
m promoting their own benefit concerts, resulting in a further five performances. Ashe held 
his benefit concert in the week following the subscription series on Thursday 2 March and 
enlisted the support of Second, Spray and Vaniewic/.* The concert opened with a Grand 
Symphony as performed at Hanover Square' by Haydn and concluded with a Grand March 
composed and dedicated to the Volunteers of Dublin by Ashe.«' Giornovichi appears to 
have enjoyed the best reception of all the performers in the series and took advantage of his 
popularity by promoting two benefit concert at the Rotunda on 3 and 24 March, with full 
price admission of half a guinea.*' Giornovichi played two of h.s own concertos in each 
concert and included popular airs. In his first concert his concerto concluded with the 
celebrated air Lullaby' and in the second act his concerto was followed by the air With lowly 
suit and Rule Britannia'. In the second concert he performed two new concertos, the first 
concluded with the air My native Land', and the event concluded with the three airs from the 
first concert. Both concerts ended with Rule Britannia'. Although this seems slightly ironic 
now, given that the French fleet which sailed into Bantry Bay just three months earlier eluded 
the British Navy, it expressed the genuine support of the audience.

Yaniewicv had his benefit concert at the Rotunda on Friday 28 April.*2 A new attraction was 
provided with the appearance of a young performer, Master Seybold, playing the pedal * 17

also appeared. It seems reasonable to suppose that Miller was a member of one of the bands, 
as was a trumpet soloist called Schmidt. See p. 48 and C hron 1800: 4.
17 Some items were repeated from earlier concerts but no indication is given of rejH'at 
performances by Giornovichi and it seems he played four separate concertos.
SN 'Giornovichi', NG, McVeigh, Goncert life, p. 81. 
w Chron 1797:5.
«'The reference to the Volunteers' is to the new Yeomanry, not the Volunteers established in 
1778 and some of whose members drifted into the ranks of the United Irishmen. See above, 
p. 17.
*' Chron 1797: 0, 7. Mrs Luke realised Giornovichi's concert would be popular and 
postponed her benefit concert from 24 to 27 March. Chron 1797: 8.
M Chron 1797: 11.

- C h a p te r  (1 : C o n cert series



14H

h u p -  Yflliiewic/ performed l.vo of his own compositions. .  violin concerto .rod .  trio 
described as being (or violin solo, with Polish Rondo -  I Its programme .rdverttsed
................ . ,o hear what was currently being performed in hondon. the Surprise Stnfonta.
SP, for tha, night only, as performed a, the Hanover Square Concerts' by Haydn." 
Yamcwto, was ,n tact the first to advertise this symphony by its nickname in Dublin, as was 
Ashe in I undo,, for Ins benefit on 0 June 17%.“  Many unidentified I laydn symphonies had 
been played in Dublin since the composer's visit to London in 1792 and is possible that the 
Surprise' had been heard before its nickname was adopted. However, Yantewic, s 
announcement stressed the London connection and used the cliche 'MS' to emphasise the 
novelty ol the I laydn symphony. Yamewicz probably knew ol the nickname from Ashe since 
they lodged together August 17%. Ashe, who left Dublin alter Ins benefit concert 1707 
for an engagement in London, had returned and played a duel with Yaniewic. Although 
the suggestion ,s speculative, if Ashe had brought the manuscript parts from London, ,1 „  
possible that the performance of the Surprise Symphony' on 28 April 1797 was the first 
|x*rform.ince of tho work in Ireland.

Yamowic/ probably left Dublin for engagements in Kngland, but ,1 is clear that the public s 
reaction to the subscription series 1797 was sufficient to commue Ins alliance with Clarke. 
They planned another subscription series to begin in March 179» and in l ebruary announced 
Iheir progress so far in attracting patrons, securing the services of a distinguished soloists and 
selecting the repertoire:'’''

Subscription Concerts. Under the Patronage of their F.xcellencies the l ord l ieutenant
and Co. Mess of Camden, and several personages of Dtsltnctron ................
Or Clarke and Mr Yaniewicz, beg leave to acquaint the Nobility and Gentry, that they 
have positively engaged Madam Mara for a Suite of Subscription Concerts, which will 
tike place in March next, when the Selection and Arrangement of Music shall be such, as, 
they humbly hope, may merit the Approbation of a discerning Public. The Terms of 
Subscription and further particulars, will be expressed in future advertisements.

Despite their best intentions the first two weeks of March passed with no further information
Iuntil the following apology appeared:

Mr Yaniewicz takes this opportunity of acquainting his Friends and the Public, that 
Madame Mara not being able to disengage herself in London, so as to be in Dublin at the

M Master Seybold gave what was probably his debut performance at the Theatre Royal on 11 
August 1796 and a further performance there on 11 January 1797.

I le performed this trio at the Lord Lieutenant's private concerts and advertised this 
information to attract attention. For other private concerts with Yaniewicz see, p. 133.
,v'’ Noted also above, p. 50.
'* McVeigh, Concert life, p. 2r>2 n. 39.
'" The first performance identified in Belfast occurred on 9 August 1799. Johnston, p. 236.
M DJ 06 02: FJ 10 02 1798.
69 FJ 17 03 1798.
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. remurcd |)r Clarke and him |hc| arc obliged lo decline (lor lire prescnl) engaging 
„ public Concerts al lire Kolnnda. as Ihey ,mended. They nevertheless feel lire mosl 

br dr Cralitude lor lire SuP|r«.n rvlricl. Iras Kerelofore been so liberally granled lo lire,,.

I, ap|,CJr, tbat lire intended subscription series was cancelled lor the very practical reason 
that the principal soloist was unable to disengage herself Iron, a commitment Undo,,. 
1 he stars ol Italian opera had a powerful influence nr attracting audiences lo series in London 
and Mara would have had this effect in Dublin. Had she been available Clarke and 
Yamewrcv seem lo have been prepared for the series to continue and optimistic ol its success.
Perhaps tins optimism was not shared by Mara, as pc.... cal instability w as fast gelling out ol
control Ireland. Mara may have had a valid reason lor slaying London, but ,1 she had 
concerns lor the current situation they were shown lo be well founded over the nest few 
months as Ireland descended into Rebellion. In these circumstances the promotion ol public 
subscription sen« became too great a risk and ceased lo be undertaken.

Stevenson .1ml tIn* reviv.il of subscription series in tin- 1800s

As confidence grew lh.it politic.il stability would return with the implementation of the Act 
of Union, the Governors of the Lying-in Hospital resumed their entertainments. The 
Rotunda and Assembly Rooms were redecorated and used for a ball in May 1801 and re 
opened from June 1801 with promenades and card assemblies.7" Assemblies resumed again 
on Tuesday evenings from the middle of March 1802 w ith a subscription rate for gentlemen 
for three consecutive w eeks of one guinea .7' by the end of April 1802 it became clear that the 
events had attracted little support and that a crisis was developing. An urgent appeal was 
issued by the Governors which illustrates how deflated the former fashions of entertainment
had become:77

Lying-in Hospital. , , , , , ,At a Board of the Governors and Guardians of the Lying-in Hospital, summoned to
consider the state of its funds &c &c. Present Eleven Governors.
The Trustees of the Lying-in Hospital have made every exertion in their power for the 
support of their Institution, and to prevent its becoming a national charge. Many of their 
annual Benefactors are Dead - and not a few omit their subscription the private Sedan 
chairs are decreased from 2-40 lo 111 the Assemblies on the 6th and the 13th of April, 
produced but £2 4s where £200 might have been expected their weekly Promenades 
produce little more than to clear the expenses.
Under these circumstances they are compelled to vary the mode of entertainments and to 
adopt a Masqued Ball for the 4th of May. The Public are to judge what countenance it 
may deserve, but the Trustees take this early and solemn mode of entreating, that no 
Person whatever will see Masks at Private Houses on that Night; such conduct will 
evidently destroy any advantage in profit to the Charity, will increase the bustle and 70 71 *

70 F;or details see above, p. 42.
71 DJ 13 03 1802.
73 El 29 04 1802.
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confusion unavoidable in the C ity, and it would be almost criminal to indulge the 
entification of a few, at the probable exclusion of many, many poor m the course of the 
L r from thc Benefits of this most useful Institution, which must be the case, if no f unds 
can bo provided for their maintenance. Signed by Order, James Rafferty, Register.

It ,s clear that the popularity of these once fashionable entertainments had plummeted and 
that the Governors were anxious to find new ideas. Given the history of the venue, it is 
telling that they did not attempt to promote concerts. Perhaps these were viewed as too great 
a risk.’ i he expense of arranging an evening of cards, or music for dancing, or the appearance 
of a military band, was much less than would have been required to engage an orchestra and 
soloists. With this in mind the Governors opted for cheaper forms of entertainment, like the 
masked ball, and continued their policy of hiring the facilities to independent concert

promoters.

In April 1802 the Governors of the Hospital hired the Rotunda for the first time since it re 
opened to the Irish Musical Fund Society for twenty guineas.”  Although they advertised 
.heir willingness to hire the Rotunda and Public Rooms in February 1803 for summer 
concerts, there seems to have been little interest, even though their rates appear to have been 
low.7« By |he end of 1804 the Governors had received only six concert bookings, which if 
charged at the same rate would have raised 120 guineas. It illustrates how ineffective hiring 
the facilities for concerts had become at this low level of activity when they expected to clear 
£,00 profit for a single assembly. What was needed, and what they hoped to attract by their 
advertisement, was an initiative which would increase the number of performances.

It was precisely the need to raise funds for the Lying in Hospital that brought the first 

attempt to restore regular concerts in Dublin. The initiative came from members of the social 

elite who agreed to promote a series of concerts for the benefit of the I lospital. In March 1803 

they announced the following proposal:”

Rotunda. Rutland Square Concerts.
It having been agreed upon by Their Excellencies the Lord Lieutenant and Countess of 
Hardwicke, and the Nobility, Gentry and Merchants of this opulent city, to establish a 
concert for the Benefit of the Lying-in I lospital, to commence in November next and to be 
continued for Forty Nights - professors both vocal and instrumental, wishing to be 
engaged, are desired to apply immediately to Mr Goulding No 7 Westmorland Street 
Dublin, as he is under the necessity of going to England in a few days. March 11th 
1803.7'’ * 74 75

' TBIMF 11 0.3 1802. "Phis was probably the level of the usual charge to the Society since bv 
the next indication it had only risen by L'l 14s to £22 15s. IBIMF 28 03 1807.
74 For their advertisements see DJ 05 02, 10 02: I J 10 02, 12 02, 15 02 1803.
75 DJ 12 03 1803.
7h Earl Hardwicke served as Lord Lieutenant from 1801 to 1806 succeeding Lord Cornwallis 
who was apfX)intcd in 1800.
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I wo aspects of their announcement are striking. I he first is the extent of their proposal, with 
a series of forty concerts. The second, symbolic of the underlying change in musical 
patronage between the eighteenth and nineteenth centuries, was the identification for the first 
time in a musical context of Merchants' as a distinct group. Previously concert 
announcements or commentaries in the press referred to the nobility and gentry' or to the 
public', but now for the first time the commercial middle class was recognised to have had a 
role in concert promotion.77 It would not be accurate to interpret this change as a direct 
manifestation of recent political events, rather as part of a broader trend towards the 
involvement of the middle class.

Further details announced in the press reveal how ambitious the proposal was and may 
provide some indications as to why it failed to occur: H

Rotunda. Rutland Square Concerts. .
The distressed situation of the Lying-in Hospital, has induced a number of Ladies and 
c Vntlemen of the first distinction to unite their endeavours m support of the above most 
charitable institution, by establishing a Public Concert to be held at the Rotunda once a 
week durine the Winter and once a month during the Summer to commence the first 
week in November next, under the immediate patronage of the Lord Lieutenant and

TiTkehTS°euIncas'each transferable, which will admit the Bearer |to| the whole 40 
Concerts, being only half-a-crown per night, may now be had at Mr Colliding and Co.'s
No 7 Westmoreland Street. . .  _  ,,.
If sufficient performers cannot be found m the Kingdom Mr Colliding is empowered to 
engage such others in England as he may think will support the general interest of the
undertaking.

In one respect this was the most ambitious undertaking ever proposed in Dublin, with 
weekly concerts for over nine months and monthly concerts in the summer. Even at the peak 
of activity in the eighteenth century, the series presented in the Rotunda, which sometimes 
included more concerts, rarely lasted more than six months. No concert promoter planned a 
year long series during this period.79 It was also ambitious financially, and therein lay its 
weakness. In the 17‘K)s a subscription of five guineas would provide access to a series of 
twelve concerts in London, and ten in Dublin.”0 Considerable interest could have been 
generated by offering unprecedented value for money, but to quadruple the number of

"7 There was no change to references in the press which continued to be addressed to the 
nobility and gentry, or to the public. 3 he term 'merchants' may cover a wide spectrum of 
wealth from shopkeepers to importers, but the upper levels of this spectrum were more likely
to have been involved.
7MD| 15 03, 17 03, 19 03 1803.
79 Or in the |H*riod to 1841.
*' Although a ten-concert series did not occur, the usual full-price admission to concerts for 
gentlemen was half a guinea. The difference of twelve to ten concerts in each city does not 
impact significantly on the following point.
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concerts .,„d ch.ttgo the s.ttnc r.„c was quit* unrclisttc. and poses the question ol how 
eflecltte these proposals would have been in contributing towards the Mosptlal. I he 
promoters were prepared to engage performers from F.ngland to complete the utusieal forces
and a,.......nled Could,ng to ac, as their agent.*' Precedent had shown the necesstlv o,

engaptitg htgh profile soloists front fingi»,-d 1« susta,,, public interest, and although fees 
were generally on the decline in fiondo,,, lire expense ol bringing musicians to Dubhn would 
si,II have been sign,bean,.« It seems highly likely that unless the promoters were prepared 
,n support the series financially the expenses would have on,stopped the income, or a, best 
produced a lower level of support for the I lospit.,1 than was intended. The project, however 
well mie,.tinned, appears to have been loo ambitious and was abandoned. The exact tdenldv 
of the promoters remains unknown. Some amateur musicians could have been involved and 
Could,,,r could have provided contacts will, the profession m Publm and fiondo,,.

Although |he announcements made in 1803 did not come to fruition, the prospect of renewed 
activity at the Rotunda seems to have encouraged John Stevenson to consider a more realistic 
proposal tor a subscription series. I le was now in a good position to co-ordinate the support 
of fellow musicians. As one of the leading musicians with well established links throughout 
the profession he was an experienced concert promoter and had recently been successful in 
elevating his social standing. I Jo had served for a time in the yeomanry raised in Dublin, and 
m November 1797 was elected a Junior Lieutenant in the Second Company of the Stephen s 
Green Infantry.*' He appears to have been free of military commitments by the end of 1798 
and in January 1799  was engaged to go to London to recruit musicians on behalf of the 
Theatre Royal for performance in the Lenten oratorios which he directed.*4 This opened up 
useful links with the profession in London and occasional visits seem to have followed. In 
December 1.802 he announced his return from England and intention to resume teaching.*s

The Irish Harmonic Society appears to have been the most significant means by which 
Stevenson elevated his access to the support of the nobility and gentry.*- He was particularly 
associated with it as one of the founders in 1803, composed and harmonised a number of

sl George Goulding founded his music business in London in 1786 and opened a branch in 
Dublin in 1802. Noted also above, p. 128.
10 McVeigh, Concert life, pp.199, 200.
hi His training in the cathedrals is well known (see Stevenson', NG), though not in the army. 
His time in this regiment may have been short, as other officers protested that his election 
was unfair and called on him to resign. When he did not they petitioned the Lord l ieutenant 
for a new election. No further details have been retrieved so it cannot be concluded that he 
was unpopular. His service also provided a potential network of support in the military' and 
among military musicians. I I 16 11 1797. Military musicians are discussed below, see pp. 243 
- 253.
M FJ 10 01 1799. For details of the oratorio series see, pp. 169 - 172. 
ar- DJ 07 12 1802.
*• For details of the Society see above, pp. 134 - 136.
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rio,-. ,„d  calche. for use u, the Society, »ml was a ftrqoenl singer and accon.panisi Ihcrc. I l.s 
K uso the so,,,, and slr.ke .ho I far,, was adopted and referred to as their Charier Glee ,

.,’„d ..........no ..................... epic son,;' and Awake ! Apollo calls were als.......... alar
favour,,os «  The esteem m winch he was held ,s reflected in a report ol their meelmg on 8 
,„„o 1804- The company loll some little damp by the absence of Iheir founder, S,r John 
Andrew Stevenson, who, we are sorry to say, is very much ¡»disposed'.« Much more 
importantly lus contribuii»,, as co-founder, con,poser and sin8er led In a hmghlhond 
conferred by the l ord I „'„tenant Karl I lardwiche ,„ 1803, having attended the Cala given in 
Ins honour on 4 May.»’ Th.s represenled an unprocodonled slatemenl of approval and 
granted Stevenson a „»¡que social stains among Irish musicians.-” When he formed lus 
proposals fo, a subset,pi,on series towards the latter part of IS04 he was in a strong position 
to bring the support he enjoyed at these convivial music meetings to Ins concert promotions.

In Lite September 1804 Stevenson .1nnounccd his 'Grand Subscription Concerts Rutland
Square, Under the Immediate Patronage of their Excellencies the Lord Lieutenant and 
Countess of Hardwicke'.*'1 Proposals for his Winter Concerts to be conducted on the most 
large and liberal scale' were available at music shops where subscriptions would be received. 
In mid November he announced that engagements had been made with Madame Dussek, 
Miss Tyrer, Mr Phelps, Mons Alday, Sig Cuerini, Mr Nicholson, Mr Ifaigh, Mr I feigh and Sig 
Miglier'.'*2 His original subscription rate seems to have been met with some resistance. The 
scheme was either too complicated or the cost too high, or perhaps the earlier proposals for 
concerts in support of the I lospital created an expectation that admission would be cheaper1*1

... finding that his former plans might be attended with some inconvenience, he has 
adopted the following alteration, in which the terms of subscription are so moderate, as 
he hopes will ensure its universal approbation.
A transferable ticket admitting a Lady and Gentleman, or two Ladies, to the Eight 
Concerts, 4 Guineas - a transferable ticket admitting a single person, Lady or Gentleman,

*  FJ 01 02, 05 03 1803. 
w EJ 09 06 1804.
** I logan links Stevenson’s knighthood specifically to the performance of Give me the I larp 
of epic song' which I fardwicke heard at this concert. An exceptionally generous response to 
just one glee. It is more likely that his broader role was recognised and may even have been 
proposed by some of the Society s influential members. Hogan, p. 176.
‘<> A similar position would only bo achieved by an Irish musician when Sir Robert Pres-’rescot t
Stewart (1825 - 1894) was knighted in 1872 by the Lord Lieutenant Earl Spencer. Stewart, Sir 
Robert', NC and Ensor, England 18?0^I9L4, p. 75.
'*' FJ 25 09, 27 09 and weekly from 29 09 to 13 11 1804.
1,2 EJ 15 11 1804. He was in England' fora time in November 1804, see Appendix .3. The final 
two names are confusing, Mr I feigh, also given as I fegan and Heghn in later announcements, 
was a horn player who can be identified only in connection with this series. I he even 
stranger Signor Miglier' would appear to be the viola player Mr Millar, who appeared in this 
series and was probably the same person as the violinist Mr Miller who appeared 
occasionally from 1806. 
w FJ 15 II 1804.

- C h a p te r  6: C o n cert se n e s  -



iss

1  C t o e *  Kadi sttbscnbcr M I  ha«  Ih* l’<™CT ° ( S ™ J  or,lhrfc »
concert, sicncd w.lh bis nam*, and sealod. Ih* holdcr ol tvhich upon 

psHlncn,; llu-m al Ih* door and paytng 7s Ungiteli «eh, «ili he enti,Usi to ndmission.

Differiti raodels ni subscnplion wilh varinus special rales for c u p i «  or groups impede 

coniparisoti boi Stevenson adopled thè some prie* per concert as Clark, and Vante.vicr in 

1707 for single subscribers.'» While Ih* generai level admissinn (or a gentleman lo many 

s,n|.fc cvenls wa» hall a g.linea. Ibis prive per «inceri would include sonielunes one or beo 

Indi«,. In generai Slev.nson s prie« nere Ime lo encottrage attendane*. As thè seri«  began, 

admissinn ivas offered to people «h o  had no, sobscribed, al Ihe full ra.e of hall a guinea.»

Som, aller Ihe principal engage,,,e,Us were announced, Ihe musical accomplishmenls ol Ihe 
solo,Sis were tr,impeled in the press. Although this look the lorn, ol a journalist's 
commentary, ils repealed appearance suggests that it was at least Informed by Stevenson, nr 
even written by him, to be inserted as an advertisement* The following excerpts give an 
impression ol Ihe attempt to escile public interest:

Dussek: celebrated throughout Europe as one of the finest Cantabile singers'.* 1 * * * * *'7
Tyrcr esteemed to be the best singer of English music in England ... singing at Hanover
Square last year with Mrs Billington ... drew ... the most rapturous applause'.
Phelps: considered by all the first musicians in England ... the finest Counter Tenor'.1'*
A Id ay: whose inimitable excellence is well known in this city'.1*
Guerini: leader of the Opera Band at Naples, the finest in Europe for many years'. 
Nicholson: has brought flute performances to greater perfection than any other'.,m

After the arrival of the principal soloists their personal appearance and accomplishments also 
drew the attention of the press in remarks more common in theatre than concert notices. No 
inference should be made that a change had occurred in the nature of the concert audience,

The rate per concert in both cases for a single subscriber was 7s lO'Dd.
‘*This was directed primarily at the tourist market, 'for the convenience of strangers'. PJ 15
01 1805. There was no further mention of admission rates which would suggest they were
accepted as being reasonable. For the first time, subscriptions were to be paid directly to a
bank rather than to the promoter: to the bank of J C Beresford and Co. from 1 December 1804 
to 1 January 1805.

DJ 17 IT , also 20 11,22 11,24 11,27 11,29 11 1804.
1/7 Dussek, née Sophia Corri, was part of a large family of musicians of Italian parentage. In 
August 1792 she married Jan Ladislav Dussek, but they separated w hen he fled to Hamburg 
in 1799 after a publishing business with her father Domenico went bankrupt.

It continues that despite repeated requests he has declined from particular circumstances 
appearing in public’. The main attraction was that he could be heard first in public in Dublin. 
A later notice gives his London debut in I larrison s Concerts I Janover Square. DJ 01 01 1805*. 
'N Alday and Urbani had given a joint benefit concert in September 1804 at the Rotunda. 
Chron 1804: 3. Urbani, an Italian singer and composer, had been based in Edinburgh for 
twenty years but had earlier appeared in Dublin. I le would spend an increasing amount of 
time and Dublin and in a few years seems to have settled in the city. See also, Walsh, Opera 
l  pp. 32, 33.
Ku Charles Nicholson senior who appeared in the 1799 oratorio series.
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but it may be noted that both professional and personal attributes were exploited to promote

the senes: ""

., n ,  , i ,n her Person is about the middle si/e, and elegantly formed; the contour of 
Mmel uwik ^  comp|eMO„ exceedingly beautiful; her eyes are of a dark
ip w u 'n g  bmw».''..nd l « n .  forth with » vivorify and «re which ell th «r «w ertne* sparkling appearance is inexpressively |stc inexpressibly! captivating,
“ T  ......................... her bvholdvcs. M i» Tyre, »  v«v smell
and in \ i r .  . . .  ,K> possesses a voice full of the richest melody and sweetness

S k lC u ls is a  young man with all the advantages of a liberal education improved by 
foreign travel; he is remarkably handsome and possesses a most elegant and engaging
person...

With the rehearsals almost complete and on Ihe eve of the firs! performance a final press 

commentary is worth noting, as ,1 contained the accurate predict,on that Stevenson's ser.es

would mark the beginning of something new:

. in the Divine Art of Music will most probably
Subscription » “  ■ evening at the Rotunda ... If any judgement can be formed
Z t T h X . V u t  :„ e  of the grand rehearsals which occurred yesterday a ............ bjec,
wdl stall to occupy Ihe labours ol future waters ,n them htstor.es ol the progress ol
Science in this country.

The eight weekly performances of Stevenson's series began on Wednesday 9 January.»” In 
addition to the soloists identified above, relatively few local musicians or musicians already 
based in Dublin were given the profile of solo performers. Spray and Weyman sang in each 
of the concerts but almost always in a supporting role to the others in duets or ensemble 
pieces.»“ Their profile in the series replicates the hierarchy which was evident in the
Yaniewicz and Clarke series in 1797.»

The principal instrumentalists were no doubt involved in all of the performances but most of 
Ihe solo instrumental performances were given by Alday and Nicholson, who are named in 
seven of the performances. Guerini was named in chamber pieces on two occasions but 
seems to have had a lower profile than Alday. The cellists Robert Haigh and Francis 
Attwood appeared on alternate nights. Attwood made solo contributions in concertos and 
played a duet with Nicholson, whereas Haigh played mostly in fuller ensemble pieces. There

m  DJ 01 01 1805*.uc I'l 0« 01 1805*. The notice goes on to praise the voices of Dussek and Tyrer naturally 
pitched a few notes lower’, and the polite, gentle and unassuming manners ' of Stevenson. 
un With the exception of the seventh and eighth concerts, which were brought forward b\ 
one day to Tuesday 19 February to avoid the General Fast, and to Tuesday 26 February to 
avoid Ash Wednesday. Chron 1805: 1 -8.
»** Spray was allocated one solo in the third, fourth and seventh concerts.
»* See above, p. 147. The balance of voices across the vocal range was: Dussek soprano, Tyrer 
mezzo, Phelps countertenor, Spray tenor, Weyman bass.
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. „o , M,lo Pianist. Stevenson probably directed the was a notable absence m the series of a solo p.an.s
. lhk was not confirmed, and on the two occasions on which performances from the piano, but this was noi

.............. .. menlmncd a local planish Mr Walsh, accompanied Mu- other performers.'“
vocal and Instrumental dens, followed r,u,le closely In the su b sc rip t

... ..............  ,797 and 179«. had produced an approximate balance In the programmes. In
ilu. bihnee changed in favour of vocal items with only one or two Stevenson s series the balance cuuug

.............on,............ pres..... cd ,n each ac, after the orchestra......reduction. •

yu„e a broad range ol orcheslral dents was used to ...... aduce each ol the acts: three

. . 11 i„ and Aldav- two by I landel, Kreutzer and Piccmm; and one performances of works by I laydn and Alday, me >
M rtmi ind Arne Some were untitled and may have been repeated, by Winter, Stevenson, Martini ana

. . . >rinri' to The Bedouins, a comic opera written for performance inStevenson presented niso\criu —-
a. and Aldav presented his Pastorale Overture and Grand PolaccaCrow Street m May I bill, ana ' ' ““v t

fll.| orchestral accompaniment.1"* More notable was the for violin obbligato with ft*«« orenesir. i
, ,, ivdn's Introduction and Grand March from the Military- Symphony’ at the performanceot Mayans mo*

, ■ identified this work for the first time in D u b l i n . [ h e  third concert on 2d January, which idcnt.tuo
I now in established favourite, was also included. I he growingSurprise Symphony , by now an

. Hivdn had changed the balance with that of Pleyel, who was popularity of music »Î V
i , cir.nt» uuartel. Many of the instrumental items were composed represented in the series by a string quur

,i oerforming !><* 'Military concerto' twice, a string quartet, anby the performers, w ith Alday pertormi
,ur nnd rondo tenuring the Imh »  '» • "  ""d “ "•“*>
............. ,„n Nicholson performed Iwo uniillcd concertos (poss.bly .be some one twice,, an

i iir md rondo. Dussek performed a harp sonata bv her adagio and rondo twice, and an air and
.. . vf,iii lined herself on the harp or lute in a variety of Italian andhusband and occasionally accompanied tiers
. ecrtimi of the items were for vocal ensemble, trios and four or English songs. Quite a large portion

c. ......son's interest in this area. I here were nine composed orfive part glees, reflecting Stevenson s inter
f  s i„. Elevens- two each by Dauby and Harrison; and single harmonised by Stevenson; five b> ‘

dem, by Arne. Phelps, Beniamin Cooke, Momington. Purcell, Siorace. Wiuler, Thompson,

n dim .tnet accompanied by violin, flute, cello and piano, and in -  In the second concert an «•*« ■ ^ ^  : There were several pianists
the fifth concert iH' pvriorniod a duH ^  william, ,his cannot be confirmed. I. was
lalled Walsh, of w iom >' n|>eared in Iwo concerts in the Rotunda in May 180o. See probably the same Walsh wni * [ i  ̂ _

IP ^ l' l  eS'fo'w.w in end, nek excluding Ihe orcheslral 
id icl in each case had one or two items fewer than the first.

''̂ "'xid n' ci'niposeiTa d^storale Overture', for piano, violin and cello, around 1795 which
■, . 1 ... i,„n. with fuller orchestration. It was intended to begin the second act

presuma ' v w as l.,vl «os,poned lo (he sixth concer, as three oí Ihe principnl
" " 7 Z ;„m umUMfeRolundanflerIhehderval. I)| ,2 02 ISOS'

“  ATwrTlhocnse before, will, Ihe Surprise Symphony', it may already have been heard 
among ,'hc many unidenlilicd symphonies or overtures announced in programmes, 
ti» por conum-nl on Irish air. see Kcperloue survey. pp. 322 • 32n.
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Corse and Bianchi. An open chorus and two choruses from Handel's oratorios were also 

used as ensemble pieces, l-.ach of the concerts finished with a work of tins type. The most 

notable vocal music in the series were the first performances that have been ident.fied in 

public concerts of excerpts from Mozart's o p e n s ."1 At the third concert on 23 January the 

trio I.a mia Dorabella' from Cost fan tutte was performed by Dussek, Tyrer and Weyman, 

accompanied on the violin, viola, flute, cello and piano; Dussek and Tyrer sang the duets Ah! 

Pardona |Ah, perdonal from I n clemen/a di Tito and Prendero quel Brunethrio |Prendero 

quel brunettinol from Cost at the fourth and sixth concerts respectively; and Dussek, Phelps, 

Spnv and Weyman sang the chorus Plácido Mar |Plácido 6 .1 mar| from Idomeneo at the

seventh concert.

Stevenson's series certainly marked the beginning of a new era in at least one respect: concert 
reviews generally became longer than before and often substantially so. It would be difficult 
to conclude that the quality of criticism or level of objectivity increased. However, if the 
length of reviews, however partial and inconsistent, can be taken to reflect the interest of the 
public, then there appears to be some improvement in the situation in Dublin. Reviews of the 
first, third, fourth and fifth concerts indicate the series was well attended. I he audience at 
the first concert was described as, a most splendid circle of beauty, taste and fashion', and 
despite bad weather, which prevented the attendance of the Lord Lieutenant and Countess 
Hardwicke, the third was never the less crowded to overflow ing . Estimates of upwards of 
800 in the rooms, besides the subscribers’ and upwards of eighteen hundred persons' were 
given for Ihe fourth and fifth concerts. " '

Generali) there was a great deal of praise in the reviews for the taste and judgement of 
Stevenson and the abilities particularly of Dussek and Tyrer, and also of Phelps, Alday and 
Nicholson. I he review of the third concert went beyond the practice of most reviews of the 
time and offered a rare degree of critical insight. This was prefaced by what amounted to a 
eulogy on the resumption of this type of entertainment and the benefits for local manufacture 
w hich it might bring, and was followed by a defence of Ihe commentator s independent and 
well-intentioned criticism. Much of the review contained fulsome praise but perhaps more

1,1 No performances of Mozart s operas, or excepts from them, have been identified in public 
events prior to 1803. As noted above, a duel and trio from Cos] fan tutte had been performed 
at a private event on 29 January 1803, see p. 135, 136. The first performance of a complete 
Mozart opera in Dublin was of Cos* on 31 August 1811. Walsh, Opera 2, pp. 114 118. 
further comments on this performance appear below, see p. 283.
U2 C |,ron 1805- 3 Some were repeated in later concerts in the series. I he seventh concert 
included a song Come May, bring pleasant hours’ sung by Tyrer and attributed to Mozart, 
in rhe cstmni;:s havc been referred to above and as noted, there may be good reason to
doubt the highest figure given the dimensions of the Rotunda. See pp. 66, 104.
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interesting are I ho following comments which may reveal a little more about the taste of the 

audience:"4

the concert upon the whole gave more general satisfaction, and was better received 
than either of the preceding ones. The first movement of the duet between Mr Nicholson 
and Mr Atwood was heavy and uninteresting, and discovered neither genius, harmony, 
or fancy; - Hut most ample amends were made ... Madame Dussek gave the "Soldier 
f ir'd" in a style that surprised and delighted ... we do not however, think that she 
received much assistance from the accompaniments which appear to us not to have been 
rehearsed, at least not sufficiently ...
1 he Second Act was not altogether as well selected or as well performed as the first ... 
"I'or tenderness formed" is not at all suited to Madame Dussek. It is a bad Concert Song, 
and produced little effect, although she sung it with great taste and feeling. Mons Alday’s 
Concerto ... though it is beautiful throughout, it is unusually long, and would be much 
better liked, and much more effective, if it was somewhat curtailed. "When I found that 
my Delia was gone", is not all adapted to Mr Phelps's voice ...
The beautiful Trio of Mozart's Li mia Dorabella, was very' badly sung; w here the fault lay 
we cannot say - certainly Madame Dussek, MissTyrer and Mr Weyman are equal to that 
or any other Trio, but certainly there was never a trio worse performed; it could not
hav e been rehearsed.

Mozart s L i mia Dorabella' begins the action of Cost fan tutle with a trio for the tenor, 
baritone and bass, f errando, Guglielmo and Don Alfonso. Some short antiphonal motifs 
require careful co-ordination in performance, but in addition one or both of the ladies 
involved in the performance in Dublin may have been reading from clefs which were not 
necessarily the most often used by them. The review of the fourth concert made similar

points:"'

... “Ah! I’crdona", was inimitably well sung by Mine Dussek and Miss Tyrer, but we 
think it is more calculated for a private room than a public Concert ... Love in her eyes' 
is better calculated for Mr Phelps than any of the songs which he has yet sung; it is not, 
however, entirely within the range of his voice which is a high countertenor ...

Hie issues raised of balance and range are unsurprising, but it appears that some of the music 
was too long or lacked the variety to hold the attention of the audience. Some of the 
performances suffered from insufficient rehearsal, and although the music of Mozart was 
recognised as beautiful, its reception in Dublin was not helped in this regard.

After the subscription series it becomes clear that the contracts with Dussek , Tyrer, Alday 
and Alt wood had included provision for benefit concerts. In the meantime the dates chosen 
for the benefits were disrupted by plans for a concert which confirms I laydn's position in the 
public's esteem as second only to Handel. These appear in the announcements for 114

114 FJ 26 01 1805*.
ns D) 05 02 1805*. Although these appear in a different newspaper, they may or may not 
have been supplied by the same commentator.
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Stevenson's subscription series, beginning with those for the sivth concert, which included 
the following:llh

... the public »ire respectfully informed, that on Saturday the 23rd (by particular desire) 
there will be a Grand Concert in Commemoration of the late celebrated Havdn Ihree 
tickets for I Guinea, Single Tickets I ialf-a-Cuinea to be had at McKenzies, College Green 
and at all the music shops.

The Haydn Commcmoralion was obviously modelled on Ihose ol Handel, promoled 
annually by Ihe Irish Musical bund Sociely, bul was organised independently."' Stevenson 
was proposed a few weeks Wee. on »  Kebruary, as an honorary member ol the Sociely, bul a 
decision on his admission lapsed lor some lime and there is no reference In Ihe Haydn 
performance the rocordsot Ihe Sociely."» The idea for Ihe concert may nol have originated 
win, Stevenson, as the proposed dale was within the period of l„s series and may have 
detracted allenlion. The particular desire' for such a performance seems to have come from 
Ihe public and Stevenson then adopted Ihe idea and slotted ,1 into his arrangements. An 
additional performance between Ihe lasl two concerts „1 Ihe series would have placed extra 
pressure on rehearsal time, which Ihe reviews might suggest was already al a premium. This 
appears to have caused the musicians to resist the plan and Ihe Commemoration to be 
postponed, which in turn upset Ihe plans for the benefit concerts:"»

It I, wine been represented to the proprietor that any extra musical entertainment given 
during the term of Ihe Eight Subscription Concerts, would be a deviation from the nature

public .ire respectfully informed, that the C ommemoration of 1 ^ p :.n e i  t in  after the Exiiralion o, the Eight Concerts, to Wednesday the 
6th of March.

The Commemoration performance involved all the principal and presumably the 
unidentified rank-and-file musicians from the subscription series and was given in similar 
style.,'!’, Apart from a violin concerto by Alday and Handel's 'O lovely peace’ from ludas 
Maccabaeus. all the items were by I laydn. A Grand Overture and Grand Symphonic' which 
introduced each act, and a string quartet, completed the instrumental items. Vocal items * 11

1,6 Chron 181)5:6. I)J 09 02: FJ 09 02, 12 02 1805. Although references to the late celebrated 
usually suggest recent death, in this case it means the recently celebrated I laydn.
11 A further indication of the current popularity of I laydn is provided by the decision of the 
Irish Musical Fund Society, taken on 10 February 1805, to perform I he Creation, selections 
from which they had presented in 1801 and 1802. I lowever, the Commemoration of I laydn 
performance announced al just the same time may have led them to revert It* selections from 
Handel's oratorios. Chron 1801:3, 1802:2, 1805: 15. HJIMF 10 02 1805.
I1N Stevenson was proposed by I lolden and seconded by Be van, bul the decision lapsed until 
he was proposed again by Dr Murphy, seconded by Bevan, on 6 January 1806, and admitted 
by ballot on 13 January. TBIMF 23 02 1805:06 01, 1301 1806.

FJ 19 02 1805. Stevenson selected 6 March, resuming the pattern of weekly concerts on 
Wednesdays which had been temporarily changed in view of the Holy Days.
I3n Chron 1805: 9.
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again formed the majority of the programme with most being popular pieces selected from 
Hie Creation.

With the Commemoration of Haydn on Wednesday 6 March 1805, one week after the 
subscription series, a rather public dispute occurred between Dussek and Alday as to w hose 
contract entitled whom to the next Wednesday.121 122 * Alday announced that according to his 
engagement his benefit was to be the first night after the proprietors concerts, which will be 
Wednesday the 15th and that Dussek was in error. Having announced this date as her 
benefit she replied it was appropriated for her by the proprietor'. She appears to have been 
correct for, without the Commemoration concert, Alday's benefit could have followed 
Stevenson s original intentions and been on Wednesday 8 March. Alday relented, not 
wishing to do anything unpleasant, or that might admit of disagreement', and held his 
benefit on Wednesday 20 March. What appears like a trivial squabble over dates between 
Dussek and Alday was of more significance as it now becomes clear that the original 
engagements had been made by Stevenson for twelve weekly concerts, the eight announced 
as the subscription series but with a further four planned as benefits allotted to Dussek, 
Alday, Tyrer and Attwood. All twelve concerts involved the same performers, but the 
benefits were distinct as they were planned to be held in the Public Rooms and each was 
marketed separately, at half a guinea for a single ticket and one guinea admitting three. It 
may be presumed that the contracts were made for a twelve week period, which would 
suggest even greater confidence, than was at first apparent, that the undertaking would be 
well supported. Stevenson may have set standard fees for all twelve performances, but the 
individuals allotted benefits were probably responsible for the fees and expenses on their 
night. Tyrer and Attwood bore the brunt of the changes with the inclusion of the Haydn 
Commemoration in the place of the first benefit concert.1“  Rather than extend the 
engagements to a thirteenth performance they took the option of a joint benefit.111 The 
slightly cryptic reason they gave was that in consequence of the Winter Concerts there are 
many just claims upon public patronage'. Had they let their benefit concerts run according to 
the pattern, they would have occurred on Wednesday 27 March and Wednesday 3 April and 
may have drawn attention from two charity events: an oratorio for Townsend Street Chapel 
and the Irish Musical Fund Society Commemoration on 9 and 10 April.124 * There could also 
have been practical reasons for their decision. At least some of the principal performers were

121 SeeChron 1805: 10, It.
122 It may be noted that the venue and admission for the Commemoration was the same as for 
the benefit concerts.
121 Chron 1805: 12. They may have been compensated by Stevenson from the profit of the 
Commemoration of I iaydn, which would seem fair, but cannot bo confirmed. I lowever, this 
may not have been the case since their benefit concert returned to the Rotunda, which held a 
larger audience.
124 Chron 1805: 14, 15.
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moving away for engagements elsewhere: Nicholson left after the subscription concerts, 
Phelps after the I laydn concert, and Dussek soon after their join, benefit.»« 1« also appears 
ltul ,h0 |CVel of attendance was declining after this unprecedented burs, of concert activity, 
and that there were other attractions. The Theatre Royal was as active as usual, and around 
tins turn- the assemblies and promenades were getting underway at the Rotund, and 
elsewhere. The attendance at Alday's benefit on 20 March was poor. Urban,, with whom 
Aldas shared a benefit concert in 1804, restored the number of male voices in the absence of 
Phelps and did so again a. the benefit of Tyrer and At.wood.» A. the announcement of 
Urban, s Serio and Comic Musical Hnter.ainmenf it is confirmed that 'from the number of 
private parties, and a Hall at the Castle about the time of Mr Alday's concert, (which fell short 
of general exportation), he is sorry to say that, so far from any advantage, he lost by if. As a 
result Urban, offered Alday a joint share in his concert.,:

Stevenson's senes, and the performances which followed, dominated concert activity in 1805. 
The initiative attracted significant support and set an important example that many more 
performances could now be sustained than in recent years. This provided encouragement to 
some of the principal musicians involved and during the next season from November to June 
1806 Dussek, Spray, A.lwood, and Alday, each promoted their own concerts. Stevenson's 
success in 1805 did not guarantee the financial viability of subscription concerts and the still 
difficult environment is illustrated by an attempt to emulate his promotion in 1806.

The subscription concerts in 1806 were organised by a committee of promoters. The identity 
of mos, 0f ,he members remains unknown, although it was very likely to have included some 
of ,he gentlemen who performed. The inclusion of Thomas Philipps in the committee is 
confirmed from a benefit concert he held later, when he informed the public that as a 
proprietor of the Concerts, he has been a sharer in the loss resulting from their failure'.»  On * 127

»  Dussek would return at the beginning of June and resume teaching piano, harp and 
singing at 42 1 ferny Street, a short distance from 24 I Jenry Street where she advertised her 
teachine soon after her arrival in mid December 1804. The addresses though similar are 
confirmed in several sources for the two visits. DJ 20 12 1804, 22 01, 18 06 1806: PJ 06 06 1806. 
She would give two concerts assisted by Spray and the Cavan Militia Hand at the Rotunda on 
15 and 29 November 1805, after which she may have returned to her father Domenico Corri 
in London. Chron 1805: 19, 21. I ter brother I laydn Corri would become an important figure 
in Dublin, where he settled from Kdinburgh in 1821.
»  Chron 1804: 3. Urbani was identified as a countertenor at his concert in 1804, and seems to 
have taken the upper part in Mozart's trio La mia Dorabella' from Cos) fan tutte at his benefit 
in 1805. I le had been in Dublin, at 5 Trinity Place, for the duration of the subscription series 
but with Phelps as countertenor it seems he was not required. Walsh, Ojx;ra 2, p. 33.
127 Chron 1805: 13.
»  Chron 1806: 8. Philipps made regular appearances at the Theatre Royal and m concerts 
from 1801. See Walsh, Opera 2. 1 le was assisted in this benefit by performers from the senes 
and Stevenson presided at the piano even though Walsh, another pianist, also took part. It 
cannot be confirmed whether Stevenson was involved in the 1806 series.
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1 May 1806 the proprietors announced a series of eight concerts beginning on Friday 9 May 
and continuing each week.129 The cost of subscription was comparable to the group rates 
offered In Stevenson but was restricted to individual admission.1’" The majority of the 
principal performers were already known in Dublin: Alday and Attwood from the previous 
series; Miss Davidson, Bellamy and Philipps from the Theatre; and Doyle and Walsh from 
earlier concerts.,M Miss Sharp and Mr Clifton may have been engaged for this series or might 
have been part of the Theatre staff, but do not seem to have attracted much attention outside 
this series. Crucially, the series lacked the attraction of the special engagement of a high

profile performer from England.

The series was abandoned after three performances due to lack of support, a combination of 
external events, mis management and bad luck. The patronage of the recently appointed 
l ord I leutenant, the Duke of Bedford and the Duchess of Bedford, and the repertoire, should 
have worked in the promoter’s favour. The programmes were similar to those of the series in 
ISOS. The orchestral overtures included three examples by Haydn and one each b> Paisiello, 
Alday and Kreut/er, at least some of which had been performed in the earlier series. There 
were two instrumental quartets by Pleyel and three solo items composed and played by 
Alday. The vocal music was similar with a variety of songs, duets and glees, among w hich 
ma\ be noted, identified for the first time in public concerts, Mozart's aria Non sd piu cosa 
son’ from I ■> nn/-/e di Figaro, sung by Philipps at the third concert on 24 May. A most 
striking contrast with the 1805 series was that the advertising period between the first 
announcement and the start of the series was just over a week, clearly not long enough to 
allow interest to develop. While the series lacked a high profile visitor, there w as no attempt 
to promote the achievements of the principal musicians and this opportunity was lost. As a 
result, when the series began few subscribers had been attracted. Unforeseen events then 
intervened. The second concert had to be postponed from Friday 16 to Saturday 17 May as it 
clashed with a ball at Dublin Castle, and the committee received a letter of complaint 
respecting the Riotous behaviour of the people assembled round the Rotunda doors on the 
night of performance' . , v  They acknowledged receipt of the complaint in the announcement 
of the third concert and published an assurance that it would be duly attended to and orders 
given to Guard and prevent such improper conduct, and facilitate in every respect the 
admission of the company'. I lowever, by this stage the future of the series was in doubt and 
the appeal issued for more attendance after the second concert could hardly have been 
helped by such a public admission of riotous behaviour'. The appeal illustrates how little

12v Chron 1806: 5, 6, 7.
, v A concession to military personnel is noted above, p. 49.
1,1 For their theatre performances see Walsh, Opera 2. pp. 18, 26, 27, 234. 
I<2 Reported in DJ 24 05 1806.
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support they had received and 

become if they continued:

tunv serious the financial position was at present and would

Subscription Concerts. The Committee for Conducting the Concerts at the Rotunda, 
iindinfMh.il .h er efforts I .  os.-il.l.sh ,  KvguUr Music.il Entertainment m Oublm. hove 
foiled of success, ond the gm,1 expense that the I'ropne.ors have been at U67 per night; 
amounting (or high, nights to £1336 ((or the greater part o which sum they are 
responsible, and would be (or the w hole in case »( perseverance) rendering ,1 necessary 
[ the Concerts, the receipts of the two nights being: 36 pounds less than the
‘°xpZ Z ^ Beg to inform the public that on Saturday next. May 24th, will be presented 
, . , lsl Miscellaneous Concert, on which occasion the admission will be reduced to 5s 5d. 
f un f nourable circumstances should take place, by a full attendance of the Nobility 
nd Gentry the Committee pledge themselves that the full number of Concerts shall take 

T L  Nn , |H. Subscribers to the Concerts (35 only in number) will have an opportunity 
of bringing Persons to the amount of their subscription, or the remainder of their money 
returned. - No 6 Russell I lace.

Prom the above it can be est 

two concerts: 35 subscribers

¡mated that an average of 290 people attended each of the first 

and around 255 non subscribers. An audience of this size is in

stark contrast 

this initiative

to the attendance reported at Stevenson's series 

inevitable.

and made the cancellation of

Although the subscription series was not to become a permanent feature of concert life in 

Dublin, attempts to reinstate it after the demise of the Rotunda summer series were 

important. These series and the concerts which resulted from them, created much of the 

activity which occurred in some years. Stevenson's subscription series in 1805 marked a 

change which was both an end and a beginning. It was the last successful series of public- 

subscription concerts for almost a decade until Spray promoted a series of Vocal Concerts' in 

1814. im More importantly, it broke the cycle of inactivity which characterised the early years 

of the 1800s and provided a stimulus for other musicians to resume concert promotion. * 114

m F) 21 05 180o*.
114 Spray's series is commented on below, see p. 262.
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Chapter 7

Sacred concerts

Sacred concerts in Dublin during the period 1792 to 1806 may be considered in three related 
groups: the individual sacred concerts and charity sermon events promoted by various 
Dublin charities; the 1799 oratorio series at the Theatre Royal; and the performances in
Commemoration of 1 landel.1

Charity performances

Charity performances, as noted above, account for 30% of the musical events in this period.2 * 
In the earlier part of the eighteenth century charity performances, both sacred and secular, 
contributed substantial portions of the funding for the foundation and maintenance of at least 
eight Dublin hospitals.' A number of charitable or musical organisations still donated their 
profits to some of the hospitals but by the 1790s there was an increasing number of parish 
school or poor house’ charities promoting musical events. A change of direction can be seen 
m favour of the relief of orphans and widows and the education of children. This had 
occurred partly because the nature of hospital funding changed. Earlier in the eighteenth 
century musical organisations could raise sufficient funds to establish and maintain a small 
hospital, perhaps in a renovated house, and they or the governors could generate the major 
part of the necessary funding by occasionally promoting concerts. As hospitals grew larger 
they outstripped the capability of concerts to meet their costs and additional means of 
funding were sought. In many instances their growing profile attracted substantial bequests 
and a number received direct grants from Parliament.4 Concerts gradually became a less 
significant element in hospital funding. The Lying-in Hospital was a notable exception, 
although m this case the governors made substantial investments in the facilities to maintain 
its income from public entertainment. At the same time a number of charities which were 
founded with great enthusiasm faded away, either because they had achieved their aims, or 
lost momentum or some of their leading members. Of the twenty-one or so musical 
organisations and charitable societies which promoted music earlier in the eighteenth century

1 The Commemoration of I landel performances were promoted by a charity, but their 
significance merits separate treatment.
2 Above, p. 68.
' See Boydcll, Calendar, pp. 16, 267.
4 From 1765 the Irish Parliament granted £100 each per year to three of the main hospitals, 
Mercer's Hospital, the Charitable Infirmary' and the Hospital for Incurables, t hese sums 
would increase in later years. Burke, The Royal Hospital Donnvbrook. pp. 7, 8. Some details 
of government support for the Lying-in I lospital have been noted above, see p. 95, 100, 101.
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lew „  live remained active by 1790.' New charities would be founded in their stead and, 
W ith hospitals well established, these focused on other areas o( need.

Charity sermon events presented music alongside a special sermon which often lent biblical 
authority to the purpose of the charily. Music tended to be included on an occasional basis 
and no charity promoted music with a sermon regularly during this period. Charity sermons 
w ere usually held on Sundays or I loly days in the afternoon, most often at I pm. Some were 
small-scale, seem to have been quite short and are ol minor significance: lor example, the 
charity sermon at St lohn s Church in 1800 for the parish school announced that the lovers of 
sacred music will be gratified by Dr Cog.n on the organ', who would appear to have been the 
only performer* Small vocal ensembles accompanied on the organ were provided by the 
gentlemen ot the |cathedral| choir lor the Masonic Charily Sermon in St Thomas's Church 
l7% 7 larger chanty sermon events involved both vocal and instrumental musicians.* These 
were in effect short concerts and occasionally included and oratorio' or and sacred music in 
their title. Those lor which programme details are available show that they were divided into 
two acts and perhaps lasted in excess of an hour. Their repertoire consisted largely ol items 
Iron, I landefs oratorios, chiefly Mesa!!. There is some evidence of the sums collected at this 
type ol event. In 17% the Freemasons reported that their last charity sermon had raised £93 
8s 2d and in 1799 a notice ot thanks published on behalf of Monhslown School recorded CHI

8s.‘

Charity sermons .and charity concerts in churches were relatively infrequent. The exceptional 
cluster of charity sermons in 1800 was probably encouraged by the oratorio series in 1799, 
and the frequency of charity concerts in churches increased after Stevenson’s subscription 
series.10 Charities thus appear to have been influenced in their decision to promote 
performances by the perceived popularity of other concerts.

The events at the opening of this period in Denmark Street Chapel provide an illustration of 
the more extensive type of parish activity. Events without a sermon tended to be held on 
weekdays, like those in Denmark Street Chapel on 2 April 1792, 12 March 1793 and 7 May 
1794." Various titles were used: concert of sacred music’, concert’ and oratorio’, and only in * 7 8 9 10

s For details see Boydell, C alendar, pp. 267 - 269 and Music, 1700 - 1850’, pp. 620, 621.
* Chron 1800: 9.
7 Chron 1796: 11.
8 For examples see Chron 1797: 9, 1800: 1, 2, 1801: 1.
9The Freemasons had been able to free fourteen of their brethren imprisoned for debt. For 
details sec Chron 17%: 11, 1799: 15.
10The later increase in charity sermons and church concerts is discussed below, pp. 223 - 234. 
" Chron 1792: 6, 1793: 1, 1794: 4. Denmark Street ran from the junction of Mary Street and 
Henry Street to Great Britain Street (now Parnell Street). Occasionally called Little Denmark 
Street, it is no longer in existence and should not be mistaken for Great Denmark Street,
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the announcement of the 17̂ 2 concert and review of the 1794 concert were they stated to be 
for a chant able purpose'. It is not clear that all three concerts were for the same charitable 
purpose but it seems probable. The identity of the promoters remains unknown. It is likely 
that some were among the leading members of the congregation and that the charity was 
formed to support the poor of the parish. Little information is available for the 1792 concert 
beyond the fact that Giordani was involved as director and the performance included the 
celebrated Miserere' referred to above.* 12 * The repertoire of the concerts in 1793 and 1794 was 
given in more detail and was drawn mostly from I landel's Messiah.11 On 12 March 1793 the 
first and second parts of Messiah were given and the concert concluded with the Coronation 
Anthem and Air.14 * Separating the three choral blocks were an organ concerto performed by 
Cogan and a concerto on the German flute by Bird. On 7 May 1794 there was a wider range 
of Handel's sacred music, with the overtures from the Occasional, oratorio and Esther, which 
began each act, airs from Theodora and leptha, a chorus from Deborah, selections from 
Messiah and, by way of conclusion, the Coronation Anthem and Cod Save the King'. As 
before, an instrumental concerto was given in each part: a violin concerto played by Cooke 
and a flute concerto played by Bird.

The vocal and instrumental soloists named in the Denmark Street concerts show that the 
cathedrals and the Theatre Royal were important sources of musicians. Of the musicians 
involved in both 1793 and 1794: Philip Cogan was organist of St Patrick's; Thomas Bird was 
engaged at the theatre in 1798 and perhaps from his earliest appearance in concerts in 1793; 
George Fitzgerald was leader; Mr and Mrs Mahon' were probably Gilbert Mahon and his 
wife who were identified at the Theatre in March 1796; and David VVeyman w ho would 
become closely associated with the cathedrals.,s In 1793 Miss Rose Ryder and Miss VV Brett 
were actresses and singers at the theatre, and Master Stephens making his only appearance 
was probably a cathedral chorister. In 1794 I homos C ooke, a ymung prodigy', may have been 
playing at the theatre but was certainly appointed by 1798; Robert Luke and George Burke 
were cathedral singers, and Mrs Addison was from the Fheatre Royal.16 1 he 1793 concert

which survives from the same period. The event in 1792 began at 1pm, but it was common 
for concerts starting as late as 3pm to be referred to as morning' performances. Those in 1793 
and 1794 began at 12am and I Oam respectively.
12 See p. 69.
11 For details see Chron 1793: 1, 1794:4.
14 It is not possible to tell if all ora selection of items from the parts were performed.
,s Walsh, Opera 2. p. 19. I logan from the same sources suggests that the 1793 and 1794 
concerts were conducted by Giordani' but there is no evidence of this. Hogan, p. 54.
16 Mrs Addison, n£e Elizabeth Willems a niece of F C Reingold, was an English soprano and 
married )ohn Addison in 1793. f ler first appearance in Dublin was on 16 April 1794 at the 
Commemoration of Handel. Around this time or perhaps earlier John Addison was engaged 
by Jones as musical director of the Private Theatre and appeared in concerts as a double bass 
player. Both made appearances in England but spent significant periods in Dublin until 1801. 
Elizabeth became Mrs Nunn in November 1804. DJ 20 11 1804, Walsh, Opera 2. p. 29,
Addison, John (i)', NG.
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included among the instrumentalists the first performers and amateurs of the city and in 

1794 the orchestra was again likely to have included both professional and amateur players 

Interestingly there was no indication as to whether the choir was from the cathedrals or 

formed with amateur support. A number of the soloists held cathedral positions and it may 

be that the choruses were performed by as few as the six or eight singers named in the 

advertisement. The attendance of the gentlemen of the choir, noted above at the charitv 

sermons for the Freemasons and the orphans at Monkstown, was presumably by permission 

of the cathedral authorities.17 Perhaps significantly, both of these events were given m 

Protestant churches. While it was certainly the case that the cathedral authorities seem to 

have granted permission for individual choirmen to sing in Catholic churches, granting 

permission for the choirs to attend as an ensemble may have been a different matter.18 *

The review of the 1793 performance in Denmark Street suggests that it was successful lv 

There was general praise for the instrumental soloists: for Cogan, Bird, Fitzgerald w ho led 

with his usual steadiness’, and for Brett who sang with great taste and execution The 

reference to Small is interesting, he gained much applause in his songs, which were given in 

the Harrisonian taste'. This would appear to be a reference to Samuel Harrison w ho, with 

another singer Charles Knyvett, established the Vocal Concert series in London in 1792 20 

The implication that Dublin audiences knew what the 'Harrisonian taste' was, is a subtle but 

useful indication of how closely events in London were followed. The comparison may be to 

Harrison's personal style of singing or perhaps to the performance style of the Vocal 

Concerts. McVeigh comments that in order to reduce costs there was no orchestra involved 

in the early series of Vocal Concerts.21 Perhaps Small's songs were given with just keyboard 

accompaniment. The audience was estimated at more than a thousand' which if true, and if 

the ticket prices were the same as the 1794 concert, 5s 5d, would have resulted in receipts of 

around £270, a very substantial amount.22

1 Noted above, p. 166.
18The charity sermons and oratorios' at Townsend Street Chapel and Clarendon Street 
Chapel in 1800 involved singers and orchestra. Those named were drawn mostly from the 
Theatre Royal with amateur support. Again no indication is given of the cathedral choirs 
attending.
,v F| 14 04 1793*. Daly was acknowledged for lending the musical instruments of his 
Theatre', perhaps a piano, drums or double bass, or possibly in the wider sense of the 
musicians as he was thanked for permitting Miss Brett to appear.
31 McVeigh, Concert life, p. 18.
21 McVeigh, Concert life, p. 173.
22 This estimate is also referred to above, p. 66. While acknowledging the tendency' to puff 
such estimates, Denmark Street was among the larger churches and such a figure may not 
have been as inflated as in other cases.
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The 179e) oratorio series at the Theatre Royal

The 1799 oratorio series was the only example of a full Lenten oratorio series, with 

performances on the two hast days each week, and was clearly modelled on the long 

tradition of such performances in London.* It was certainly the most significant concert 

promotion at the Theatre Royal in this early period to 1806 and arguably so for the duration 

of Jones's tenure as manager. The first announcement on 10 January 1799 was clearly 

intended to impress the public with the extent of the arrangements:* 24

Theatre Koval Crow Street
The Public are respectfully informed that there will be Oratorios and Concerts of Sacred 
Music on Wednesdays and Fridays during Lent; and that it is intended that they shall 
exceed inv thing of the kind ever performed in this Kingdom. Agents have been 
employed on the Continent, and Doctor Stephenson has been engaged to go to London 
for the purpose of engaging every performer of eminence, both Vocal and Instrumental. 
\nv Performer in this Kingdom, wishing for an engagement, will please apply, either 
personally, or by Letter, to Doctor Stephenson, Hume Street, or Mr Bellamy, Theatre 
Royal.

Some uncertainty has arisen as to who the promoter of the series was. From the above notice 

and later announcements, which identify Stevenson and Bellamy as the directors', it is clear 

that they were responsible for the organisation of the series. Later on 18 March, and before 

the series concluded, Bellamy resigned the conducting of the Oratorios, as the Speculator in 

those Concerts has refused to recompense him for past exertions'.25 The publication of his 

decision was delayed until 21 March, perhaps in case his treatment would detract from the 

audience at the last two concerts. From this Walsh has wondered if the speculator was 

Stevenson.26 However, it is more likely that Stevenson and Bellamy were engaged by Jones 

to organise the series on his behalf, as this is the implication of Stevenson being sent to 

London. Jones was having difficulty reviving the activity of the Theatre after the Rebellion, 

as noted above, and it may be that he was attempting to attract the attention of the public 

with a new initiative.27 Having only recently begun his career as the manager of a public 

theatre, he may have taken the pragmatic decision to transfer the management of the 

oratorios to Stevenson and Bellamy who had greater experience of concert promotion as

2' Oratorios during Lent had occurred before in Dublin, but whether a tradition was ever 
firmly established has not yet been assessed. There is good reason to suspect that earlier 
oratorios were sporadic. Boydell, Calendar, identifies occasional performances generally 
promoted as single events and there is no evidence in Walsh, Opera 1. to suggest the 
promotion of a Lenten season. I logan identifies a series of oratorios’ in Cape! Street in Lent 
1784 but gives no indication its extent. I logan, p. 54. There were no Lenten oratorio series in 
the later period to 1841.
24 F| 12 01, 15 01, 17 01,31 01,02 02 1799.
25 DJ 2 1 03: FJ 31 03 1799.
26 Walsh, Opera 2 . p. 18.
27 See above, p. 40.
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practising musician,. A dispute between tones and Bellamy, already Ins deputy, would seem 

unsurprising d Bellamy bad rente,ved no mom than bts usual wages .or his extra ei.ort.

I he ensemble ol 58 mustcians, .18 instrumentalists and 22 singers, announced lor the opemng 

performance was founded on the musicians employed a, the then,re and assisted by 

amateurs from the musical societies and one or two members of the cathedral choirs.» As 

limes was already paying the core of .he ensemble, .he costs were lower than they would 

have been it an alternative promoter had wished to at.empl such a series here or in another 

venue lone, did of course incur other expenses: fees to the additional singers, perhaps extra 

professional players and the import of instrumental soloists. Special arrangements were 

made to erect a Grand Orchestra richly illuminated' on the stage. If agents were in fact 

employed on the continent' to engage players, as suggested, nothing seems to have come ol „ 

and tins may have been a putt. Stevenson's reported trip was more productive, bu, may no, 

have taken him as tar as London, t he principal soloists he engaged were Messrs Yaniewicz 

and Nicholson from Liverpool'. Charles Nicholson was based in Liverpool and was engaged 

to make hi, first appearance in Dublin.» Yaniewicz had been in Dublin, probably until the 

summer ol 1798. and was hkely to have been based in Liverpool around tins time. He 

married M is, Eliza Breeze of Liverpool' in 1800. *

The oratorio series began on 15 February 1799 with twelve performances scheduled to, 

Wednesdays and Fridays during the six weeks of Lent to the end of Holy W eek.'' The 

arrangements did not run smoothly lor the opening performances. On 19 February a 

newspaper reported their pleasure to announce the return of Doctor Stevenson from 

England, whose safety in the late storm was much apprehended by all his Friends, and 

whose absence has been much regretted by the musical world'. “  It seems that not only was 

Stevenson delayed but so too was Yaniewicz and perhaps Nicholson on Iheir journey 

probably from Liverpool. Although the third concert occurred on 20 February, the fourth on 

22 February was announced as the First ol Mr Yaniewicz's Nights'. With the likely delay to 

allow for rehearsal time, it seems that the principal instrumental soloists and Stevenson did 

not appear until the fourth concert. Yaniewicz was clearly the chief attraction, as 

performances from the fourth to the eleventh concert were sub titled according to the number 28

28 The identity of the musicians is given and commented on above pp. 122, 123.
2,1 Stevenson would engage Charles Nicholson senior for his second visit to Dublin for the 
subscription series in 1805, noted above [ip. 154, 155. I lis son, Charles, also a distinguished 
flautist would make his first appearance in September 1808, and later promoted concerts 
discussed below, pp. 239 - 241.
*' Janiewic/' NC. In 1803 they opened a 'Music, Musical Instrument Warehouse in Liverpool 
which was in business for about twenty-five years.
M For details see Chron 1799: I - 11, 13. 
v  FJ 19 02 1799.

- Chapter 7: Sacred concerts -



171

of his appearances," Yaniewicz had «he tenth performance, a Grand Miscellaneous Concert, 

as his benefit concert. The dates of the performances ran according to plan until Holy Week, 

when the performance on Wednesday 20 March was brought back to T uesday 19 to facilitate 

the traditional day of the Irish Musical Fund Society concert, and the final concert was moved 

to Thursday 21 m respect of Good Friday, the most sombre day of the liturgical year. In what 

was clearly a source of great irritation to the Irish Musical Fund Society, the last performance 

on Thursday 21 March was announced as a Grand Commemoration of Handel', and still 

worse the programme presented was as performed yesterday a. |St| Mark's Church for the 

benefit of the Musical Fund'. The Irish Musical Fund Society's Commemoration had some 

advantage in including the gentlemen of both Choirs and the Members of the Sons of 

Handel', but it may substantially have been the same performers presenting the same 

repertoire.* *  Ihe Irish Musical Fund Society were quick to express their annoyance and, on 

the same day as the oratorio, they published a notice advising the public that they think .t 

their duty to inform them that they do not intend to make any further application this year to 

the benevolence of their Patrons and Patronesses; therefore |they| hope |that| no other 

Commemoration will be considered by their Friends as a Benefit in Aid of that Charity'.* If 

there was something of a rift between the Society and the managers of the oratorios it may 

only have involved Stevenson. Bellamy and Yaniewicz appeared in the Society's 

Commemoration and were among the performers listed in their customary notice of thanks. 

The absence of Stevenson's name would suggest that he was not involved in the Society's 

performance.*

Programme details were published for only four of the twelve oratorio performances. T he 

first and fourth performances presented Handel's Messiah. The eleventh performance 

announced parts one and two of Messiah and a miscellaneous selection' of Handel's music 

with Yaniewicz playing a new sonata' on the violin, and Master Dorman, a child of 7 years 

old', providing the novelty of an infant prodigy with a piano concerto. Yaniewicz's benefit 

concert, the tenth performance, was treated as a special occasion and was the only 

performance for which each of the items was advertised. At the second performance, 

perhaps because of the delayed arrival of Yaniewicz, Bianchi played a violin concerto. Each 

of the performances from the fourth to the ninth announced that Yaniewicz would play a 

violin concerto between the second and third parts. Most of the performances were divided 

into three parts, unlike the usual pattern of two, and this structure may have been taken from

"T h e  fifth concert was announced as the 'Second of Mr Yaniewicz's Nights', and so on.
M Only the programme details of the Irish Musical Fund Society concert were published. 
Stevenson and Spray seem to have been the only cathedral choirmen involved in the oratorio
series. As this was a commercial venture, permission for the cathedral choirs to participate as 
an ensemble was unlikely.
WDJ 21 03 179Q*.
*  See Chron 1799: 12 and D) 26 03 1799*.
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Mvssi.ih.c  The third performance and each of the events from the fiflh In Ihe ninlh were 

advertised as 'Grand Miscellaneous Concerts of Vocal and Instrumental Music but, aside 

from the cnnlr,buttons by Vaniewicr, no details of the repertoire were given. The other 

performances, either from their programme details or their title Selection of Sacred Mustc , 

indicate the sacred repertoire that would be evpected in such an oratorio series. I lowover, 

the benefit concert for Van,enter, a Grand Miscellaneous Concert , raises a curious 

possibility." M identifies no music of an overtly sacred nature, with the eveeptmn of a Grand 

Chorus by Handel which concluded the concert and was almost certainly sacred. The 

Instrumental music: an overture by I'leyel; string quartet and two violin concertos by 

Yamewicr; a cello concerto played by Haigh; and Haydn's The Surprize MS', could have 

been presented in a sacred or secular concert. The vocal music was clearly secular and had a 

pastoral theme: the songs Welcome as the flowers in May', Ye happy nymphs', and The 

nosegay girl by Stevenson; O jour charmanl by Addison; a second song titled Ye happy 

nymphs- by Hook; and Ihe chorus O the pleasure of the plains' from Handels Acwand 

Galatea. Although Ihe series was advertised as oratorios during Lent, it is possible that some 

of the other miscellaneous concerts' may have presented secular music as well. Music with 

pastoral imagery appears to have been acceptable in this contest while other common secular 

themes, such .is love or hunting, may not.

The lack of programme information and absence of reviews, useful means of attracting 

attention, may suggest that the series was popular and did not require further advertising. 

On the other hand, the dispute with Bellamy suggests that Jones was anvious to put what 

profit there was to offsetting his current financial difficulties, and it may be that if the 

audience was still reluctant to attend the theatre, the profit did not extend to what Bellamy 

thought he was entitled to. Although the popularity of the Lenten oratorios is unclear, with 

twelve performances it was the largest series in the period to 1806 and, occurring in the wake 

of the Rebellion, is a significant illustration of the potential independence of concert life from 

its political context.

The foundation of the Irish Musical Fund Society

Rohr comments that one of the indications that an occupation was attaining the status of a 

profession was the establishment of a professional organisation .-w Musicians' organisations 

functioned as concert institutions or charitable societies and often as both. Rohr cites the

v No indication of the division of the third concert is given and if the final performance was 
an exact repeat of the Irish Musical I'und Society's Commemoration it may have been the 
only one divided into two parts. 
w See Chron 1799: 10.
w Rohr, A Profession of Artisans', pp. 21, 22.
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o rlv  ru m p le of Ihe Kov.il Society of Musicians, established it. London in 1738 and which 

gamed ollical mmgmlkm with its Royal Charter in 1790, as the largest and most prestigious 

of a number of char,table societies which benefited musicians.«' These societies established 

funds bv attracting donations and bequests and by pro,not,ng concerts, but then purpose 

was primarily char,table and they did not function to ra.se the status of the profession or 

regulate conditions. The establishment of the Irish Musical Fund Society for the Support of 

Decayed Musicians and their Families' was important for a number of reasons," The 

occupation ol musicians had already reached the status of a profession, but the Dublin 

organisation reaffirmed tins particular structural indication of status.« As a charity it 

brought provision for musicians in Dublin into line with those in London and, in this and in 

other respects, ,1 underlines parallels in musical activity between the two cities. As a concert 

organisation it established and maintained annual concerts from 1794 to 1819, the longest 

unbroken sequence of public concerts in the period covered by this th e s is ."  Us 

Commemoration of I landel performances assumed the guise of a social, political and musical 

ritual and were of particular significance in sustaining the profile of concerts following the

turn of the century.

The foundation and activity of the Irish Musical Fund Society has attracted general comment 

but has not been examined in detail.* 44 A wealth of information recording the activity of the 

Society is contained in a series of Transaction Books' dating from 5 February 1798T' These

441 Rohr identifies the New Musical Fund (1791 - 1850s), Choral Fund (1791 - ?), Choir 
Benevolent Fund Society for British and Foreign Musicians (1822 - ?), Harmonic Brothers, 
ind the Kov ll Society of Female Musicians (1839 - 66)', which she reports operated on similar 
principles as the RSM’. Rohr, A Profession of Artisans', p. 335. The activity of the New 
Musical Fund was somewhat earlier, from April 1787 to 1842. 'New Musical Fund, NC.
<i Phis lengthy description was the full title of the Society and was used as the standard title 
in their newspaper announcements. The addition of Incorporated by Act of Parliament was 
included in some form from 1794, usually as The Incorporated Irish ...'.
«  An earlier professional organisation, the Dublin Society for the Support of Decayed 
Musicians was active from 1750 to 1764 and provides the indication of status commented on 
bv Rohr its demise cannot be taken to have removed such status. For details see p. 177.
44 The performances may have ceased because of the increasing number of sacred concerts 
and charity sermons of similar scale, or perhaps because of the relatively comfortable position 
the Society was in with well managed investments. Further concerts followed in 1828 and 
1857, which in programme, pricing, principal patrons and venue were the same as before. FJ 
27 03 1828, MacDonnell, A Book of Dates, p. 23.
44 The main coverage appears in Griffith The Irish Musical Fund', pp. 365 - 373, Hogan, pp.
77 - 80, and Boy-dell, Music, 1700 - 1850', pp. 585, 586. Some details appear to be inaccurate.
4r' Four Transaction Books' dated: 1798 - 1817, 1818 - 1827, 1828 - 1856, 1856 - 1904 were made 
available to the INI 1,1 by H J Teeming, secretary of the committee in 1951, and are held on 
microfilm. According to a booklet by F, C McConnell, the Fund operated from 32 Chelmsford 
Road, Ranelagh, Dublin in 1951, had distributed £16,000 since 1889, and had at that time 
£13,000 invested in stocks. The booklet also contains a photograph and list of the committee 
for 1950. In his article published in 1986 Boydell reports that the Society was still in existence. 
Research for this thesis has not located any reference to its existence beyond this date. E C 
McConnell, The Irish Musical Fund. Boydell, Music, 1700 - 1850', p. 585.
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Jro „ ld„ ,  iving records o f .  concert society in Dublin. Information on ihe activity of 

,he Sociel, pnor to 1798 ,s limited to news,,.spec evidence and the Act of Pari,amen, by which 

„ was incorporated in 1794. Although these contain much valuable informal,on many 

aspects ol its foundation and early activity remain unknown. The Irish Musical Fund Soc.ety 

,„ s  been credited with the introduction of 'Commemoration of Handel performances to 

Dublin.4“ This was no. the case as during its early years it operated solely as a charitable 

society and had no function as a concert institution until 1794.

Tbe Irish Musical Fund Society was founded in 1787. The Act of Parliament which
„ . Tt; Mere'll 1794 narrowed its foundation to some time in theincorporated the Society on 25 March 1/94 narrow

month of la,mart and Griffith, secretary of the Fund writing in 1914, states his awareness of 

an account book dated from I lam,ary 178747 The earliest « ta n , indication of who was 

responsible for the foundation ol the Society dates from 1812. A review ol the 

Commemoration remarks that the receipts were well up on recent performances and states „ 

must be highly gratifying ,0 Mr Cooke, senior, (the Founder of this benevolent Institution) to 

have witnessed for a number of years Ihe success of his early endeavours .«  Although Ihe 

„me elapsed between the foundation and this report suggests that it should be treated with 

some caution, ,1 is a strong indication that Bartholomew Cooke was Ihe founder of the 

Society «  Cooke was Dublin's leading oboist. He was a member of the orchestra of Smock 

Alley Theatre from at least 1779 and, when Daly moved his company to the Theatre Royal 

Crow Street in January 1788, almost certainly went with him. His employment there is 

confirmed in the announcement ol Jones's preparations for 1798. In 1783 he was named as 

oboist in the orchestra at the Rotunda and from luly 1794 until 1798 he ran a music business * 47

*. .w d ell Music 17^0 - 1800', pp. 585, 586. I logon implies that Ihe Society hod some role in 
the promotion of the Commemorntion performances before 1794 Hogan p. 77.
47 Griffith quotes a lengthy extract from the Act of Parliament which contains much useful 
material on the foundation and structure of the Society and is included here as Appendix 4. 
Griffith The Irish Musical Fund', pp. 365, 366. The Account Book' is no longer extant.
4* See Chron 1812- 12 and FJ 31 03 1812*. No doubt Cooke discussed the idea with other 
musicians so perhaps the Society was founded in 1786. However the Account Book' seems 
to have suggested that the Fund was established and receiving income from 1 January' 1787 
and for the present purposes this is taken as its official foundation.
4» Kelly though unreliable in detail, recalls the coincidence of Bartlett Cooke' accompanying 
him on the flute and oboe at his first appearance at Smock Alley in 1779 and at his last 
appearance at Crow Street in 1811. Kelly, Reminiscences, p. 319, see also below pp. 284 n.
169. Subsequent writers have continued Kelly's use of Bartlett' to refer to this musician. It 
appears that an error may have become firmly established with repeated use. Period 
references almost always refer to B Cooke' or occasionally in programmes or TBIMF as Bart. 
The Act of Parliament, drawn up as a legal document, presumably carefully and reputedly by 
Ciordani, gives Bartholomew Cook' and also Philip Coogan’. Both surnames are inaccurate, 
Coogan is usually Cogan, but Bartholomew for Bartlett is a rather more significant error for 
Giordani, who had known Cooke for many years. In the absence of period confirmation and 
in the suspicion that Kelly may be inaccurate in another detail, Bartolomew is used in this 
thesis: but there remains a nagging doubt. See Appendix 4.
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4 s ,lckvl||,. Street.‘'“ The establishment of the Society was perhaps a result ol the sense of 

insecurity developmg in the profession. The Rotunda concerts experienced a significant 

downturn in 1782 and expenditure on music was cut bach.

t he foundation of the Inst, Musical bund Society was no doubt welcomed by the profession, 

bo, its success was dependent on attracting support from beyond its ranks. The earliest 

indication of an event organised for the benefit ol the Fund was one promoted by the 

Philharmonic Society. I his was essentially an amateur society, but members may have been 

keen to demonstrate their gratitude to professional colleagues, many of whom had become 

friends or tutors. A rare indication ol their activity ,s given in a review of private concerts bi 

the gentlemen of the Philharmonic Society on lb January 1787 at the Mustc Hall Fishamble 

Street.', I he review carries fulsome praise of the leader on this occasion. Dr J A Fisher, and 

of the Society’s performances, but, more interestingly, contrasts this with the prevailing 

circumstances ol the tune.'- t hese remarks, although couched in poetic language, confirm 

the perception that musical activity was already on the decline before the turbulent decade ot 

«he 1790s:M

The . overs of Music have, for some years past, grievously lamented the decline of that 
elegant and enchanting science in this city, where it formerly flourished so much that the 
Greatest Professors of it in Europe were induced to visit us, Cem.mam, Marelli, Handel, 
Cramer the Arnes, and many other celebrated names travelled to Dublin, where the 
Orchestras of three public halls, and a number of private bands made the Irish Metropolis 
seem to be the Asylum to which the affrighted Muses had flown from the barbarism and 
bigotry of the Continent; but revolving time has for some years overcast, with a tasteless 
doom the captivating delights of Harmony, the love of Music, however, has still existed, 
among a few Amateurs, who have cherished the dying embers to this day; and one Set, in 
particular, H ie  Pliilluirimmic S o c ie t y , has at last succeeded in blowing them to a flame;...

The next performance by the Philharmonic Society seems to have been a private event which 

presented the opera ft,.. r .,,tlo  of Andalusia and the farce The Poor Soldier at the Smock 

Alley Theatre on 26 April 1787. There was no advertisement of this event in the press, but its 

success led to calls that the same might be repeated for the benefit of some charity', and this 

was announced to take place in Smock Alley on 12 May for the benefit of the Irish Musical 

Fund, now established, and patronised by many of the first Personages in the Kingdom'.^ * *

S) Here he published and sold music and sold instruments. Boydell, Rotunda, pp. 43, 214, 
Hogan, pp. 101, 201, 202, FJ 17 07 1794.
S1 Although the title Music I fall was used here, this venue functioned primarily as a theatre at 
this time.

For details of his performances in Dublin, Cork and Belfast during his visit from 1786 to 
1788, and in 1790 directing six subscription concerts at the Rotunda with William Heron, 
organist of St Werburgh's Church from 1782, see I logon, pp. 64, 65, Boydell, Rotunda, pp. 138 
-141, and Johnston, p. 227.
*  DJ 18 01 1787.

D| 05 0 5 ,0 8  05, 10 05: FJ 01 05, 03 05 1787. This was the first mention of the Fund in the 
press. At least part of the committee of the Philharmonic Society were identified as ticket
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On 5 May 1787 two important insertions were made in Freeman's Journal-. The name of M r 

Parkinson, Pres.dent of the Irish Musical Fund, I larcour. Place was added to the list of ticket 

distributors for the Philharmonic event, and Hugh O'Kelly, Secretary' issued the 

announcement of the Fund and its first appeal for support. These two insertions confirm the 

earliest named members of the Society. John Parkinson was appointed a stipend.ary of 

Christ Church Cathedral in 1772 and probably to a position in St Patricks at around the same 

tim e." Hugh O Kelly held a benefit concert at the Rotunda on 18 May 1790 when he was 

referred to as the late leader of the Band belonging to the Theatre Royal', which suggests that 

he was a violinist in Daly's employment at this time in Smock Alley and later in Crow 

Street.^ The identification of Cooke, Parkinson and Kelly suggests that the earliest members 

were drawn from the theatre and cathedrals, the two key areas of the profession in Dublin. 

The first appeal issued by the Irish Musical Fund Society details how it hoped to receive 

subscriptions and makes an interesting case for why it should be supported:*

IRISH MUSICAL FUND
The Public with great respect, are informed, that a Musical Fund, similar to that 
established in Fngland, for the support of decayed Musicians and their Families, has been 
lately instituted in this kingdom; and already patronised, and subscribed to by many of 
our principal Nobility and C.entry. .
\ 1 ist of present Members and Subscribers, with the Rules of the Irish Musical Fund, 

mw be seen in Books deposited at the Music Shops, for the inspection of the Public; 
where l idies and Gentlemen's Names as Subscribers are received, or by any of the 
Officers mentioned in said List, for conducting the Fund.
Our Nobility and Gentry in general, therefore, are most earnestly solicited to become 
Pitrons of and Subscribers fo this infant Charity - an institution, which has long received 
popular support in the sister kingdom; and which, from the apparent and necessary 
benefits it treasures up, to gladden the evening ray of those who have dedicated their 
lives to the entertainment of the Public, it cannot be doubted will meet as warm 
protection in a country, whose acknowledged characteristics are Generosity and 
1 lumanity.
Signed by order, IIUGII O KF.LLY, Sec.

This quite naturally states the merits of supporting musicians, but tw ice draws parallels w ith 

provision in England. T his is also stated in a preview lending approval to the Centlemen

distributors: Mr Vigneau, Custom House; Mr Kennedy, King Street, Stephen's Green; Mr 
Vigne, Eustace Street; Signor Giordani, Paradise Row; Mr Clarke, Custom House; and Mr 
Bardin, Anglesea Street. All appear to have been amateurs except for Giordani w ho, with 
extensive theatre experience, may have directed the music.
r>’ See Appendix 3. Between 1793 and 1796 he received a D.Mus. In 1792 he apologised to the 
Dean and Chapter of Christ Church for his absence through illness and sought their 
indulgence as the oldest member of the church. His salary was maintained and a deputy was
appointed in 1803 who appears to have served until Parkinson's death in April 1819. Grindle, 
pp. 66, 67, 234.
^ HJ 15 05 1790 quoted in lk>ydell, Rotunda, p. 141. This reference is to Hugh Kelly but can 
be assumed to have been the same person.
v FJ 05 05 1787. The notice was repeated in FJ 08 05, 12 05, 17 05, 19 05 1787 and then 
transferred to DFP 24 05, 26 05, 29 05, 31 05, 02 06 1787.
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,nd Ud.es o! the Philharmonic Society for their event on 12 May in aid of the Society, when 
is considered, the popularity of a similar Charity in England, there can be little doubt of a 

von vs arm support from the Public'.w Bringing provision in Dublin into line with that of 
London was clearly a factor which was expected to win support from the Protestant 
ascendancy. Two musicians' charities in London may have provided a model: the Royal 
Society of Musicians and the New Musical bund. The Royal Society of Musicians had by 
173«, ,ust a year after .Is foundation, 226  members. By 1784 it had accumulated capital of 
L‘l 2,000 and had distributed almost £25,000.*» It counted many of London's leading 
musicians among its members and received significant patronage from the nobility and the 
monarchy. Membership was confined to professional musicians res.d.ng for at least part of 
the year in London. This led to the establishment, on 16 April 1786, of the New Musical 
bund, which admitted provincial members and those who practised music and another 
profession.«’ The New Musical Fund had recently given its first concert at the King's Theatre, 
on 12  April 1787, and was in its infancy.61 It may have been known to musicians in Dubl.n 
and perhaps to the public, but it can be concluded that the reference in the announcement 
above to the institution which has long received popular support was to the higher profile 
Royal Society of Musicians.

Precedent existed for a musicians' charity in Dublin. The Dublin Society for the Support of 
Decayed Musicians' was established in the autumn of 1750 and remained active until 1764.6- 
It raised funds through concerts, subscriptions, lotteries and from the interest on bank 
deposits directed to it for specified periods. Two levels of subscription can be detected from 
its 62 members, which may reflect different rates for musicians and patrons: 36 members 
subscribed I l s 4 l/2d and twenty-six subscribed 10s. Four of the members were identified 
later in the Irish Musical Fund Society.6-1 Common membership may be expected, since both 
charities were established among the same small community of professional musicians. * 60 61 62

D| 05 05 1787. The reference to the involvement of ladies is notable and probably signifies 
the support of professional actresses from the theatre rather than ladies of the nobility. There 
is no evidence of female instrumentalists being involved in the Philharmonic Society.

For details of its activity see Drummond, The Royal Society of Musicians'.
60 Kassler, New Musical Fund’, NG. Kassler reports that George Smart, the music publisher 
and father of Sir George, was the principal founder, and quotes from Dibdin that Smart had 
been rejected for membership of the RSM. Drummond gives Dr Hayes and Dr Miller as the 
instigators of the New Musical Fund. Drummond, The Royal Society of Musicians', p. 289. 
Membership of both societies was prohibited, but a number of musicians, including I laydn, 
found ways of supporting each.
61 Drummond, The Royal Society of Musicians', p. 289.
62 This is also noted above, p. 173 n. 42. An account book from 1761 to 1764 kept by the 
treasurer Ferdinand Weber was discovered by his descendant Victor F' Smith and made 
available in 1912 to Flood, who reproduced it in his article from which the following details 
arc taken. See Flood, The Dublin Society for the Support of Decayed Musicians’.
61 Frederick Scaforth, Thomas Kelly, George Fitzgerald and John Marsh.
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Some musicians may have had experience of the former charity but, given the lapse of
twenty three years, the Irish Musical bund Society was clearly a new institution

There are early -.Bns of significant support from the nobility and political esfabUshmenl. One 
report s u i t e d  that .1 would all likelihood be honoured with a charier, similar to that 
obtained lor .he es.abhshmen. oI the musical fund in London, as several great personages, 
we hear have promised to apply lor if, and to give Ihe charity their warmest support and 
protect,on ."  Although a charter was not secured at this point. Ihe Society appears to have 
been well received in the (our months from ,1s foundation, and ,1 seems that some people ol 
influence were prepared to promote its prospects in London. The Philharmonic Society 
performance on 12 May 1787 attracted much interest. The band was reputed to consist of 
upwards ol forty principal performers' and apparently no less than three seats from the pit 
have been obliged to be taken in, to enlarge the orchestra' and it was hailed as a great 
success." Although Ihe reports may have been puffed, they extended general awareness of 
Ihe Fund On 2 February 1788 the Irish Musical Fund Society acknowledged a donation fro,,, 
the Philharmonic Society of £64 3s 9» 2d being the profit of a Play "  This may have been 
from Ihe performance or, 12 May 1787 buf, given the delay, could have come from a second 
event, suggesting that the Philharmonic Sociely confirmed ,1s support.

Commemorations of I landel

Alongside the foundation of the Irish Musical Fund Society, but under separate management, 
performances in Commemoration of Handel were being established as a regular feature of 
concert life in Dublin. Such performances had first been initiated in London at Westminster 
Abbey and the Pantheon in 1784 by three directors of the Antient Concerts, Sir Watkins 
Williams Wynn, Joah Bates and Viscount Fitzwilliam, and were of enormous influence.61* 
I hey began in commemoration of the twenty-fifth anniversary of Handel's death and what

m flood suggests that the former charity was revived which seems very unlikely. Flood, The 
Dublin Society for the Support of Decayed Musicians, p.
f.s pi 0? os , 787 This reference is curious, as the charter of the Royal Society of Musicians was 
granted in 1790, but perhaps the writer was aware that it was intended.
**> DJ 12 05: FI 12 05,15 05 1787.
67 FJ 02 02 1788. This notice was published post-dated 4 February and thanked the Ireasurer 
of the Philharmonic Society Mr James Vigne and Giordani for their exertions.
** The Philharmonic Society performed an opera for the Confined Debtors and for the Liberty 
Dispensary' on 22 May 1788 at the Theatre Royal and held a sailing event with music in July
1788. No further events have been identified and they may have ceased their activity, or 
perhaps since they appear to have been moving towards theatrical events may have merged 
into Jones's Private Theatre in 1793. FJ 01 05 1788, Hogan, p. 77.
^ Viscount Fitzwilliam would become one of the directors of the Dublin Commemorations in
1789. See Appendix 5. For the London events and their influence in England, German and 
America sec Smither, A I listorv of the Oratorio, vol. 3, pp. 222 - 237, and Weber, The 1784 
Handel Commemoration as Political Ritual', Musical Classics, pp. 223 - 242.
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wa. .hen .hough, to bo .he centenary of his birth, and were held each year until 1791. except 
for 1788 and 1789 -  1 he performances featured vast musical resources which grew from over 
500 performers to over 1,000 in the period to 17917' The 1784 Commemoration set the 
pattern for later years. The opening performances at the Abbey presented a miscellaneous 
selection of various sacred works by Handel; the second performance in the Pantheon was 
mostly secular and included selections from Handels operas sung in Italian and four 
concertos by Corell,, concluding with the t;»mn,li™ Antfgffi ^  h™* 15 indi,inB' ‘ind ,he 

third concert, again in the Abbey, presented Messiah/ 2

Although the title Commemoration of Handel' was no. made explicitly when these 
performances were introduced in Dublin in 1786, it is clear that «hey were deliberately 
modelled on the London performances.”  In 1786 two concerts were promoted a. St 
Andrew's Church on .40 May a. 12am and I June at lpm.”  They announced a Selection of 
Sacred Mustek from Handel, the same now preparing in London for the Commemoration 
w,«h the Gentlemen of the Choir and the instrumental parts ... filled out by a considerable 
number of Gentlemen of Rank*.”  No detail of the programme was given but ,« seems was 
repeated at the second concert as a review refers in error to the first concert as a public 
rehearsal'.76 A list of eleven directors and stewards' was announced and it becomes clear 
that this group was responsible for the management of the concerts. This h.gh-powered 
group, which would have had considerable influence, comprised: a bishop, two deans, three 
Haris, a Viscount, a Lord, a Baron and two MP's. In subsequent years the group would be 
joined by other senior clergy and public figures, and under various titles, such as doctors', 
stewards' or vice-presidents', they undertook the management of the concerts. No other 
public concerts before or since in Dublin were promoted by such a distinguished group and 
this is a unique example of concerts managed exclusively by the social and political elite. 
(See Appendix 5 for the names of individuals.) * 71 72 * * * *

7H Because of the illness of the King. Weber, Musical l  lassies, p. 238.
71 The numbers involved were: 525 in 1784; 616 in 1785; 640 in 1786; 806 in 1787 and 1068 in 
1791. Smither points out that two sets of figures differ slightly from these and that there is 
some doubt about the 1791 estimate. Smither, A History ofthe Oratorio, p. 228.
72 Weber, Musical Classics, pp. 226, 227. Weber remarks that the repertoire of the Pantheon
concert closely resembled that of the Antient Concerts and that few of these works were 
performed in public any more. I he fourth and fifth concerts repeated the first and third in
Westminster Abbey.
71 Interest in the London performances was high and a review of the first of the 1786
Commemoration concerts in Westminster Abbey was reprinted in Dublin in HJ 06 06 1786.
74 DJ 09 05, 13 05, 23 05, 25 05, 27 05, 30 03: HJ 25 05, 27 05 27 05 1786.
75They announced that Doyle would conduct, Cogan would play organ and Weichsell the 
violin. The review identified members of the nobility, Baron Dillon and Lord Delvin, and 
also Messrs Rivers, O'Reilly and I fodson among the performers. DJ 01 06 1786.
76 DJ 01 06 1786. Public rehearsals were a common phenomenon and may have occurred in 
this instance. If so, they would seem to have been before 30 May as the announcements were 
clear that two concerts were to be given. Tickets to both concerts were half a guinea each.
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Thc mcceiso( tho first performances encouraged the directum lo continue their promotions
,n 1787. 1788. 1789 and 1791." From 1787 they were given under the title Commemoration of 
I lundcl It may always have been the intention lo have two concerts in 1787, but the second 
was no, announced until after the first.™ Similarly in 1788 and 1789 the initial announcement 
was of two concerts and a third was announced later. Only in 1791 were three performances 
announced from the star,. The programmes of the performances were very clearly modelled 
on the London Commemorations. (See Appendix 6/-) Extensive physical preparations were 
made. In 1787 in SI Werburghs Church a temporary gallery was built in iron, of the organ. 
w„l, sides rising lo the roof for the musicians, and a superb throne' was built for the Duke of 
Rutland.m Also in 1788 Christ Church Cathedral was filled up exactly in the manner as 
Westminster Abbey with rising tiers for the performers, galleries in the side-isles lor the 
audience and a private gallery for the Marquis and Marchioness of Buckingham.»' Thc 
pattern of repertoire was taken directly from Ihe Westminster Abbey performances. What 
seems lo have been a complete performance of Handel's Messiah was given each year and the 
other performances presented miscellaneous selections from his sacred works, mostly the 
oratorios. 10 Instrumental pieces were limited to introducing the acts. The perfom,antes also 
imitated Ihe scale nf the Westminster Abbey performances. In 1787 there were reputed to be 
300  performers involved; in 1788 il was announced lo be even more numerous than last 
year - and in 1789 about 200'.10 Male and female members of Ihe nobility look an active part, 
as did both Protestant and Catholic clergy.« In 1788 the chorus was strengthened when Ihe 
amateurs and choirs of Ihe Dublin cathedrals were joined by the gentlemen of Armagh 
Cathedral, and m 1789 also by Ihe choirs of Cashel Cathedral and Tuan, Cathedral. In 1788 a 
great deficiency in professional singers' was reported and il was suggested that one or two 

capital engagements [be] made in England'.»" In 1789 Mrs Ambrose was engaged,»» 
Distinguished instrumentalists were also engaged for the performances in 1789 and 1791. 77

77 The decision that the Commemorations should be annual was taken after file performances 
in 1787. , . . . , .7« Given that it was a new programme it is likely that this was planned m advance. 
tv Detai|s for I787  are compiled mostly from commentaries and reviews but in later years full 
programmes were announced in the press.

DEP OS OS 1787. In imitation of the layout at Westminster Abbey. 
hi P| 03 04 1788 Some concern must have arisen about thc galleries as a notice was published 
to certify the construction by Benjamin Laton was safe. The names of thirteen individuals, 
presumably surveyors or architects, were added to endorse this notice. PJ 10 04 1788. 
c  When the programmes are considered together, quite a narrow and often repeated range of 
selections emerge. See Appendix 6 .

DEP 05 05 1787: F) 15 04 1788: FJ 19 05 1789.
The participation of ladies of distinction' drew- particular praise in 1787 as did the 

participation of clergy on ecumenical grounds. DJ 05 05, 08 05 1787. The continuing support 
of the nobility and clergy can be seen in Appendix 6 .

FJ 24 04 1788.
I* [)J 02 05 1789. I ler success at the Westminster Abbey performances was deliberately 
stressed for her Dublin appearances.
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norI ho .i|>poar.ince ... May 1789 of The celebrated Mr Salomon from London as loader. Slg 
Sperat, Iron, the Opera I louse in Ihe I laymarkef as cellist, and Kolzwara a, principal double 
bass pre-dale their appearance at the Rotunda concerl series.”  They appear to have 
.ravelled Iron, London at leasl two weeks in advance of Ihe Rotunda concerts to play in Ihe 
Commemoration performances. In 1791 Madame Cautherot. who was already engaged a, 
.he Rotunda concerts, played a violin concerto, the only solo instrumenial work Ihe 
Commemorations fro,,, 1787. The Commemoration performances attract«! a great deal ol 
public support. The crowd was so large al the first concerl in 1787 that a slern warning was 
„sued that only tickel holders would be admitted lo Ihe second, and at this it was reported 
that many were obliged to stand for the entire performance

In 1790 regret was expressed lh.it it seemed unlikely that the Commemoration of Handel 

would take place:1'''

D o m e s t ic  In te llig e n c e\Ve have reason to fear that the commemoration of Handel will not take place in this 
capital this season. The Duke of Leinster, President for the year, resigned that office this 
day: an office troublesome in itself, and from the dangling (dwindling ?| attendance at 
the Castle which it induced|,| not very constant to the feelings of a man of high rank and 
spirit. And unless the arrangements for this musical festival are made immediately, 
which we apprehend to be improbable, it will be impossible to exhibit it with that 
splendour and effect that would do credit to the Directors.

A general election was held during the first week of May in 1790 which probably occupied 
the attention of many of the directors at the time when the Commemoration might have been 
held. Performances were resumed in 1791 but these were the last. When the London 
performances were revived in 1790 and 1791, after the illness of the King, the audiences were 
smaller than before and in 1792 the directors announced they would not hold another 
Commemoration.*’ It is possible that the popularity of the Dublin performances declined in 
1791 as no indication to the contrary is given, or it could be that when the London 
performances ceased Dublin simply followed suit.

The directors of the Commemoration of Handel performances were unconnected to the 
management of the Irish Musical Fund Society and donated their profits to support the 
charity of their choice. In 1786 and 1787 the Commemorations were given for the benefit of 
the Meath Hospital; in 1788 for the joint benefit of the Meath Hospital, Lying-in Hospital and * **

10 For details of their Rotunda concerts see Boydell, Rotunda, pp. 136-138.
** DLP 05 05: Dj 21 04 1787. Estimates of the audience have been noted above, p. 66.
N<' WHM February 1790, p. 190.
*’ Weber reports that they made the announcement without consulting the King and that his 
strained relations with the directors of the Anlient Concerts was a major reason why the 
Commemoration did not become a permanent institution'. Weber, Musical Classics, pp. 238, 
239.
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,hc lrish Musical Fund Society; in 1789 for the Society alone; and in 1791 for the Society and 
other charities' . 1,1 Although the Society received the profits of jus. one year and no more than 

one third-share in two years, this was a significant source of income.

From its foundation the Irish Musical Fund Society received enthusiastic support from 
elements of the nobility, the Philharmonic Society and the directors of the Commemoration of 
Handel performances. Its income had derived from the subscriptions of patrons and 
members and from charitable donations. Its members were undoubtedly involved in 
performances which benefited the Society, particularly the Commemoration performances, 
but as an institution it operated solely as a charity and had no part in concert promotion until 
eight years after its foundation. It is no. clear whether there was rapid growth in the number 
of members in the first couple of years, or if the Society gradually attracted members over a 
longer period. However, in the period when it was gathering membership its expenditure 
must have been small and probably, as was usually the case, claimants began to appear some 
time after the membership established itself. It may be that with few claimants and growing 
income there was as yet no real necessity for the Society to become involved in concert 
promotion. The financial success of the charity in this early period is impressive. Although 
the extent of its income and expenditure remain unknown, when it was incorporated in 1794 
it was in a strong position with a capital stock to the amount of one thousand pounds, or 
thereabouts lodged in the bank.42 At this point it becomes clear that the original intention of 
the Society was to establish a financial reserve and distribute the interest it generated. If it 
was following its later practice of investing money in 3% or 5% debentures, its annual 
expenditure to claimants, without having to commit its capital, could only have grown to 
between £30 and £50 by 1794. In the period from the last Commemoration performances in 
1791, no evidence has been found of concerts which donated funds to the Society. Despite its 
financial security, it must have been clear that in order to safeguard its existing capital and 
provide for the possibility of an increased number of claimants, the Society must increase its 
financial resen e by more than the interest the annual subscriptions would produce. Concert 
promotion was the obvious means by which this could be achieved.

It is perhaps more than coincidental that the Irish Musical Fund Society should seek to 
become incorporated at the time it was preparing to become a concert promoter. The 
impression is that this was one aspect of a general review of its activity which was intended 
to establish the charity on a more official', and legally secure, basis. Incorporation offered 
protection in law and also conferred an image of respectability, efficiency and parliamentary 
approval. It would be an over-simplification to suggest that the committee was motivated to 91 92

91 FJ 28 04 1791.
92 From the 1794 Act of Parliament, see Appendix 4.

Chapter 7: Sacred concerts -



establish corporate rather than personal liability for their own protection, or to safeguard 
themselves from perceptions of self interest, but it certainly assured the public that the 
Society was properly structured. The recent tradition of Commemoration of Handel 
performances, and their popularity, provided a clear model which the Society could adopt 
and promote themselves. They revised the format somewhat by deciding to promote a single 
annual event rather than the two- or three-day festival. The Irish Musical Fund Society s 
promotions may be seen as the second phase of Commemoration performances in Dublin 
and they mark the beginning of its activity as a concert institution.

Structure and membership of the Irish Musical Fund Society

Hie structure and membership of the Irish Musical Fund Society in this early period to 1806 
can be given in some detail. This period saw the successful establishment of the Society on a 
secure basis, supporting the least fortunate among the profession and their dependants The 
structure of the committee was clearly articulated in the Act of Parliament incorporating the 
Society m 1794.9' Some years later, on 7 March 1800, it was recorded that Mr Giordani 
having obtained this Charter by his sole exertion at a Considerable Sacrifice of his time h is 
induced the Society to an extraordinary Grant of Ten Pounds when he was suddenly attacked 
by Weakness that threatened to be of a very lingering Nature'." In the very- early stages 
following its foundation, the meetings of the Society may have been quite ad hoc gatherings 
By early March 1787 the first President and Secretary can be identified. The committee 
structure followed the common pattern with five officers: a president, vice-president 
treasurer, collector and secretary.91 * * * 95 They were joined by thirteen others: four honorary 
members and nine professional members referred to as professors'. The annual general 
meeting was held at the beginning of January. Apart from the concerts this was the largest 
gathering of the Society and was taken up with the election of the committee. At quarterly 
general meetings, held at the beginning of January, April, July and October, the accounts of 
the treasurer, collector and secretary were examined. Monthly general meetings were also 
open to the broad membership of the Society.95 Meetings of the committee tended to be held 
on Sundays, often in the afternoon at 3pm. In periods of routine activity these were held on i

91 Appendix 4. , .
TmM[; ()7 Q3 1800 |t Wi1s tl|so noted that this would not set a precedent for high grants.

95 David Ditouche, the founder of the Bank of Ireland, was cited in the 1974 Act of Parliament
as th e  Treasurer. C o m m e n t a t o r s  h a v e  r e p o r te d  th a t he was a founder or a c tiv e  member.
Boy del I, 'Music 1700- 1850', p. 585, also Collins, Music in Dublin', p. 14. Current research
has found that the Ditouche Bank acted as treasurer, and although David Latouche was a
patron he had few if any dealings with the Society in person professionally and was not a
member. Transactions at the bank, when reported, were with Mr Knox the Cashier'. The
collector literally collected and delivered money, acting as what would now be termed the
treasurer.
95 The general meetings tended to be held on the first Monday of the month, usually at 7pm 
or 7:30pm.
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w e e k l y  b a s is , b u t  b e fo r e  th e  C o m m e m o r a t i o n s  a n d  f o r  a s h o rt tim e  a ft e r w a r d s  c o u ld  o c c u r 

a lm o s t  d a i l y . W h ile  th e  c h a rita b le  w o r k  o f  th e  S o c ie ty  w a s  c o n s ta n t t h r o u g h o u t  th e  y e a r , the 

p a tte r n  o f its c o m m itte e  m e e tin g s  w a s  a lig n e d  q u ite  c lo s e ly  to  th e  e n te r ta in m e n t s e a s o n .

Membership of the Society was divided into two categories: honorary and professional. 
What seems a self-evident distinction was not entirely clear-cut. Professional membership 
appears to have been reserved for those who earned their living, or at least part of it, from 
performance, f lonorarv membership was held by a broader range of people including music 
shop owners, instrument makers, and those from other professions who appear to have been 
amateur performers. A number of well known professional musicians held honorary 
membership, such as John Bianchi, Francis Attwood and Sir John Stevenson. They, or 
possibly the committee, seem to have decided that the requirements or benefits of honorary 
membership suited their personal or professional circumstances. A formal process of 
admission was adopted. Prospective candidates had to be proposed and seconded by 
existing members. In practice this seems to have involved just the committee members, but 
the w ider membership could also nominate candidates. Ballots could only be held at general 
meetings and had to be attended by the proposer and seconder. After discussions a secret 
ballot was held and if more than a third of the beans cast were black then admission was 
refused. In 1802 it was formally resolved that honorary members must be proposed at least a 
week before the ballot and that the committee be sent summonses at least three days in 
advance stating candidate's name and that of the proposer and seconder.1' Presumably this 
was intended to allow time for the committee to establish the character and ability' of less well 
known honorary candidates. The process of admission was only completed when the 
admission fee was paid and the candidate had received a copy and agreed to the formal rules

of the Society.'"4

The Transaction Book’ records that in July 1800 there were 61 members of the Society: 44 
professional and seventeen honorary members." Over the period to 1806, 143 individuals 
can be identified in the Transaction Book' in the context of membership. A few appear to 
have applied and then withdrawn, some w’ere refused, and sometimes the report of an 
application is not followed up with confirmation of admittance. Of the 143 people named, 65 
can be identified as professional members either because they were identified as such w hen 
they applied, or when they were on the committee, or from the nature of their benefits and 
obligations. Similarly 42 can be identified as honorary members. Names, admission details

1/7 FBIMF 01 02 1802.
"  The rules of the Society seem to have been established early in its activity and were printed 
in booklets for members to retain. What seems to be the earliest edition extant dates from 
1830. Details were adapted at various stages but these appear to be very close to what was in 
place earlier and are included as Appendix 7.
"TBIMF28 07 1800.

- Chapter 7: Sacred concerts -



1K5

and comments relating to the membership are collated in Appendix S. Two curious details 
may In- noted. I he Methodist Society' is named, along with 70 individuals, in a list recording 
subscriptions received in 1806.10" This appears to be a list of members and it details the 
admission or annual membership fee against 42 of the names. Although no amount is given 
for the Methodist Society, the impression is that they had some kind of corporate 
membership, or particular relationship which acted in some way to support the Society, 
although their connection or motive for doing so remains unknown. Another notable detail 
is the inclusion of two females in the list of members. Miss Elizabeth Fontaine and Mrs King 
were proposed as members in March and April 1798 respectively. A reference in 1812 reports 
10G being granted to Mrs Fontaine for the funeral expenses of her late husband, and 
acknowledges his effort as a member from 1791 in procuring the incorporation and that his 
two sons and daughter had been subscribers to the fund for many years. 100 101 Mrs King is 
identified again in the list of members and their subscriptions for 1806 mentioned above. 102 * * 

Under wh.it circumstances the ladies were admitted remains unknown. A Mrs King and a 
'Mrs G King' are identified bv Walsh at the Theatre Royal in 1801 and a Mrs King sang in the 
oratorios there in 1799.1,u The admission of women to a professional organisation was highly 
unusual at this time. The Royal Society of Female Musicians was founded much later in 
London in 1839.101 However there is no evidence that this radical aspect of the Irish Music 
Fund Society progressed very far and these two ladies appear to have been the only female

m e m b e r s .

Irish Musical Fund Society Commemorations of Handel

The Irish Musical Fund Society was quick to establish a formula which suited its purposes 
well and they deviated little from it.105 * * Many aspects of their promotions became ritualised 
and in almost every' year they appear to have enjoyed solid public support. The Rotunda was 
the traditional and preferred venue and was used for all the performances except when the 
Rebellion obliged them to use St Mark's Church in 1799 and the Theatre Royal in 1800 and 
1801.1» Probably from the outset, and with very few exceptions, they established the

100 TBIMF22 03 1807.
101 TBIMF08 11 1812.
1,0 She is not to be mistaken for Mrs Mary King, a claimant mentioned below and in
Appendix 9. See p. 202.
un Walsh. Opera 2. p. 234, Chron 1799: I.
UM It merged with the Royal Society of Musicians in 1866. Royal Society of Musicians', NG.
HR For details of the Commemoration performances to 1806 see Chron 1794: 1, 1795: 2, 17%: 4,
1797: 10, 1798: 2, 1799: 12, 1800: 3, 1801: 3, 1802: 2, 1803: 3, 1804: 1, 1805: 15, 1806: 4. 
u*> The Rotunda was available in 1803 but they opted to use the Theatre. This was the last 
year they used the Theatre perhaps because of some resistance to the price structure they 
adopted; see below, pp. 190, 191.
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Wednesday evening in Passion Week as their date of performance.1"7 As a formal courtesy, 
they invited the Lord Lieutenant to nominate any day in Passion Week, but almost invariably 
he selected the traditional one.1"* Phis fixed the association of the day with their concert in 
the public s mind and effectively reserved the date for them, since to promote an event which 
was perceived to be competing with charity was morally and socially reprehensible.,tw 
Around a third of the directors of the earlier Commemoration performances, and perhaps 
some of the ladies of distinction' who sang, were among the list of patrons of the Society's 
concert in 1794.* 109 110 111 From the beginning the Society advertised a long list of patrons, joined in 
17% bv the Lord Lieutenant, which comprised many of the social and political elite. 1,1 This 
was arguabh the most extensive and distinguished display of patronage of the period. As 
the years passed the Commemoration performances became the ritual musical gathering of 
these groups and derived much of their importance in the social calendar as a result.

All the members of the Society were expected to perform in the annual Commemoration. 
The committee could therefore rely on a core of professional musicians from the cathedrals 
and theatre and a regular ensemble of amateur musicians among its members. 1 here appears 
to have been an understanding with the cathedral authorities to permit the gentlemen of the 
choir to perform, and their attendance as an ensemble was advertised in most years. 112 * 

Although the orchestra of the Theatre Royal was not advertised as a distinct ensemble, many 
or perhaps most of its members would have been involved on a regular basis. In 17% the 
Society published thanks to Frederick Jones, then manager of the Private Theatre, and to 
Richard Daly of the Theatre Royal for permitting their performers to attend, and each year 
from 1798 to 1804 they thanked Jones and the ladies and gentlemen of the theatre' for their 
assistance. " 1 The performance in 1794 was the only one in which members of the 
Anacreontic Society were identified as assisting in the orchestra, although individual 
members may have attended in other years. Support came regularly from the choristers of

icr T h e  oh rase Wednesday in Passion Week' was stated explicitly from 1799, but it seems 
very likely this was already their day of performance. Only in 1795, 17% and 1806 were
performances o n  T h u r s d a y  in  P a s s io n  w e e k .
H" For an example of their invitation to the Lord Lieutenant see Append.x 1.
109 A special request was made in 1794 and 1795 that the nobility and gentry would refrain 
from holding private parties on the evening of the performance. Perhaps thereafter the 
public had become used to associating this day with the performance, as no further requests 
were made.
110 From Appendix 2 and 5.
111 For comments on the list of patrons see above, pp. 75 - 77.
1,2 There was no mention of the gentlemen of the cathedral choirs in 1795 or 1803, but 
permission for the choristers to attend in 1803 suggests the adults were also involved, and it 
is likely that they were among the performers in 1795. TBIMF 31 0 1 , 23 02 1803.
111 In 1803 and 1804 the gratuitous assistance' of the ladies and gentlemen was stated, though 
this was the usual arrangement. No notices of thanks were published in 1805 or 1806, but the 
same groups were undoubtedly involved. Letters requesting permission for members of the 
theatre orchestra to play are recorded in 1803 and 1804. TBIMF 30 01, 25 03 1803; 04 03 1804.
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the calhcd„ |s  „ „ , 1  Ihe Sons of Handel. A formal process of wrf.fen application requeslrng 
„,e assistance of the chorislers led lo their appearance in 1799 and from 1801 to 1605. 
Although the attendance of the hoys may be implied in the blanket term gentlemen of the 
chotr used in other years, then actual attendance is not confirmed beyond this period.'» 
The attendance of the Sons of Handel is confirmed in newspaper sources lor the years 1795 to 
1805 cyCept for 1797 and 1803. Again a formal process of requesting their ass,stance is 
evident each year from 1799 IS« ." ' On 13 March 1803 a letter was received from the Sons

Handel staling that they declined their assistance' and on 18 March Ceorge Irwin 
undertook to deliver a request that they would be so kind no, to withdraw their friendly 
assistance'.1» The programme details were advertised from 15 March 1803 without any 
mention of the Sons of Handel and were not subsequently amended. Later, on 2 April, the 
T ransaction Book' records The Sons of Handel furnished with Tickets , but ,1 is not clear if 
they received these as performers, as had occurred with other participants occasionally in the 
past or ,f tickets were sent in the hope of maintaining support in the future. No mention ol 
them was made in the notice of thanks for 1803, but in this year and 1804 the standard notice 
was changed and no individual performers were n a m e d . N o  conclusion is posstble but the 
suspicion that they were not involved is stronger than that they were. In 1799, 1800 and 1801 
the requests and replies exchanged belween the secretaries ol the two organisations were 
delivered by David Weyntan, who would appear, like Irwin, lo have had some connection 
with the Sons of Ifandel. On I February 1801 il was requested that the secretary do write a 
letter to Mr Shaw, Secretary lo the Society of the Sons of Handel' and the following copy was 
recorded which may be typical of their correspondence:11»

The Members of the Musical Fund Society present their Respects to the Gentlemen of the 
Society of Handel, and request permission to solicit a Renewal of their former politeness 
at the ensuing Commemoration when they hope for the Honour of their Musical 
Assistance. They request an answer may be given to Mr VVeyman.

Mr Shaw was identified again as secretary in March 1804 and in late February it was reported 
that Robert Coyne gave a verbal assurance that the Sons of Handel would perform and 
requested the music for the 1804 Commemoration. 114 * * 117 118 119 This may suggest that he was a 
member of the committee or possibly the director of the Sons of Handel, but he and Shaw are

114 The formal approach was directed to Spray in 1799 and Rev Osborne in 1803 and 1805 as 
the Master of the Boys and in other years to the deans and chapters. In 1802 a delegation of 
five committee members was involved. In each case written permission was returned.
TBIMF 2101 1799; 01 02, 08 02 1801; 11 03, 14 03 1802; 30 01, 23 02 1803; 26 02 1804; 27 02 1805. 
,1S TBIMF 24 02 1799; 23 03 1800; 01 02, 22 02 1801; 28 03, 04 04 1802; 13 03, 18 03, 02 04 1803; 
26 02, 28 02, 04 03, 25 03 1804.
,,h Permission had already been given for cathedral choristers to attend confirming they were 
separate from the Sons of Handel. TBIMF 23 02 1803, contrary to Hogan, p. 80.
117 After 1804 they ceased the practice of publishing notices of thanks until 1810.
118 TBIMF 01 02 1803.
119 TBIMF 28 02, 25 03 1804. Shaw received a complementary blue ticket.
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the only members identified at this period. Each year the two, or sometimes three, female 
vocal soloists were drawn from the Theatre Royal. 120 Mrs Addison was the most frequent 
supporter, appearing in eight Commemorations from 1794 to 1801 and, following her 
marriage, appeared as Mrs Nunn in six from 1805 to 1810.121 Male vocal soloists from beyond 
the Society were also drawn from the Theatre Royal, most notably Thomas Philipps, who 
appeared in each concert from 1801, and Urbani, who appeared in 1805 and 1806.122 *

The relationship between the Irish Musical Fund Society and some of the most important 
musicians may at times have been strained. It is curious that Stevenson, who otherwise was 
so engaged with the profession, seems to have had little involvement with the Society. He 
sang a solo in 1796 but is not mentioned thereafter until 1803 when he declined their request 
for assistance, and seems to have done so again in 1804.121 He was proposed twice for 
honorary membership, in February 1805 and January 1806, and was admitted on 13 January 
1806 but is not listed among the performers in these years. 124 John Spray, William Warren 
and David Weyman seem to have had a particular disagreement with the Society. Warren, 
who was expelled for just a week in 1799 for not paying his subscription, and Spray were 
absent from the rehearsals and performances in both 1800 and 1801.125 * 127 On both occasions 
they were fined. In 1801 Spray refused to pay and resigned and Warren claimed not to have 
known of the dates of the performances and was expelled. Weyman appears to have been 
involved in a rift at some point which may have caused his resignation from the committee 
on 11 February 1802.,2h From mid-February to early March 1805 the committee considered 
the 'misunderstanding' with Spray, Warren and Weyman, but refused to re-admit them. ' 27

120 Two female singers was the usual pattern, although three appeared in 1794 1796 1793 
1805 and 1806. All eleven female singers in the period to 1806 were engaged at the time of 
their appearance at the Theatre Royal. Ten are listed in Walsh, Opera 7 and Rose R, h  ̂ °
listed in Walsh, Opera 1. ' - ,s
121 Elizabeth and John Addison, a double bass player, were last recorded in Dublin at the 
Commemoration in April 1801. Their marriage ended and John Addison remained in ° 
England and died in 1844. Elizabeth is next identified in Dublin at the start of the Theatre 
Royal season in November 1804, when her second marriage was reported as having occurred 
earlier in the month'. DJ 20 11 1804. She was employed there until 1810, and although none 
of the performers was advertised for the Commemoration in 1809 she appeared in each of 
these from 1805 to her last appearance in April 1810.
122 T I. Bellamy deputy manager of the Theatre Royal appeared in 1798, 1799 and 1800 but 
was an honorary member. Letters requesting the assistance of Philipps and Urbani ire 
recorded in TBIMF31 01 I803;05 03 1804; 1003 1805.

TBIMF 30 0 1 , 23 02 1803; 19 02 1804. In 1803 Stevenson replied by letter and may have 
done so again in 1804 although this is not recorded.
124 See Appendix 8 .
,2S See Appendix 8 .
I2'’ He had served on the committee from 1794.
127 TBIMF 12 02, 23 02, 04 03 1805.
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Although Spray and VVeyman appeared in some of the later performances, it was not until 26 
lanuarv 1807 that they and Warren were finally re-admitted. 128

l arge numbers of performers were undoubtedly involved in the Irish Musical Fund Societ\ s 
Commemoration of Handel performances. The choristers and adults of the cathedral 
numbered around fifteen to eighteen and, with the full compliment of the orchestra of the 
Theatre Royal around twenty-five, may have produced a core of 50 to 53. 129 Another two or 
three female solo singers from the Theatre, and occasionally two male singers, could have 
brought professional involvement to 55 or 58. The unknown quantity of amateur 
involvement makes a precise estimates difficult, but perhaps increased the total number to 
around 65 or 70. There were relatively few reviews of the performances and no estimate of 
the numbers involved appeared in these or the announcements. It is doubtful that there were 
significantly more involved, as this would perhaps have merited comment in the press and 
made a useful publicity feature. The impression is that without the support of choirs from 
outside Dublin, such as from the cathedrals of Armagh, Cashel or Tuam, the Society s 
performances would have been on a smaller scale than the earlier Commemorations.

The absence of reviews in most years makes it difficult to assess how well the 
Commemoration performances were received. 1 10 The opening performance in 1794 attracted 
attention and drew together a numerous company' and promised to have been a very 
productive night'.111 Miss Brett in Ye men of Gaza' from Samson was very great having 
introduced in it some flowery touches, that were greatly admired by the musical amateurs 
and George Fitzgerald was noted as a steady leader, as well as a capital performer. Weyman 
sang with powerful tones and great judgement', whereas with unusual frankness, 'Captain 
Ashe was remarkable - for nothing, but being ludicrously loud, without taste or judgement' 
Nevertheless with their usual politeness the committee published thanks which included 
their unfeigned Obligations to Captain Ashe and Captain Witherington, for their 

distinguished assistance' . 112 In 1799 a review which acknowledged that the Society deserved 
support continued with the following severe criticism of the committee: 131

128 TB1MF 19 05 1806; 26 01 1807. All three appeared in the performance in 1807. Spray and 
VVeyman sang regularly thereafter. Warren being one of a number of organists is identified 
less often but was actively involved. C hron 1807: 3.
12v From estimates made above see, pp. 118, 124.

The caveat that these may be located beyond the range of the present sources remains.
111 Chron 1794: 1, review FJ 17 04 1794*.
112 F) 19 04 1794*. No relation between Captain Ashe and Andrew Ashe had been found. 
m  FJ 19 03 1799*.
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... Tis however to be regretted, that the management of this most useful charity had not 
fallen into better hands, than a set of obscure individuals, who have neither laid before 
the public the state of their funds, nor the number of those, if any, who derive support 
from the institution. Nor have those who call themselves managers afforded sufficient 
previous notice, or selected a suitable and convenient place for the performance.

The non-availability of the Rotunda was beyond the influence of the Society, but St Mark's 
Church, in Mark's Street near Townsend Street, was central enough, being close to Trinity 
College, but was likely at this time to have been approached through narrow streets. 1 M If 
there was anv validity in the rest of the criticism, the Society seems to have ignored it entirely 
and made no effort to make its charitable work known to the public. Such concern may or 
may not have been more widely shared and it is quite possible that the writer in Freeman s 
lournal was partisan. The activity of the Society continued as normal and, significantly or 
not, it continued to receive little attention by way of reviews from Freeman's lournal but 
perhaps it did not require the attention of the press. The only other reviews in this source of 
a Commemoration prior to 1811 are two relating to the performance in 1803. Both appear in 
Freeman s lournal and are contrasting in their perspective and criticism:us

Irish Musical Fund
Last night, the Oratorio for the support of the Fund for decayed and improvident 
Musicians, (and there are many, it is lamented, of the latter description, at the present 
day) took place at the Theatre Royal. The house was full and productive, owing to the 
benevolence of their Excellencies, and other illustrious and noble characters, who 
honoured the Theatre with their presence. In providing for this Oratorio, the care which 
seemed to be most attended to, was to inform the public of who were to perform upon 
every instrument, from the beginning to the end, perverting the objects of charity to the 
purpose of the meanest of the Orchestra. It is not unlikely that more will be seen upon 
that score, by accounts of the performance, of last night, making every miserable scraper 
of catgut an Apollo, and other such obvious panegyric. Our hope is that the charity has 
not suffered by such odious impropriety and mismanagement.

Irish Musical Fund
We are sorry to hear that at the Commemoration of Handel, at the Theatre, on 
Wednesday night, the Pit was nearly empty. This was owing to the injudiciousness of 
having it at the same price as the Boxes, where there was no overflow. Had the Pit been 
open at Six shillings apiece admission, we have no doubt it would have been full, and the 
charity materially benefited. It was a disgust at such mismanagement, it is supposed, 
prevented some musical gentlemen from giving their aid on the occasion, which was not 
commendable, however displeasing might be the misconduct of the assuming and 
ignorant.

IM St Mark's Church was quite rarely used for concerts and this may have been one reason 
why. The Church, begun in 1729, is noted for being where Oscar Wilde was baptised in 1884. 
It was purchased by Trinity College in 1971 to accommodate part of its library and served 
again as a church for an American denomination, the Assemblies of Cod, for a time from 
1987. It has recently been renovated under a youth training project. Bennett, p. 191.
1VS FJ 07 04*, 09 04* 1803.
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The reviews were written by two separate individuals, doubtless unconneeled lo Ihe Chanty. 
I he first reports good attendance but sects lo be critical of the standard of performance and 
perceived self-interest. By contrast, the second review reports low attendance, poor 
judgement in setting the admission prices, and the absence of some performers. This may 
have been a reference lo the absence of Stevenson, Spray and Weyman, who seem to have 
staved away for quite different reasons. If the pit prices, '':C  or three for 1C. were loo 
expensive, cheaper accommodation was available in the galleries although these areas may 
have been less desirable. If this influenced Ihe audience, it can hardly have influenced the 
musicians unless some amateur gentlemen objected lo appearing in Ihe theatre and 
presumably many had already done so in 1800 and 1801. The performances were usually 
presented after two rehearsals, but sometimes one. and a significant number of the items 
were played on more than one occasion. Performance slandards must naturally have varied 
from year to year, but in 180.1 none of Ihe items came from Messiah. Th.s may have had an 
effect if some performers were less familiar with individual items. In response, in February 
1804. Cogan was empowered lo engage if possible a professional vocal and instrumental 
performer or both and Bartholomew Cooke wrote lo Mr Incledon in London to request, he 

jM ,ook ou, for a Singer . ,:'6 Nothing came of this initiative to bring a soloist from England in 
1804 or it seems thereafter, as the soloists continued to be drawn from those already engaged 
in the city.

Repertoire of the Commemoration performances

Most of the repertoire of the Commemoration performances was taken from the Handel’s 
sacred works, usually the oratorios and predominantly from Messiah. This was by far the 
most popular work and the favourite items can be established from the number of 
performances. In February 1803 the committee seem to have made a decision to explore this 
repertoire further when they requested Mr Rhames to procure as many full scores of 
Handel’s Oratorios, as he may think proper’.1 ' 7 Two areas of innovation may be noted in a 
repertoire which was founded on a quite narrow selection of pieces. Both illustrate the 
attention paid to developments in London. The first concerns performance style when in 
1800 the performance of Messiah was ’aided by trombones and double drums, as used at 
Westminster Abbey being the first time of introducing them on a similar occasion in this 
Kingdom . IW The second is more significant and marks the earliest performance of music 
from Haydn's The Creation. Its introduction in Dublin occurred in the year after its first 
performance in London. The Commemoration in Dublin on 1 April 1801 announced a Grand 
selection of sacred music from the most celebrated oratorios of Handel and the much * 137 *

'■* TBIMF 06 02, 22 02 1804.
137 TBIMF 27 02 1803.
m  Chron 1800: 3.
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admired oratorio of The Creation by Dr Haydn'.1 w On 11 January 1801 DrCogan, Dr Carter 
lames Duncan, Weynian and Francis Rhames were appointed as a sub committee to select the 
music for the Commemoration and on 25 January reported their selection of 5 songs, 2 semi- 
chorus, 2 full chorus, one trio and one duetto' from The Creation. 14,1 The presence of Rhames 
a music shop owner and music publisher, in the group, might suggest that he was the 
conduit for the importation of the music from London, but there were a number of music 
sellers among the membership. * 140 141 On 15 February it was reported that the Rev Osborne had 
promised to instruct the cathedral choristers and desires the Music to be immediately 
prepared for them . Two copies of the second act’ were sent for his use, w hich may suggest 
the '2 full chorus|es|' selected were the two settings of Achieved is the glorious work', or 
perhaps a third option, the trio and chorus The Lord is great', may have been included.

A larger selection of material from The Creation formed the basis of the programme in 1802 
The only references in the Transaction Book' to the preparations are orders to two music 
shop ow ners Morris Mime and Francis Rhames to provide Mr Ready w ith what music paper 
he needs for copying parts', and for the purchase of a short score from Rhames and a score' 
from John Southwell. 142 * Nonetheless the Society seem to have been exploring the work 
further and building a resource of scores and parts which indicates their intention to draw 
from the work in future. I Jowever, in future years they returned to their favourite composer 
and work. In 1805 it was resolved that the Oratorio The Creation be performed' and that the 
performers be contacted in order that Rehearsals may be appointed for every Sundn 
Evening, or as often as may be necessary . 141 What potentially would have been the first 
complete performance of The Creation met with little response from the membership In the 
end the programme featured the usual selection from Handel s Messiah and other oratorios 
with only the duet Graceful consort' and the chorus The heavens are telling from The 
^D^tion. Popular items from The Creation became part of the standard fare of the Society s 
concerts, but after their initial selections the balance swung back strongly in favour of
Handel.

i.w 1801: 3. Its success in London, Vienna and Paris was also announced, and again in 1802, 
and is noted above p. 50. .
140 Details of these developments and others outlined below in this paragraph are taken from 
TBIMF for the dates given.
141 Rhames had a music business at 16 Exchange Street from c. 1778 to 1810. In February 1801 
he advertised the availability of new music from the Broderip and Wilkinson catalogue and 
may have had access to catalogues of other London publishers. Hogan, p. 103, FJ 07 02 1801.
142 TBIMF 28 02, 14 03,05 04, 09 04 1802.
144 TBIMF 10 02 1805 Mr Rafferty, who appears to have been involved with the 
administration of the Lying-in Hospital, was contacted to see if a room in the Rotunda, 
perhaps one of the smaller Assembly Rooms, could be had for rehearsals.
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The conservatism of the Society's approach to repertoire is to be expected. Handel and 
Messiah were the overwhelming favourites of audiences and performers and the particular 
connection of Dublin to this music was cherished. The Irish Musical Fund Society 
performances were, after all, in Commemoration of Handel and it would have been a greater 
surprise to have seen their programmes concede first place to any other composer, even 
Havdn. However, their performances were responsible for the introduction of at least some 
items from The Creation and the popularity of the work in Dublin developed from there.

The inclusion (if an instrumental concerto did not occur until quite a number of years after 
the Society’s performances began. These were generally given by non-members who offered 
or were requested to assist. The initial pattern of one instrumental concerto began with 
Yaniewicz who played a violin concerto in 1797, 1798 and 1799. Details of the individual 
items in the programmes were not published in 1801 or 1802, but Francis Attwood was 
requested to assist in 1801 and may have played a cello concerto, as he did in each year from 
1803 to 1806. 144 In 1804 Thomas Cooke and 1805 Paul Alday provided a second concerto, 
each playing the violin, and in 1806 three concerto items were played with Attwood and 
Cooke being joined by the clarinettist John Mahon.145 There appears to have been 
particularly strong support for the Commemoration in 1805 as, in addition to the eleven 
soloists announced, there were offers of piano concertos received from Miss Bennett, Mr Day 
junior, and Mr I leron. 146

Programmes of the thirteen commemorations promoted by the Irish Musical Fund Society 
from 1794 to 1806 were published in various levels of detail in the press. Five programmes 
identified individual items and to these can be added details of the selection recorded in the 
Transaction Book’ for 1804.147 Six of the announcements gave a broad indication of the 
source of the selections and identified no more than one or two items, or reported what may 
have been a complete performance. In one case, 1800, there was no indication of what was 
planned. Instrumental concertos formed a very small proportion of the programmes and 
were rarely identified beyond their performer. I his information is presented in Table 10  and 
provides an account of the Society's repertoire and the relative popularity of individual items 
of vocal and orchestral music.

144 TBIMF22 02 1801.
145 1806 with three concerto items was an exception to the usual pattern of one or two.
'*> TBIMF 10 03 1805. Perhaps diplomatically all three were turned down and John Bourke 
provided the accompaniments at the piano. 'Mr I leron' was presumably William listed in 
Appendix 8 , although Day may not have been John. This seems to be the only reference to 
Miss Bennett, but her presence as a female instrumentalist is noteworthy.
147 TBIMF 2 1 03 1804.
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Table 10: Repertoire of the Commemoration of Handel performances 1794 to 1806

U nid en t i fied select ions:
from the most famous works of Handel' 1794, 1795, 1797
trom the most celebrated oratorios of Handel and ...The Creation by Dr Haydn 1801 
from the much admired oratorio of The Creation' 1802 

Possible complete performances:
the Sacred Oratorio of the Messiah' 1798

Selections:
1 IAN DEL

Messiah
overture 2
recitative Comfort ye my people 4
air Every valley 3
chorus And the glory of the Lord 3
recitative Thus saith the Lord 4
air Rut who may abide 3
air O thou that tel lest 1
recitative For behold, darkness 1
air The people that walked in darkness 1
chorus For unto us a child is born 5
chorus Glory to God 1
air He shall feed his flock 1
air He was despised 2
recitative All they that see him 2
chorus He trusted in God 2
recitative Thy rebuke hath broken his heart 1
air Behold and see 1
air But thou didst not leave 1
chorus Lift up your heads 4
air Why do the nations ? 1
chorus Hallelujah 5
air I know that my redeemer liveth 2
chorus Since by man came death 1
air The trumpet shall sound 2
chorus Worthy is the Lamb 1

ludas Maccabaeus
air Pious orgies 1
chorus O Father whose almighty power 3
air Arm, arm ye brave 1
chorus Disdainful of danger 1
air The Lord worketh wonders 2
recitative My armsl against this Gorgias 1
air Sound an alarm 1
chorus Sound an alarm 1
air Wise men, flattering 1
chorus Sing unto Cod 2

Samson
overture 2
air Ve men of Gaza 1
chorus Awake the trumpet's lofty sound 1
air Total eclipse 2
air 1 fonour and arms 1
air Let the bright seraphim 5

I We hear|
I or Belshazzarl
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leptha
recitative Deeper and deeper still 1
air Waft her angels 1
recitative Ye sacred priests 1
air Ye limpid streams 2

Israel »nLgYpt
chorus He gave them hailstones 2
chorus 1 torse and his rider 1
air He layeth the beams 2

Deborah
chorus Immortal Lord 1
chorus The great King of Kings 1
air Tears such as tender fathers shed 2

Theodora
air Angels, ever bright and fair 4

Occasional Oratorio
overture 3

Saul
chorus How excellent thy name 

1. Allegro, il Penseroso ed il Moderato
3

air Sweet bird 2

air
Solomon

What tho' 1 trace 2

air
Semele

Where'er you walk 1
air Lord what is man 1

air
Redemption 1 pasticcio arranged Arnold] 

Lord remember David 2

air
loseph and his Brethren

What’s sweeter than the newborn rose I

song
Ode for St Cecilia s Dav

O magnify the Lord 3
air What passion cannot music raise 2

aria
Alcina

Verdi prati 1

chorus
Coronation Anthem 

unspecified 6
chorus Zadok the Priest 1
I f AYDN

chorus
The Creation

The marv'llous work 1
recitative In splendour bright 1
chorus The heavens are telling 2
air From chaos see on mighty wings I
air In native worth 1
duet Graceful consort 1
BOYCE
duet Here shall soft charity 1
Unspecified composer
song O come let us worship 2
chorus Thou art the King of Glory O Christ 1
song Pleasure my former ways 1

|Farewell, ye limpid springs] 

|Singye to the Lord]

I arranged from VVhere'er|

I? possibly On mighty pens|
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The repertoire of the Commemoration events undoubtedly influenced other sacred concerts 
and charity sermons. As expected, Messiah was the most popular source with the widest 
selection of items. Quite a sizeable selection of pieces was taken from ludas Maccabaeus 
which with the half-dozen pieces from Samson accounted for about one-fifth of the items 
performed. The Coronation Anthems probably involved more performances of Zadok the 
Priest than were specified. These works were among the principal sources of sacred 
repertoire in both Dublin and London. The character of many of the items detailed above 
illustrates a tendency towards the choice of slow and lyrical or fast and dextrous solo items 
and the dramatic and, in a number of instances, patriotic chorus settings. The broader 
repertoire of sacred music in Dublin, most popular sources, choice of items and parallels with 
London throughout the period of this thesis are discussed in Chapter 12.14*

The support of decayed musicians and their families'

Details from the Transaction Book' provide a good indication of how the Fund was financed 
and developed, and of the support it provided for claimants. Although the Account Book' is 
no longer extant, details can be pieced together for the period 1798 to 1806 and are included 
as Appendix 9. * 149 The Act of Parliament in 1794 was the earliest document to formally state 
the benefits of membership of the Society. 150 These fall into three categories: an illness 
allowance; an incapacity pension; and a dependant's allowance. All were reserved for 
professional members. Honorary membership provided no benefits beyond the personal 
satisfaction of involvement in the performances and of supporting the profession. There 
were two levels of subscription which applied equally to both types of membership. An 
admission fee of one guinea was charged when candidates passed the ballot and before they 
were formally admitted, and thereafter an annual membership fee of 13s. Despite attempts in 
1799 and 1805 to increase the annual subscription, these levels remained in place and in 1800, 
with 61 members, produced an income of £46 3s. 151 The responsibilities of membership were 
quite rigidly enforced. Subscriptions were due in January and if not received by I May 
members were expelled. As professional members were potential claimants their 
participation in the Commemorations was insisted upon and absence without valid reason at 
the rehearsals or performance incurred a range of fines up to 17s lO'Qd. Members who 
refused to pay were considered as defaulting in their subscription and expelled. Expulsion 
was by no means permanent and members who paid the subscription or fines in arrears were 
readily re-admitted. 152 Committee discipline was also monitored with fines: 2s 8 'Qd when

I4* See Sacred music', pp. 298 - 303.
149 Many of the references used, particularly relating to claimants, have been reduced to a 
series of notes but quote information as near as possible in its original form.
150 See Appendix 4.
151 See Appendix 9, Statements' and Subscriptions and Fines’.
,52 A number of examples may be noted in Appendix 8 .
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professional members were absent from meetings held to draw money from the treasurer; 
and on one occasion absence from the funeral of a colleague was fined by a ” 2 crown. All 
those involved on that occasion gave valid reasons and were excused. The frequent absence 
of some committee members, and little evidence of fines being recorded, suggest that this 
may have been more of an expression of irritation than a rule which was strictly enforced.

In February 1800 a resolution was passed which reflected the particular danger faced by one 
important area of the profession and which was dramatically illustrated by recent events:«»

Resolved That the Masters of Military Bands or other persons who are performers in 
Military Bands, as attached .0  the Army, let their professional men! be ever so high, are 
ineligible to be elected Members of this Society, and that . any Member of th.s Soc.ety 
Should enter the Army he will disqualify himself and his family from partaking of the 
benefits of this Institution, their lives being considered from the adoption of a Military 
Life too precarious for this Society to retain them as Members.

This was the only instance of a ban being imposed on a section of the profession, but was 
dearly a necessity which arose from the dangers of military service. The potential for an 
excessive number of claims must have become all too apparent with the Rebellion in 1798. 
Although the immediate threat of domestic unrest had lessened, the likelihood that 
increasing stability would free military personnel for service overseas in the war with France 
remained a concern. Even when the war ended this measure was retained.1M

Subscriptions formed one source of income and the other principal source was from the 
Commemoration performances. As noted above, the Commemoration in 1798 with 
attendance in the range 680 to 750 people produced a little over 210 guineas in admission. «* 
There are very few details of the expenses involved before 1807, although those that are 
available give a broad impression of the cost of venues, printing and advertising in some 

ears.'*- However, gross receipts from the Commemorations of 200C in 1800, £177 sterling in 
1801, and of clear profit of just over £187 in 1802, and almost £340 in 1804, are recorded. 17  

No effective estimate of the attendance can be surmised without more detailed information 
about ticket sales, but the concerts were obviously very worthwhile and it seems were 
generally very' well supported.

«» TBIMF 02 02 1800.
IM The resolution was amended at some point to include an exception for the local yeomanry 
corps, and in this form the resolution is recorded in the rules published in 1830. See 
Appendix 7, Rule 22'.
,w For details see above, p. 67.
|S6 For details see expenses in Appendix 9. Much more information is available from 1807 
and is commented upon below, see pp. 213 - 219 and Appendix 11.
1 7  An amount of income, perhaps small, was gained from the hire of the Society's music. 
Details of income appear in Appendix 9.
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One of the most interesting features of the Society, and the key indication of its foundation on 
a secure basis, is the manner in which it accumulated capital stock. Income from 
subscriptions and concerts was invested in a variety of debentures' with guaranteed interest 
rates. The interest generated was strictly reserved as the sole operating revenue of the 
Society's charitable work . The success of the establishment of the Fund is denoted by the 
report of one thousand pounds, or thereabouts' invested at the time of the Act of Parliament 
m 1794. Regular investments thereafter, noted in the Transaction Book' from 1798, show that 
the capital stock was gradually increased and was recorded in 1799 as £2,450; 1800 as £2,750; 
and in February 1807 as £ 4 , 6 5 0 . The inventory of stock in February 1807 identifies a 
remarkable act of support: £500 from the Archbishop of Cashel, now of Dublm , invested in 
five Grand Canal debentures. The Archbishop was a leading director in the first phase of 
Commemoration performances and a patron of the Society's performances from 1794 to 1799 
and later as Archbishop of Dublin from 1803.1S9 It would have been almost impossible for 
such generosity to have escaped report in the Transaction Book’ and therefore seems to have 
occurred between 1787 and 1798. It may have been included in the £1,000 mentioned in 1794, 
in vvhich case the £20 annual interest it generated would have been a crucial part of getting 
the charitable work of the Society started.

The investments produced a steadily rising amount of interest which was available for 
claimants. This can be charted over the period with: perhaps around £40 in 1794; £116 in 
1799; £126 10s in 1800; £176 15s in 1805; and £183 15s in 1806. The optimum position was 
when the interest balanced the payments to claimants and administration costs, with perhaps 
a little left over. A few of the operating balances are given with a little over 0 9  in 1799 and 
£7 in 1800 in the Society's favour, but their closest year may have been 1806 when the 
accounts balanced by all but a guinea or so. This w'as not always achieved. In 1805 the 
amount paid to claimants and others, over £265, was unusually high and exceeded the 
interest bv almost £90. The committee was able to return to a near equal balance in 1806, but 
this necessitated a reduction of the amounts paid to claimants. This action was untypical but 
demonstrates their reluctance to erode the capital any further. I he committee was quite 
prepared to refuse applications on various grounds and w'ent to some length to ensure 
claimants were truly deserving, but they seem not to have refused payment on the grounds
that they could not afford it.

The routine charity payments of the Society were administered by the collector. Money could 
only be drawn by permission of a general meeting of the Society. Usually once a month the 
collector would be granted amounts of £10, £15 or £20, but occasionally a special general

ISH Sec Statements' and Investments' in Appendix 9.
,<w In 1788 he was president and in 1791 one of four vice-presidents of the directors. See 
Appendix 2 and 5.
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meeting was called if required. The actual payments to claimants were made weekly. 
Members of the committee were prepared to act at their own discretion if necessary' in urgent 
circumstances. They may not have had official sanction, but in a few cases members paid for 
funeral expenses and were reimbursed later by the Society.

In the period 1798 to 1806, twenty-two cases of support given to musicians or their 
dependants can be identified. (These are outlined in Appendix 9.l6tl) In each case the 
committee was careful to confirm the validity of the claim either by the testament of a fellow 
committee member or, in the case of widows and orphans, by requiring a signed affidavit 
stating the claimant's means. Support was only granted when the committee was satisfied 
that claimants were genuinely destitute. An important general point may be noted before 
outlining some interesting features of the claims. Professional merit or public profile did not 
protect some of the most distinguished musicians from descent into poverty. * 161 One example 
from this period is immediately apparent. As noted above, a special payment of £10 in 
recognition of his services was made to Ciordani when he was suddenly taken ill in 1800.162 
Thereafter there were numerous periods when he relied on the support of the Society. He 
was unable to conduct the Commemoration in 1800, and around this time an application was 
made on his behalf by a friend when he was reported to be unable to write. This might 
suggest some form of paralysis, perhaps from a stroke, but is unconfirmed. He promoted a 
benefit concert on 4 April 1801 which seems to have marked his withdrawal from concert life, 
but whether he actually played is uncertain. 163 By 20 April 1801 he was granted an illness 
allowance again which continued to the end of the year. In September 1802 his application 
was almost rejected until it was reported that he could not afford to pay' his subscription and 
it seems that he received a pension from the Society which also paid for his funeral in 
February 1806. His widow was granted a pension and eventually remarried in July 1812 but 
died probably in April of 1814. It is sad to see one of Dublin’s most active and distinguished 
musicians of the late eighteenth century conclude his life in poverty, but this was the fate of 
many musicians irrespective of their reputation.

Claimants were treated according to their individual circumstances but a pattern often 
involved an initial payment of one guinea per week, sometimes continued for a few weeks, 
for immediate support. Afterwards this tended to be reduced when claimants' means were 
established or conditions appeared to improve. Larger payments were rarely made except to

,6<l T hese are pieced together from reports in the Transaction Book' and are reduced to a 
series of notes for brevity, but quote the original as far as possible. See 'Claimants'.
161 The situation in Dublin concurs with the detailed discussion of this issue, with reference to 
Britain, bv Rohr in, The Fortunes of Musicians' in A Profession of Artisans', pp. 327 - 347.
162 Noted above p. 183, see 'Claimants' Appendix 9 for details upon which the following is 
based.
163 Chron 1801:4
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cove funeral eels. The high moral stance taken by the Society Is evident. An amusing case 
<l„r the wrong reasons) concerned Mr Tracy who in April 1800 was granted one gutnea per 
week because of poor health. In the newt few days a report was received from Thomas Kelly 
slating that he and |ohn Gain had seen Tracy in Public Houses' they attended and that he 
was able to attend Evening Hoals'. The Society immediately withdrew its support, but Cam 
was furious with the implication that he loo frequented such places. An apology was issued 
slatm,- that tins was only a piece of information and not a slur on Gain's exemplary character 
and that ,1 should be disregarded. Unfortunately, Tracy may have been genuinely ,11. for ,n 
mid-September he was granted aid being m very bad health and unable to subsist and s,x 
weeks later the Society paid for his funeral and gave an allowance to support his two
daughters during the next two months.

The support of widows and orphans could involve the Society in long-term commitment. 
One example which illustrates their devotion to this responsibility merits particular mention. 
I he circumstances in this case were at least as tragic as any other and involved the widow 
and two children of Mr Clagget. Two possibilities exist for the identity of Mr Clagget, but 
curiously neither seems to have had a direct connection with the Society. Charles was born 
in Waterford in 1740 and Walter, presumably his brother, seems to have been born there 
around 1741.1M Charles was in Dublin in 1762 and Walter, after being in London, joined him 
in 1763 and both were active in the city until 1771.165 After a period in Liverpool and 
Manchester, Charles settled in London in 1776 and Walter seems to have gone there directly 
from Dublin. Charles, a violinist, was best known for inventing and developing instruments 
and his improvements to the piano and harpsichord were inspected and endorsed by Haydn 
in April 1792.1',h Walter was a cellist and composer and in February 1784 applied for 
membership of the Royal Society of Musicians. 167 Charles was based in London, certainly 
until 1793, and it seems died there around 1795. It has been suggested that Walter returned 
to Edinburgh where his final two publications appeared in 1794 and 1795.Ib* However, he 
has recently been identified in concerts in Newcastle in 1758 and in April 1791, and perhaps 
he settled there for, on 28 January 1797 the Newcastle Weekly Chronicle announced a benefit

,M Claggef, NG.
iss See Walsh, Opera 1. pp. 152, 156, Boydell, Calendar, and Boydell, Rotunda, pp. 77 - 80.
,w> Haydn sent a letter of approval, having missed Clagget at his house in Creek Street Soho, 
and permitted him to publish it. At a concert in 1793 he read Haydn's letter and McVeigh 
comments that on this and other occasions he used the concert platform unashamedly to 
promote his new instruments'. McVeigh, Concert .lift*/ p. 91. For the letter see Landon,
Haydn in England, p. 159.
167 He played in Covent Garden and the Haymarket theatres and in 1788 opened a pleasure 
garden. For details of his Temple and Gardens of Apollo see McVeigh, Concert life, p. 177.
Elis application for the Royal Society of Musicians stated he was a professional musician since 
the age of seven and played 'Violin, Violoncello, Tennor (viola), Double Bass, Oboe, German 
Flute, Clarinet etc'. 'Clagget, Walter', NG.
,f>H 'Clagget, Walter', NG.
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concert and ball for his wife and family, as he had died leaving them in indigent 
circumstances.169 From this it seems likely that the family in Dublin was that of Walter. It is 
curious that if Walter was a member of the Royal Society of Musicians his family seem not to 
have sought support in London, but perhaps they had surviving relatives in Ireland.

Mrs Clagget and her children Charles and Eliza arrived in Dublin sometime after januarv 
1797. Transaction books' are no longer extant before 5 February 1798 so there is no indication 
of how contact was made with the Society. Nevertheless their plight seems to have 
warranted attention and it seems that the Society became involved before February' 1798. On 
11 February 1798 a proposal was considered from Mr Gough to take Charles, now a child of 
this society’, as an apprentice music engraver and musician, which would suggest that he was 
the older child, but this proposal was not acted upon. Later reports confirm that Frederick 
Seafort the collector was paid for dieting and lodging' Charles and Eliza for the six months 
from 14 February to 14 August 1798 and was engaged to do so for as long as they remained 
with him. This would suggest that the Society had taken the drastic action of separating the 
children from their mother. In October 1798 the Committee approved an apprentice fee of up 
to twenty-five guineas for Charles and sought a position for him. At the end of June 1799 an 
apprenticeship was agreed with a fee of 12G and (. harles went to live and work with James 
Collins, a shoe maker. It may be that Eliza returned to her mother when Charles began work 
or that both had gone back to her after August 1798, but in July 1799 it becomes evident why 
the children were separated from their mother earlier. The allowance which it seems the 
Society had paid to Mrs Clagget since its first contact with her was discontinued on account 
of her intemperance' and it threatened to withdraw the allowance for Eliza if she remained 
with her mother, as her example was injurious to the Morals of the Girl' and would frustrate 
the intentions of the Society'. Mrs Clagget's drinking must have made a bleak situation worse 
for the Society to resort to what was effectively moral blackmail. It was not beyond 
compassion towards her and when her health deteriorated the Committee gave u  :G directly 
to Dr Krampton for her care.17" Just over six weeks later it thanked Dr Carter for his 
attention to | her) deplorable state' and for paying for her funeral at his own expense.171

Charles Clagget's apprenticeship with Collins seems not to have been a happy one and in 
June 1800 it was reported that he had eloped'. A month later it was reported that Charles 
was in Dublin, but when the Society arranged a meeting Collins failed to turn up. From the

,h9 Burchell, Polite or Commercial Concerts?, pp. 278, 281, 282, 285. Thus revising the year of 
his death in 'Clagget, Walter, NG.170 This was to lx* spent at no more than a 17 2crown, or 2s 6d per week and was a very small 
allowance.171 In this case there is no record of Dr Carter having been repaid. It is possible that he was 
repaid without attention being drawn to it, as this may have aroused criticism from some 
members or perhaps from other claimants.
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summer of 1799 Eliza was placed in lodgings with a Mrs Dawson. In January 1800 the 

Society agreed to pay £14 a year for her to be sent to Mrs Nalty's Boarding School and regular 

payments were made until September 1804.172 From July 1801 the Committee began to 

consider an apprenticeship or position for Eliza and in October requested the assistance of 

the I lonourable Mrs Grattan', one of their patrons and wife of the leader of Patriot opinion in 

the former Irish Parliament. This seems to have been delayed by periods of illness. I ler bad 

state of health reported during much of October 1801 continued for an unspecified time 

l -if.>r Mrs Grattan intervened more actively and seems to have taken charge of Eliza's care

In a second period of apparently more serious illness Mrs Grattan offered in June 1804 to use 

her influence to have Eliza admitted to the Hospital for Incurables. In August 1804 Mrs 

Grattan offered to pay IOC. per year to support Eliza and in October she found a woman 

living m the country to take care of her. The Society also offered to pay 10G and it seems 

from later reports that Eliza's care was provided Jointly with Mrs Grattan.173 On 13 October 

1816 the final reference to Eliza Clagget records the payment of 5G for her funeral expenses

It is remarkable that the Society took care of Eliza Clagget from her arrival in 1798, or shortly 

before, for over eighteen years until her death. It seems that Eliza may have developed a 

serious incapacity in the early 1800s which prevented her from earning a living, and without 

the intervention of the Society her life, short and difficult as it appears to have been, may 

have been shorter still. This and other cases detailed in Appendix 9, notably those of Mrs 

King, Mr Gittnerand their daughters, illustrate the importance of the Society's commitment 

to the most vulnerable among the profession.

Although there are many parallels between the Irish Musical Fund Society, the Royal Society 

of Musicians, and the New Musical Fund, each was founded in very different circumstances 

which make a relative comparison of their success difficult. In the period from the 

foundation of the Irish Musical Fund Society in 1787 to 1806, when the overall membership 

may not have increased by more than perhaps twenty or thirty beyond the 61 noted in 1800, 

it is testament to the Society's success that it accumulated stock of £4,650. Moreover, it 

developed a tradition of concerts which was almost solely responsible for sustaining the 

profile of public concerts during the lean years which followed the turn of the century. Its 

charitable activity was, and continued to be, a vital provision for those musicians and their 

families caught in difficult personal circumstances. This was all the more important at this 

time when the conditions in which musicians attempted to provide for their own future were 

under greatest strain.

172 Regular quarterly bills and further amounts were paid for her dieting, lodging, clothing 
and for a time an extra allowance for her being taught to write and cypher' |cipher|.
173 In July 1808 an account of 15G for board and lodging was settled with the Society sending 
10G to Mrs Grattan who added 5G and forwarded the total. The following details are from 
TBIMF 03 10 1808; 07 01 1811,0101 1812; 11 04, 26 07 1813; 0.3 01 1814, 02 01 1815; 13 10 1816.
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Chapter 8

Individual benefit concerts

The term benefit concert' was used in a wide variety of contexts. In its narrowest application 

it signified a 'testimonial' for its promoter and usually followed regular appearances, perhaps 

in the context of a theatrical season or concert series. A benefit was often a condition 

stipulated in a performer's contract and the right to a particular date or to a free benefit at 

which the manager or promoter paid the expenses and the beneficiary received the gross 

receipts, was an important addition to a regular salary. Many examples of this type of benefit 

concert have been noted already in relation to the subscription series or oratorio series which 

generated them. The term was also used in a broader sense in the ordinary routine of concert 

activity: that which was not a consequence of engagement in a season or series. Virtually any 

concert could be, and most were, advertised as for the benefit of ...' without the public 

necessarily having had any prior acquaintance with the promoter. Individual benefit 

performances were promoted from time to time in Dublin at this period, although they

occurred with quite low frequency.

This chapter will identify some of the more notable instances of concerts promoted by 

individual musicians for their own benefit. Many of the characteristics of these have been 

found in concerts commented upon above and such parallels will therefore be noted briefly. 

In a few instances some of the techniques employed in other performances appear in an 

extended form in benefit concerts and give this type of event some minor distinguishing

features.

One of the musical landmark events which helps articulate the period of this thesis was the 

debut performances by the young John Field in Giordani’s series of concerts in 1792.' Of 

much greater local significance, given his future role in the musical life of the city, was the 

performance of Master Thomas Simpson Cooke, known as Tom, on 14 February 1792 at the 

Exhibition Room William Street.1 2 3 Most infant performers in Dublin followed a well-worn 

path to pursue their musical education and careers in London, but Cooke delayed what was 

perhaps an inevitable move until 1813.4 5 A variety of years have been suggested for Cooke's 

birth and debut performance.4 Walsh suggests he was born in Crow Street in July 1783.* At

1 For details see above, pp. 139 - 142.
2 Chron 1792: 2.
3 From the summer of 1813 to the summer of 1815 he divided his time between London and 
Dublin but settled permanently in London thereafter.
4 Walsh notes that the year of birth 1781 is given in Oxbeny 's Dramatic biography, vol. 3, p. 
110. Walsh. Opera 2 . p. 23.
5 From a report in WHM April 1805. Walsh, Opera 2. p. 23.
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his concert in February 1792 he was announced as nine years old'. As there was no reason to 

add to his age in the advertisement and good publicity value to be had from either stating it 

accurately, or even better by subtracting from it, it seems unlikely that his birth was later than 

sometime in the vear preceding February 1783, or perhaps even before. During the Mozarts 

visit to London from 23 April 1764 to 24 July 1765 Leopold deliberately exaggerated his 

childrens' youth.h For a benefit concert for Wolfgang and his sister Nannerl on 21 February 

1765 at the Little Theatre Haymarket, an announcement in the Public Advpriic»r stated that 

he was only eight years old', whereas he was actually nine. It was one thing for a promoter

or parent visiting
( t1 Cjty for the first time to reduce an infant performers age slightly and

create wonder, rather than suspicion, but for Bartholomew Cooke whose son may already 

have been known it was another. However, at least one instance of this illusion being 

attempted by a local promoter has been noted already in the case of Giordani and Field.* 

Thomas Cooke is reported to have given concertos at the age of seven and eight and therefore 

lus debut performance could have been as early as 1789.4 The performance at the age of eight 

cited bv Walsh may be based on the source giving the later date for his birth and quite 

possibly refers to this concert in 1792. If so, the report that he played a concerto of Jernovick 

|Giornovichi| on the violoncello and in a quartetto of Pleyel's', may identify part of the
l '— • - ------------ ,

repertoire in this performance which otherwise is unknown.
10

. . r I,...,^rv 1792 comprised a concert of vocal and instrumental music' 
The performance on 14 February i

i n \n indication of Cooke's unusual versatility was given with theand was followed by a ball. An mo . . . . . .
. . , e nerform on the violin, tenor | viola J and bass . "  I he concertannouncement that he was to ptrtorm

. . dit of Master Cooke' but obviously was promoted by his father, 
was announced for the Deni.

t u;c rnntacts in the profession. He enlisted the support of an who made effective use of h.s comae
,i ■ imateurs and all the musicians of Dublin' and secured theenlarged orchestra' with several amaie

h For details of their visit to London see Halliwell, The Mozart Family The Grand Euro >e 
Tour (III): Triumph in London ?', pp. 77 - 95, and Woodfield, New light on the Mozarts' 630

London Visit’.A letter from Lady Clive dated 12 March 1765 reported 'the boy aged 8 and the eirl 12'' A letter from L.auy —
whereas they were actually nine and thirteen. The letter reports their 
Manzoli at a private concert held by Lady Clive the following day. Q uoted "  
assessment of this previously unknown performance. Woodfield Nev - 1 1,#° 00<dHeld's
London Visit', p. 195. ' v "ght on the Mozarts'

N See above, p. 140." 'Cooke, Thomas Simpson’, NG. 1782 is given as his birth with his deh,,» o(mm WHM AdhI 1805. at the age of seven.Cooke, i nom.ia -----
~ Walsh, Opera 2, p. 23 quoting from WHM April 1805.
11 Violin, viola and cello' are given in I logan, p. 53. Although more plausible for a nine-year- 
old, I logan seems to have made an editorial revision of the source. The assumption of 
perhaps a printing error may not be safe since it may be that the public already knew that 
Cooke could play the cello and the announcement in 1792 may have been intended to show 
off the new instruments he could play. At his benefit at the Theatre Royal in May 1804 Cooke 
displayed notable versatility in his Concertante for Light Instruments', playing piano, pedal 
harp, violin, viola, cello, flute, clarinet, and trumpet. DJ 21 04 to 01 05, 10 05: FJ 24 04 to 08 05 
10 05 1804. In the final advert in each source trumpet was changed to bugle horn.
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services of five well-known musicians: Cogan, Mahon, Reinagle, Fontaine junior and 

Giordani. Three of these were locally-based: Giordani, Cogan and Fontaine. Giordani seems 

likely to have been Cooke's teacher and he and Mahon were familiar figures. Cogan was a 

leading Irish composer, keyboard player and conductor. Fontaine was a local viola player 

who can be identified in a number of concerts between 1792 and 1806.12 * His father is referred 

to as the conductor or director of balls which followed a number of concerts between 1792 

and 1799. However, he has not been identified as an instrumentalist in any concerts in 

Dublin which suggests that his role was as a manager or organiser rather than a performer.11 

Joseph Reinagle made his first visit to Dublin at the invitation of the Lord Lieutenant Lord 

Westmorland.14 * * In 1791 Doyle engaged him in London as principal cellist for his Rotunda 

series.1'’ The appearance of these musicians offered the opportunity for Bartholomew Cooke 

to display his son in their distinguished company in a string quartet. This was a 

characteristic ploy in the presentation of infant prodigies, although such a performance is not

confirmed.lh

The promotion of benefit concerts by resident musicians rarely extended beyond those who 

held principal positions. The large majority of those who held such positions were non-Irish, 

and it is a particular feature of this period that very few Irish musicians promoted even small 

or occasional benefit concerts. They undoubtedly formed a substantial part of the rank-and- 

file instrumentalists and perhaps also a reasonable portion of the cathedral choirs, although 

the unusually high salaries of Dublin cathedral appointments attracted many from England.17 

The option available to those in principal positions of promoting benefit concerts may to 

some extent have been envied by lower-profile musicians, for whom this was not viable. It is 

possible that this may have formed a source of resentment, but no evidence has been found 

that the promotion of benefit concerts was made more difficult as a result. The profession at 

large would appear to have been co-operative and although it cannot be confirmed, there 

may have been instances when musicians performed, if not for the usual rates, then perhaps 

for reduced rates or gratuitously as a mark of friendship or regard for the talent of the 

beneficiary. I bis was the case at a London concert promoted by Leopold Mozart on 5 June

12 Chron 1792: 2, 9, 1793: 4, 1806: 2.
u For Fontaine senior see Chron 1792: 2, 1793: 5, 1799: 14. He may have directed the ball in 
this case but also did so independently of concerts. A notable example was given in honour 
of His Majesty’s birthday at the Exhibition Rooms William Street on 4 June 1799, featuring 
performances by Bianchi on violin and Haigh on cello, see FJ 01 06, 04 06 1799. He and two 
sons and a daughter are noted in the Irish Musical Fund Society, see Appendix 8.
14 For biographical details see 'Reinagle', NG. Harris reports he made early appearances in 
Edinburgh playing horn and trumpet but was obliged to give these up upon medical advice'.
I larris, Saint Cecilia's Hall, pp. 76 - 79.

Boy dell. Rotunda , pp. 142 - 145, 170.
'ft Leopold Mozart went to some lengths to display his children in the company of the stars of 
Italian opera in London, see Woodfield, New light on the Mozarts' London Visit', p. 190.
17 For cathedral salaries see above, pp. 115, 116.
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1764 in the Great Room Spring Gardens when most of the musicians donated their services in 

recognition of his prodigious children.18

Robert Tuke, Mr Small and possibly Thomas Bird appear to have been the onlv Irish 

musicians to promote independent benefit concerts. Robert Tuke was a chorister in C hrist 

Church Cathedral in 1770 and seems to have been appointed as an adult singer probably it 

both cathedrals from at least 1781.19 In April 1792 his wife was given £3 I2s 7d as a chiritv 

payment by the Chapter of Christ Church as he had been lately afflicted by a Paralytick 

Stroke'.20 It is not clear if his voice was affected but by 1793 he seems to have recovered 

sufficiently and, with the assistance of Small, Bird and Cogan, he held a benefit concert at the 

Exhibition Room on 25 April.21 T his featured quite a high proportion of instrumental music- 

there were four overtures, one each by Pleyel and Gyrowetz and two by Haydn- a piano 

concerto played by Cogan; and a concerto for the German flute by Bird. Tuke performed 

songs by Stevenson, and Cogan and Small sang two unattributed songs. Tickets were nior> 

expensive than usual, at 7s 7d, perhaps to cover the instrumental costs and smaller capacity 

of the venue, but perhaps also with the intention of exploiting sympathy over his recent 

condition. An additional attraction was offered with a card room adjoining. Tuke's health 

deteriorated from March 1796, he died around 25 September, and in March 1797 a benefit 

concert was held for his widow.22 This was one of only three benefit concerts in the period to 

1806 which were held to assist individual cases of hardship. The others were for a widow 

and three children' in November 1793, and a distressed family' in April 1801.21 The paucity 

of such benefits is perhaps a testimony to the effectiveness of charitable institutions for the 

support of widows and orphans and, specifically for musicians, the Irish Musical Fund 

Society.

Having performed in Doyle's series at the Rotunda in 1791, Ciordani's series in 1792, earlier

in 1793 at Denmark Street Chapel and at Robert Tuke's concert, Mr Small, who appears to

. r cineer decided to undertake a benefit concert for himself at the have been an amateur

18 The receipts were I00G and this reduced the expenses from 40G to 20G. Leopold permitted 
Wolfgang to play an organ concerto without charge at a charity concert in London's Rotunda 
on 29 June 1764, which Halliwell reports was intended to consolidate their start to becoming 
known and admired'. In a sense this also returned the favour shown to them. Halliwell, The
Mozart Family, pp- 80, 81.
19 Barra Boydell, Documents, p. 118. He sang at the Rotunda concerts as a treble in 1773 and 
adult in 1780 - 1782. His adult appointment at St Patrick's is reported in Boydell, Rotunda p 
225. He can be confirmed at both cathedrals from 1790, see Appendix 3.
20 | ie seems not to have been a member of the Irish Musical Fund Society. His son Robert 
Thomas Tuke, a cathedral chorister identified from 1790 to 1793, was organist of Kilkenny 
Cathedral from 1797 to c. 1805 and was the Robert Tuke of Kilkenny' admitted to the Society 
in January 1805. Appendix 3 and 8;Grindle, p. 225; Barra Boydell. Documents p. 127.
21 Chron 1793:2.
22 Appendix 3, Chron 1797: 8. 
21 Chron 1793:6, 1801: 5.
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Rotunda on 24 May 24 He organised a substantial programme of vocal and instrumental 

music which again featured bird and Cogan playing their own concertos, for flute and piano 

respectively, and a violin concerto by Cramer played by MrTatnal, who also played a duet 

for violin and viola with Fontaine junior. Small was the only singer named, but there must 

have been at least four others to perform the five-part glee O Mistress Mine' and possibly the 

four-part glee Ye Spotted Snakes', both by Stevens. Small had persuaded the Governors of 

the hospital to let the ornaments and decorations from the late Festino remain for his 

concert, in itself an attraction, and he had the support of the gentlemen subscribers and

performers of the private theatre.

It has been noted that the right to a benefit concert was an important element in musicians' 

contracts, and the dispute between Alday and Madame Dussek, outlined above, illustrates 

how jealously this was guarded.25 For musicians who were entitled to such performances 

under contract, and others who decided to promote their own, benefit concerts had the 

potential to generate significant income. As such an opportunity occurred once or twice a 

year at best, and in most cases less frequently, promoters did all they could to maximise the 

attractions. Many of the tactics they adopted have been mentioned: the various non-musical 

attractions such as facilities for refreshment, special decorations and other forms of 

entertainment.26 Among the musical attractions, any which contained an element of novelty 

were valuable. The presentation of a new work or performer was the most frequently 

deployed element of novelty across the range of concerts but, in benefit concerts particularly, 

some promoters made efforts to extend the degree or novelty to the point of including trick' 

performances or gimmicks. Some examples may be found in the Mozarts’ visit to London. 

Among the duet performances by Wolfgang and Nannerl on one and on two pianos, which 

were in themselves a novelty, were some on one piano which included the eye-catching 

technique of crossing hands.27 A further novelty were performances for which the keyboard 

was covered with a cloth so that the keys could not be seen.2«

• ' t 1793-4 Although he was quite active at this time, Small seems not to have held a
Ghron 1 • • ^  theatre or cathedrals and, as Boydell concludes, he was probably

profession«! post ion * jie may have been the Master Small' who sang at Mrs Arnold's
an amateur. °> 1 j. hirh would suggest he was local. Bovdell Rotunda, p. 224. 
i t t *  of the dispute see „ 1 6 1 .
> P M l f treatment see above, The motivation for concert attendance', pp. 6S - 72.
- t or tut er t* tiniirn ¿not K. 19d seems to have been written for one of these occasions

10 S.0 ,1|V »hk technique! Halliwell, The Mozart Family, p. 88. A portrait of the family 
a” int u i L  i0hann Nepomuk della Croce shows Wolfgang and Nannerl seated at the 
pain i c. f hion with Leopold holding a violin looking on. This is reprinted in
Moz irt (V)1 Wolfgang Amadeus’, NG, p. 697. Wolfgang, to the left of Nannerl, has his right

*  Noted ^ W ^ f i e l d ! ’New Light on the Mozarts' London Visit’, p. 203.
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Amon,; Ihc attractions which Thomas Bird organised (or his benefit concerts in Dublin were 

various examples of musical novelties, one of which approached the trick' performance. It is 

not certain that Bird was Irish but he was locally-based. He was probably employed by Daly 

a, ,|H. Theatre Royal during the early 1790s, allhough this is not confirmed until Jones took 

over in 1798.« Ife promoted benefit concerts in the Public Rooms at the Rotunda on lb May 

1794 and 9 May 1795.-w His first concert included a number of novelties: James Duncan 

played a piano concerto by Dussek which had not been performed in Dublin before; Thomas 

Cooke played a concerto by Pleyel in which he demonstrated his versatility on the violin and 

vt„|a i„ ,he same piece; and, most novel of all, Bird played a Double concerto on Two Flutes'. 

This appears to have been performed on two transverse flutes and probably involved a 

modified headjoint Bird was not the first lo introduce this particular trick; Andrew Ashe 

hrd given many similar performances.’ ' There appears to have been an element of formula 

Bird's concerts. In 1795 he again presented his double concerto'; Cooke appeared again, 

tins lime with a violin concerto by Viotti; and David Weyman sang exactly the same two 

,5 before albeit popular favourites. More interestingly, Duncan played another new 

pnn’o concerto by Dussek which was the firs, in Dublin to involve the use of additional keys'. 

Both concerts included unidentified overtures by Haydn and quartets by Pleyel.

Perhaps the clearest example of a musical gimmick is lo be found in the benefit concert 

promoted by John Bianchi al the Exhibition Room William Street on 17 May 1800. As well as 

the novelty of a new performer and military bands, Bianchi was joined by Robert Haigh in a 

Concerto for one violin', announced as never attempted by any other persons'.”  Haigh was 

a cellist and presumably took charge of the bow while Bianchi stopped the strings. Whatever 

the musical merit of such extreme examples, it is clear that some promoters devised all sorts 

of novelties to attract as many people os possible. Although some items had limited (or 

. x . there was commercial value to be gained, and a particular equationnegligible) artistic vaiue, tin
between novelties and benefit concerts promoted by individual musicians is apparent.

The degree of collaboration between groups of performers in the case of these benefit

■ civen the relatively small size of the profession. Mutual interest concerts is not surprising, g i '1"
i o. xnHchio was the determining factor. This type of collaboration wasrather than personal frienctsmp v

, „„,nlp in the promotion of concerts by visiting musicians, such as that commonplace: for exampn- r * 10 11

19 bird is listed among the performers for the opening noted above p. 120.
10 Chron 1794:5, 1795:3.
11 Bovdell reports that Ashe announced a Duet on Two Mutes ... never before attempted in 
this Kingdom' at a concert at the Rotunda on 31 May 1780 which he repeated on three 
occasions that autumn. Also a double concerto on two German flutes' in September 1782 and 
in April 1790. Boydell, Rotunda, pp. 116, 169. ) Willman performed a duet for two fla g e o le ts 
in 1809, see below p. 249.

Chron 1800: 4. It does not appear to have been attempted again.
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formed by Mahon, Reinagle and Gautherot in 1792.33 Such alliances formed by private 

agreement produced almost a cartel-style arrangement through which musicians pooled their 

individual professional profiles to maximise the impact of their promotions on the public and 

their potential profit. The sharing of risk and the consequent division of profit was a regular 

characteristic of individual benefit concerts in this early period.'4 In later years such 

collaborations would occasionally occur in order to share the administrative costs and duties 

of a series of concerts, but there would no longer be the use of this method of mutual 

protection against the risks of promoting individual benefit concerts. The emphasis on this 

form of promotion, even by relatively high-profile resident musicians, is a reflection of the 

general decline in concert activity around the end of the eighteenth century.

"  See above pp. 32, 36 - 38.
M For examples see the joint promotions by Moorehead and Haieh in 1707 k n 
Haigh in 1799, and Alday and Urbani in 1804 and 1805. Chron 1797: 12, 1799^4 ;18w' 3^
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SECTION 2

CONSOLIDATION. EXPANSION ANPINNOVATION 1807- 1SU

Chanter 0

Aspects of consolidation

Overview

Following the discussion of the decline end initial revival in the period 1792 lo 1806, Section 2

w,II assess the period 1807 lo 1814 in which concert lile in Dublin attained a degree of

Stability Political integration with Britain was well established and seemed permanent, and

by 1807 concert activity reached a level which remained relatively constant until the lirst

signs of more significant increase in 1814. This chapter and the nest two will evamine

. vi, ill. mi rate trends towards consolidation, expansion and innovation in developments wnicn rnusw.m-
concert life. The tradition of annual performances established by the Irish Musical Fund

Society remained the most consistent feature. The increased profile of public concerts from

1805 encouraged a greater number of charitable organisations lo promote sacred

performances and they became a more frequent and stable aspect of concert life. There were

, v  ci/p of the resident profession. More musicians from Britainsome signs of expansion in the size or me i

were , (traded to settle in Dublin and the slow process of regaining its musical position 

among British cities got underway.

There were a number of significant innovations in particular areas of concert life. Although 

public subscription concerts remained absent until 1814, private series took on a semi-public 

profile and the barriers to public access were eased. The design of concert promotion 

broadened and hybrid forms of entertainment appeared in which concerts were interspersed 

with readings from literature or juxtaposed with dramatic presentations. Attempts were 

made to bring Irish national music into concert life, and performances involving large 

numbers of military musicians were introduced. The most significant development was the 

introduction of Musical Festivals', modelled on the provincial festivals in mainland Britain. 

Thov were promoted in 1807 and 1814, and both featured visits by a group of distinguished 

musicians centred around the singer Angelica Catalan!, whose fame approached new heights.

In the period from 1807 the frequency of public concerts in Dublin varied between ten and 

two dozen performances each year, with a notable increase in 1814. Details are reported in 

the following table.
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Table 11: The frequency of performances in the period 1807 lo 1814

1807 1808 1809 1810 1811 1812 1813 1814 total
Concerts 11 9 14 4 6 16 19 28 107
Charity sermons 5 4 4 6 5 5 6 5 40
total 16 13 18 10 11 21 25 33 147

There were on average eighteen performances each year which was significantly higher than 

the average of eight per year during the period from 1792.1 Charity sermons were a more 

consistent element than before with between four and siv events per year. From around a 

dozen in the first few years, commercial concerts decreased significantly in the years 1810 

and 1811 and then rose from sixteen in 1812 to twenty-eight in 1814. A significant influence 

on the frequency of concert events was the promotion of Italian opera in Dublin. The 

presence of Italian opera singers could have a positive effect on concert life but this was not 

inevitable. The group featuring t. atalani was involved in six concerts in 1807. In later tours 

w hen Kelly returned with Catalani and Rovedino and new Italian performers in the second 

half of 1808, and again with a third group of Italians in 1811, they were involved in only one 

concert.2 * 4 These high profile visitors monopolised the attention of the audience, and no other 

concert promotions occurred during their stay. However, when Catalani made her third visit 

to Dublin in 1814, she and many of the principal performers were induced to remain for a 

longer period and the group featured in a total of seventeen performances from August to

December.

Concert promotion for the most part remained a seasonal activity. Now that the frequency of 

events had increased, concerts spread more evenly throughout the main entertainment 

season from November to June, but the months from March to June were still the busiest. 

Table 12 details the total number of performances given in each month during the period 

1807 to 1814.' The years 1807 and 1814 had an unusually high number of performances in 

August and September, with six and thirteen in those years respectively, because of the late 

summer musical festivals. With these excluded from Table 12 it is evident that the same cy cle 

of seasonal activity continued as before.

Table 12: Performances per month in the period 1807 to 1814

Jan Feb Mar Apr May Jun Jul Aug Sep Oct Nov Dec 
1807-1814 8 13 14 17 16 14 4 5 6 7 10 14

1 T his average is artificially high with the inclusion of the year 1814. An average of sixteen 
events in the years 1807 to 1813 may more accurately reflect this period.
2 For details of these visits see Walsh, Ope.ra.2, pp. 63 - 80, 105 - 123.
' Occasionally the occurrence or duration of a semi-private series cannot be confirmed and in 
some cases they are included as a single event. I hey appear to have occurred within the
main entertainment season.
4 For the pattern of earlier activity see pp. 63.
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The activity of the Irish Musical Fund Society continued in the same vein as before and its 

membership increased steadily. In 1807 the names of 70 individuals from whom 

subscriptions had been received during the previous year were recorded in the I ransaction 

Book\s In the period up to and including 1814 a further 52 individuals were proposed for 

membership (see Appendix 10).6 Not all of these necessarily gained admission. Some may 

have w ithdrawn their application or been rejected. For some reason Robert Jager seems to 

have been uncertain about membership and w hen proposed in March 1812 he requested the 

ballot be delayed until July.7 The admission of 36 of this group, twenty-one as professional 

members and fifteen as honorary members, is confirmed in the Transaction Book and it is 

likely that others were admitted without being confirmed.8 The admission of a few members 

from as far away as Cork, Limerick, Drogheda and Newry confirm that the Society was 

intended as a national organisation and not just for musicians based in Dublin.9 No doubt 

some members left the Society or the country, were expelled for arrears, or died, but apart 

from occasional deaths such details were rarely recorded in the Transaction Book'. It is not 

possible to provide an exact total of the membership but it undoubtedly increased over this

period, perhaps to around 85 or 90 people.

The structure end pattern of meetings of the Society remained unchanged and, as before, a 

small group among the committee undertook the bulk of the routine administration outs,do
the Commemoration performances. The charitable work of thethe busy period surrounding

. . liar mttern with payments to professional members for occasional Society followed the earlier pattern t y r
, { ,  ft moral expenses. The main charitable responsibility of the Society periods of illness and for funeral expens
■we m widows and dependants (see Appendix 11).10 In 1807 the Societyremained the payments to wiaow r

■ . ,u,.„n widows two orphans and one member, and over the period to 
provided 'pensions to tnrtc

- as m i un7 Members in arrears may have been omitted from this list. For comments 
• 22 03  l o u / .  F V lc l l l  __________  185 n n r l  A n n o n r l i v  R* TBIMF UJ IDO/. I»!«... —------

on the earlier membership and details see pp. 184, 185 and Appendix 8. 
h In January 1807 the regulations were altered so that new members were admitted by a 
simple majority ballot rather than the two-thirds majority required earlier. TBIMF 26 01 1807
7 See Appendix 10. Jager sang the countertenor solos in each of the Commemoration 
performances from 1812 to 1819. Although there is no confirmation, it is more likely than not
that he was admitted around this time.
8 Lack of confirmation does not suggest their rejection or poor management. A formal list of 
membership is likely to have been kept for the convenience of the secretary and collector and 
may have been contained in the Account Book or other record no longer extant.
* In this sense it followed the example of the New Musical Fund in Britain rather than the
Royal Society of Musicians.
111 It became common for the annual total paid to claimants, the rent paid to the collector for 
the use of a room in his house for committee meetings, and the salaries to the collector and 
secretary to be recorded in the Transaction Book at the opening of each year. Temporary 
illness benefits were not recorded in these accounts. For details see Appendix 11.

- Chapter 9: Aspects of consolidation -



213

1814 this increased to seven widows, three orphans and one member. There were two levels 

of payment to widows: the most frequent was £29 11s 6d per annum, the equivalent of i/, 

guinea per week; and twelve guineas per year to widows who presumably had some other 

means or perhaps fewer or no children to support. An allowance of £10 and ten guineas 

respectively was given for the maintenance of the orphans Eliza Cittner and Eliza Clagget 

and the two daughters of the late Giordani shared an allowance of l , 2 guinea per week The 

pension paid to professional members was usually the same as the higher rate paid to 

widows, although Alexander Thompson was given a slightly increased allowance of £30 per 

annum.11 Ongoing payments to claimants in 1807 amounted to £140 2s and, after a reduction 

with the death of Thompson in December 1808, this increased to £245 14s by 1814. In early 

December 1807 John Spray proposed that each of the pensioners be given 1 guinea in 

consideration of the uncommon severity of the present season’ and this winter allowance was 

repealed in some later years.12 One exceptional payment is worthy of note. On 5 July 181 3 

the widow of Smollet I Jolden applied for £100 to enable her to go into business', which was 

granted on 18 July to relinquish all future claims on the Society'.1-1 This enabled her to 

continue her late husband's music publishing business and shop which she managed until

around I8I8.M

In 1807 Bartholomew Cooke was elected secretary of the Society, a position he held until July 

1817 is Un!ike earlier secretaries Cooke kept a detailed account in the Transaction Book' of

u As beforc each claimants had to provide n written affidavit of their means and only the

?2to ‘|MF 0712 K ^ se e 'a iso  Appendix 11. This is confirmed in 1808, 1809 and 1812.

C ollet'flolden f!rsl advertised slow and quick marches, troops, and airs and variations for 
V ,. j irnneed for piano or harpsichord with violin or flute in February 

military ban s, am _• • ‘ 4  ̂Downshire. At this time he announced himself as late of
V795, ’A Cd2 Caled , nH?or o r  the Royal Downshirc Militia'. H, was regarded by George 
the 281b Regime n a ___( n.itjeh composer of military music in his time'. On 18 June 1805Petrie as the most eminent British composer
. j shoo at 16 Parliament Street, moving from former premises on Arran
O u T T e  imported various instruments including pianos by Clemenli and others from
1 „„don I le published his own. mostly mililaty music, and music by other local composers

. ' irthn Rourke Philipps and Logier. He issued a number ofincluding, Stevenson, JohnBourKe n M h
business 

18 12

U l C I l l U l I l g ,  d i c t c i l d v » ,  J ............ -
harmonisations of Masonic songs. Mrs C Holden announced her management of the 
in August 1813. DJ 03 02, 10 02 1795; 25 05, 18 06, 22 06, 07 - 30 11 1805; 23 01, 19 07, ;
1806, 01 01 1807; 10 11 1809; 20 10 1813. 'Holden, Smollet', NG.
'5 In July 1817 a sub-committee examining the Commemoration accounts for 1813 and 1814 
reported £52 16s 1 >/ zd owed to the Society. Cooke withdrew and C D Mills, and from 
September John Grey, acted as provisional secretaries. There seems to have been a 
mathematical discrepancy between Cooke s account in the I ransaction Book' and the Ticket 
Book' (no longer extant), and Cooke was called to explain the accounts and seems to have 
done so. An audit in September 1817 of Commemorations from 1815 to 1817 concluded a 
discrepancy of £141 14s 5d, but the I icket Book for 1815 had been lost and it was not 
possible to establish the amount for complimentary tickets included in the figure. It seems to 
have been concluded that there were errors in the accounting process rather than actual 
amounts outstanding. Cookes offer of resignation on 15 September 1817 was refused, 
however John Bowden was elected secretary in 1818, and although Cooke attended general
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the income and expenditure of the Commemoration performances. These are the only' 

detailed reports of concert finance during the period covered by this thesis, and they provide 

a valuable insight into the promotion of this type and scale of event. A section of the 

accounts covering the period 180/ to 1814 has been collated in .Appendix 1 1. Details of the 

income from admission varied each year from around £226 to £336.,b This information 

enables a reasonably precise estimate ot the size of the audience attending the peTformances, 

and provides an impression of the preparations and expenditure thought necessary- for their 

success. Details of the tickets for the Commemorations are given in four categories: blue 

tickets admitting three people for 1 guinea; red tickets admitting one for 'h  guinea, both of 

which were sold before the performances; 1 guinea checks admitting three; and u 2 guinea 

checks admitting one. The checks' were issued to account for money received at the door 

and functioned like a receipt replacing the use of tick ets .P recise  details of each of the four 

categories are given for most years of this period, although for 1810, 1812 and 1813 only the 

number of blue and red tickets were recorded.|H In these three years guinea and half-guinea 

checks are given together as a cash total of around £65. If these amounts were entirely made 

up of guinea or half-guinea checks a range can be established for the number of people 

paying cash at the door.14 I he extremities of such a range are both unlikely and a more 

plausible estimate may be suggested by referring to the checks recorded for 1S07 and 1809. 

In these years slightly varying proportions of guinea and half-guinea checks amounting to 

around £67 and £66, imply the admission of 142 and 140 people respectively. In the years 

1810, 1812 and 1813, with similar amounts of cash received from checks, it seems likely that 

around 140 people could be added to those admitted by ticket. Table 13 provides an estimate 

of the level of attendance at the Commemoration performances in the period 1807 to 1814. It 

should be noted that although a blue ticket admitted three people, it cost the same as two red 

tickets admitting two, and therefore couples may have bought a blue ticket allowing for the 

possibility of an extra person attending with them. This circumstance would suggest that the 

totals for attendance, which appear to be quite precise, may in practice have been somewhat * 17 * 19

meetings he had no further role in the committee. The committee stressed there 
suggestion that Cooke had acted improperly, but the inquiry seems to have in T  n°
withdraw. TBIMF 05 01 1807; 06 07, 01 09, 15 09 1817; 05 01 1818. ‘ nauced him to
lh An additional amount of almost £69 was recorded in 1807. This may hav
sale of programmes, which seem to have been provided gratis in later ve^ 0 C° m° ir° m ,he
17 At the performances tickets were collected from the audience inri ,,i,„ ^  .
T he checks', which it seems were also pieces of paper placed m Z  bo !" ° B° V 
account of the numbers paying at the door than a cash total. How wid* ^ °  ? ?10re accura,e 
was remains unknown. It may be noted that at least two-thirds and ' esf1read j'lis practice 
of the admission was by tickets bought in advance. 4 °  Cn s,8n,**cantly more
is For details see Appendix 11.
19 The amounts given in Appendix 11 for checks in 1810 181? i s n  
5 7 - C .  and W 'lG  reapecdve.y, and provide a r a n g e m u l l i n g
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lower, but 
attendance

accepting this discrepancy they provide the nearest possible estimate of actual 

levels that can be established during this period.20

Table 13: Attendance at the Commemoration performances from 1807 to 1814

bv ticket 
by check 21 
total

1807
7631 O

1808
611
185

1809
642
140

1810
564

c.140

1811
548
87

1812
795

c.140

1813
656

c.140

1814
855
113I

905 796 782 c.704 635 c.935 c.796 968

In the statement of admission accounts following the Commemoration performance in 1813 it 
was recorded that there were about 820 persons in the room' and following the 1814 event 
that there were '1000 persons in the* room I hese add credence to the above but are the only 
totals reported for attendance, and it is not clear whether they include the performers. It is 
clear that the Commemoration performances attracted very substantial audiences, and with 
attendance in excess of 800 or 900 people may w-ell have approached the capacity of the

Rotunda.

The expenses of the Commemoration performances usually amounted to between £110 and 

£130 each year.2-1 Details collated in Appendix 11 show the extent of the preparations and 

provide a rare insight into the practicalities of concert promotion.24 There was an observable 

protocol surrounding the use of the Rotunda which presumably applied to all concert and 

other promotions held there. The hire fee was twenty guineas, which presumably included 

heating and possibly oil for the lamps.25 I here were additional standard payments to 

associated staff: £1 to the Rotunda House Keeper, named from 1807 to 1809 as Mr Howe; 11s 

8d to the Lamp Lighter; and 10s each to either two or three Attendants. These payments 

appear to have been obligatory. Beyond these it was up to the Society to make such 

arrangements as it found necessary. Quite significant amounts, usually around £11 to £13, 

were spent on candles, probably for use in the orchestra, with wax candles for the

------------ ~ I'mentarv tickets to non-members as an acknowledgement of their
20 The Society issued comP^™ flre acc0Unted as a theoretical cost in Appendix 11 on the 
assistance and to guests. Ticket Box at the performances and are therefore included in 
basis of those returned in e
the attendance totals. , »ntirelv cuinea or half-guinea checks an overall range of
21 F - m  the suggestion, aboveof See p. 2f4 n. 19.
c. 115 - c. 170 may apply to l»iu,
22 TBIMF 15 04 1813; 07 above and below this range respectively.
21 1807 and 1809 were s «g mounjs given here must be inaccurate as occasionally the totals do 
24 Some of the indix i 110 occurred in my transcription where figures are barely legible, 
not tally. Errors un ou  ̂ t0 ^ave been accurate they are given without change.
As the original lota s are COncessionary rate given to the Society for the use of the 

1 here is no indication o was j|ic usual fee from 1782. Boydell, Rotunda, p. 82.
Rotunda, and Boydell reports
2S -
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performance and cheaper tallow candles for the two rehearsals.26 Each year a carpenter 

named in 1807 to 1809 as Mr Carolan, was paid five guineas to construct the orchestra' and a 

seating area for the Lord Lieutenant and his 'suite', or entourage.27 Some payments are 

surprising. The security arrangements for outside the Rotunda in 1807 were given in detail- 

at the first and second rehearsals a corporal and four men stood guard, and at the 

performance a sergeant and twelve men. I hey might have been members of the army but 

were probably members of the Dublin Metropolitan Police, prior to it being remodelled as the 

Parochial Watch in 180S.28 They were not provided by the civic authorities but were paid for 

by the Society. The amount fluctuated in the years to 1809 but settled at £1 10s from 1810, 

indicating a broadly similar security presence to that detailed in 1807.29 By this period the 

political disturbances which may have accounted fora security presence in earlier years had 

passed. Gatherings of substantial numbers of the rich and influential probably created 

something of a public spectacle and attracted crowds of onlookers. The security presence 

seems to have been thought necessary to facilitate the arrival and departure of the audience, 

to marshal onlookers and perhaps guard against pick-pockets or other thieves. The security 

at rehearsals may have been to prevent the theft or damage of instruments, but may also 

suggest persons of distinction' among the amateur performers.

A number of practical expenses may be noted among the accounts, the standard rate paid to a 

Music Porter was 1  ̂2G, and occasionally 3s to his assistant, and the Organ Blower was given 

1/2G. From occasional reports of 10s for a carriage for piano', and in the last two years 5s, it 

appears that the Rotunda did not have one available at this time. Carriage of 2s 6d was paid 

in 1811 for a bass drum. Transport by coach was routinely provided for the cathedral 

choristers and occasionally for the principal female singers. It may have been expected that 

in a society of musicians, members would have copied instrumental and vocal parts from 

scores without charge, and perhaps this was done in earlier years. However in this period 

the Committee engaged at least two music copyists professionally, Mr Gray and Mr Connor,

*  It is presumed from the payment to the Lamp Lighter that the Rotunda was lit internally, 
probably by oil lamps, since gas was used for the first time at the Theatre Royal somewhat 
later from 20 March 1819. Walsh, Opera_2, p. 207.
27 In 1812 1813, and 1814 a journeyman carpenter was also employed for two nights to assist.
No details of the constructions were recorded which may have provided information on the 
layout of the various sections. The Rotunda had a stage in the apse where the musicians 
were placed but presumably the carpenter added some type of temporary tiered podiums, 
possibly in the manner of the Westminster Abbey performances.
28The Dublin Metropolitan Police, founded around 1786, like the earlier Dublin Watch, 
carried a long pole with a spear at one end and a crook at the other. This was at times used to 
the detriment of the constable himself. The Parochial Watch planned in 1805 by Sir Arthur 
Wellesley then Chief Secretary, and established in 1808 was more efficiently equipped, 
armed with short swords by day and pistols by night. Bennett, pp. 157, 158.
29 A Peace Officer' was added in 1808 and increased the amount spent on security, and a 
lower than usual figure in 1809 may suggest only part of this expenditure was recorded, see
Appendix 11.
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.,mi occasionally one or two others, Mr Clover and Mr Allen, who were probably members. 

Crav was presumably John Grey, a local double bass player idenltfted in various concerts 

Iron, the Commemoration performance in 1802, in the Theatre Royal orchestra from 1808, 

and who was a member from 1813; Connor may have been E T Connor, who became a 

member of the Society in 1807 and may have been the trombonist named in the 

Commemoration in 1801; Clover may have been I Clover, noted in the Theatre Royal 

orchestra m 1808 and in concerts from then as a violin or viola player, or perhaps W Clover, 

occasionally referred to as Clover junior', who joined the Society In 1806 and is named as a 

cellist in concerts from 1814; and Allen may have been George or William Allen, both of 

who,,, were engravers and printers by profession and who in the period 1812 to 1814 issued 

the second tlurd and fourth volumes of David Weyman s Melodía Sacra from their premises 

a, 39 P,shan,He Street.'' George Allen became a honoraty member of the Socety m 18,2.

.. I . it the Society's concerts and rehearsals. Cakes and
Details emerge of the hospitality provided at the -

, 1. the interval, usually at a cost to the Society of 12s, and usually a 
oranges were served at the

. norter and on one occasion port and sherry (twelve bottles of 
choice of wine, punch and | >

. i n ,  Alcohol was also served at rehearsals, but the records of amountseach) was made available. /
i i  w, . which specify ’Punch for the Band of the Theatre, aid no assumption 

spent in 1813 and 1814, whtc I
lirnlv fruit-based. The amount spent on hospitality rose from 

as to whether this was entirely trun past
.„„„m , O  or 84 m ,807 .md 1808 ,0 usually 810 from 1811, wilh a peak in ,813 o, 813 16s 5d

spem on drinks alone. Of more importance are .he expenses Ihe Socle,y cons.dered necessary
i ,  . ertisinc. The number of tickets printed settled in 1809 at 800, 

to be spent on printing am * , . , , ,
' , , I between 250 and 500 books of the words provided

and it seems that there were p • . . . . . .  , . .
„ niiborate versions printed for the Lord Lieutenant and his 

pich v,»ir with especially eiaoorui«-
m 1811 the accounts show payments for 150 large posting bills; 

commnv M In the years 1 SO/ to mi
company. 500 in 1808, but otherwise 1,000, 1,500 or 2,000; and
substantial numbers c  ̂ ^  lg l4 for bi|| posting', involving one or more individuals

po\ nients throughout th |  ̂ ^  dispensing hand bills around the city. Perhaps the
for three days in putting the . , ,

. aCCOunts is the extent of newspaper advertising. I hroughout
most revealing dement jn geven to n¡ne newspapers, at a cost of around: £16 in
tins period the Society ac ver ■ ^  ^  ^  ^  ^  ^  ^  ^  ^  ^  ^  ^  ^  ^

1809, 1811 and 1812; ¿2 ,n ^  ^  of {he expenses in 1812 and 1810 respectively,

extremes these figures n\ ^  between 15% and 25% of their expenses to newspaper

but the Society routine y advertising is surprising but this breadth of coverage
advertising. The scope of the soci y

----------------------------- 77777^0 08 1808, Walsh, OperaJ .  p. 134. For G Allen see Hogan p.
»  Appendix 8, 10, and 11,; FJ 30 »  ^  ^  ^  ^  2? Q3> 20 04; 27 05 1813; 05 01, 18 11 1814.
104. For Melodia&lCE3, N '•* *' rcd , jckets seems to have allowed for a substantial surplus 
9 The pattern of 400 blue and ■ ^  years half the number would have sufficed, but
according to the ticket accoun nuich saving to be had by ordering less, 
perhaps then as now then vs a.
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was clearly (ell necessary. II may be noted that when the total sums spent on newspaper 

advertising were comparatively low. the number of newspapers used was not significantly 

reduced, although the length of the insertions probably was. It may be concluded that tins 

scale of performance, directed towards a large and affluent audience, required extensive and 

often expensive advertising and that despite the tradition established by the Society for 

annual performances, there seems to have been little room lor complacency in this regard if 

the public profile and profit to Ihe charity was to be maintained.

Mow far the pattern of the Irish Musical Fund Society's expenses reflects those of other 

performances ,s difficult to establish. Performances of similar scale with local musicians in 

Ihis venue were likely to have involved similar costs. I he Society's concerts, and perhaps 

other charily performances, had one very significant advantage over commercial concerts. 

The Sod .lv  did no, have ,0 pay fees to musicians. There are only four references in this

period to fees or expenses being paid: two were to the trumpet player Henry Willman for
, . • i • and from Galway in 1812; and a further two in 1812 were totravelling from Limerick in 1809 and trom * ..............

, . c tnhn Sony’s daughter, who was paid ten guineas, and to Mr Hollandthe singers Julia Spray, John v f y- b .
i2 n„pc naid to rank-and-file musicians in Dublin were almost 

who was paid one guinea. r 1
, . (h l„ in 1 ondon but no details have been found. The profit to the Society 

certainly lower than in Lonai , . . . . .  „
(1sn7 to ,814 ranged between £113 and £200, as detailed below »  from the performances of 180/ to ioi*  b

ruble 14: Prof,, from Iho Commemoration of Hnndcl performuoecs ,807 ,814

1807
£1% 14s l l '^ d  

1812
£170 16s 8' ’ :d

1808 
£155 16s 7d

1813 
£139 19s 7d

1809
£175 14s 6!/2d 

1814
£200 7s 9!/ 2d

1810 
£132 4s 3d

1811
£113 9s 4'/2d

As in previous years the Society funded its charitable activity from the interest received from 

the investment of the profit of its concerts and from members' subscriptions. From a 

lan of the investments from 1807 to 1814, the Society appears to have adopted a policy
summ.

----------------------------~  . ZTfifteen guineas in response to the Committee's request to know
In 1809 Willman asked U r nc  ̂an£j j ravel expenses. There is no further reference to 

the lowest terms for his perlorn . ^  report he was paid five guineas, but a later
confirm this was paid. 1 he acco on|v two guineas for travelling not makii
rnmmont icllHUl ledeed his receipt ....  ̂ __ _  ̂mornKor in 1804 hilt thp nncciKili

the lowest terms lor im  j - * -----  ^  jn l812 report he was paid five guineas, but a later
confirm this was paid. The acco“ ' ting on|y two guineas for travelling not making 
comment acknowledged Ins rece ‘ became a member in 1804, but the possibility of
anv charge for his performance. n lion. TBIMF 05 02, 19 02 1809; 16 02, 06
a fee may bring his membership
04 1812. See Appendix 8 and • (j|les of onc or two newspapers were written into the 
"  In the years 1811. 1813 and recorded, suggesting the bills may not have been received, 
accounts without an amountDc b have reduced the profit in time, but totals recorded in 
These and other outstanding co. > lo account for the bulk of the expenditure. No
the period immediately after in al(eratjons which may have occurred from minor 
attempt has been made to ref 
payments in later weeks.
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of investing in Government debentures yielding 3% interest. Each debenture added £3 10s 

to the operating revenue, and they were probably purchased like those recorded in 1807 for 

£71 each. The Society continued to build capital reserve and invest in debentures in most 

years of this period. With £4,650 invested in 47 debentures yielding £183 15s per annum in 

1807, they gradually invested a further £1,136, bringing their capital reserve to £5,786 held in 

63 debentures yielding £239 15s per annum in 1814.'s The Society successfully avoided 

having to draw on its capital reserve, or periodically reduce allowances to pensioners to ease 

cash flow constraints, and with experience its fiscal management became increasingly adept.

The performers involved in the Society’s concerts continued to be drawn from the resident 

profession, with amateur support, ihc soloists were for the most part employed in the 

Theatre Royal or cathedrals. Occasionally special appearances were announced, such as 

those of Paul Alday (1807), M r Bridgetower' (1808), Julia Spray (1812) and Madame O’Moran 

( 1 8 1 3 ) . Among the soloists announced in 1810 were two choristers from the Dublin 

cathedrals, Master Mossom and Master Robinson, who made their debut in public concerts.'7 

That of Francis James Robinson is notable. He was the first of the six Robinson children who 

became musicians and formed perhaps the most significant musical dynasty in Dublin. 

Francis J was born around 1799 and was a chorister in the Cathedrals from at least 1808 to 

1812. w He and Mossom were probably the leading choristers at this time and were likely to 

have already been given solo parts in the Cathedral services. Their duet O lovely peace’ and 

Robinson's solo Pious orgies', both from Judas Maccabaeus, were the first instances of 

choristers providing solo items in the Commemoration performances. In addition to the 

attraction of young performers, which always interested the audience, the choristers no doubt

, hive been made some time after July 1807 but is recorded at the 
M The summary appears to nn fol|owinR the minutes of the meeting TBIMF 29 12 1817. In 
end of the first ’Ir“n“ c! '° "  ‘ ' iven as yielding 3% interest, although in the minutes of 
this summary all deben , ‘ recorded, which appears to be an error. Minutes of meetings
committee in July 18 1 " interest T h e  summary is reproduced under Investments’ in
in some other years record . /<>

d l ' .n i U  o l  I S « ' “ *  A >’ ' ™ d iX  ' '  •l n d  in V ' S' " ’ C' "  ' 0 , 'l lS  ,0 r  ,S 0 6 'l n d  1807
Appendix 9. - 1812:12,1813:5. It was announced that Alday would come out
v’ See Chron 1807: 3, 1, ' wm'|d make their first appearance. Julia Spray had in fact
of retirement and that me u Michan s Church on 11 November 1810 and in Spray, Jager
appeared at a charily 29 January 1812. Chron 1610: 10, 1812: 2, 3 ,6  - 11. '
and l.ogiers private seri y Thomas Mossom listed in the visitation reports of St 
17 Master Mossom was pr * Francis Mossom, presumably a younger brother, was
Patrick's Cathedral... 1809 and to appearance in a public concerl. Seelisted in 1812. This seems to have oeen y *

Appendix 3. . Annendix 3. He may have joined any time after the visitation
“  'Robinson (..)', NC.secal o A p p « ^  ^  ^  J  „ „ „  ,,o reports (or
report in January ' ,(p,|y continued to be a chorisler after 1812. He was the
years 181 to . . nesjiVal promoted by Edward Bunting in Belfast from 19 to 22

• i ^  ~  ^  ^
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conveyed the image of innocence enlirely appropriale to the sacred and charitable nature of 

these and other events. From this year solos by leading choristers would become common.

In tins period a group of members of the Society regularly undertook the principal roles in 

,he performances. “  Dr Philip Organ and Thomas Cooke acted as conductor and leader 

respectively from 1807 to 1814." Usually William Warren and James Duncan played the 

organ and piano respectively, but in the years 1810 to 1812 John Mathews, with Warren and

I J t i r ,  bovhmrrl olavine.41 From 1807 to 1810 Redmond Cooke was Duncan alternating, shared the keyboard piaymg.

principal c e ll is t ."  The report of the decision ... the Transaction Book for the 

Commemoration in 1807 records that David Weyman be appointed to lead the choruses 

rhis was the first and only reference to a designated chorus director. The earlier arrangement 

m Which the directing' was shared, simultaneously, between two instrumentalists (involving 

anv combination of the leader, pianist or organist) changed, and from 1803 Cogan acted as 

conductor «  It seems that 1807 was the only year in which two conductors were involved in 

directing the choruses. Although a small detail, this indicates that the Society did examine 

different divisions of rehearsal and performance duties. As elsewhere, it may have taken 

some time for the role of the conductor to becon.e fully established.

I he Commemoration of Handel performances adhered i^uite closely to the traditional 

repertoire.4’’ I here were innovations in some areas and the reactions to these illustrate some 

aspects of public taste. In 1807 the Committee decided that the programme would be drawn 

principally from Judas Maccabaeus and ordered both a full score and short score to enable 

vocal and instrumental parts to be copied.4 Of the nine items selected, five had not been 

performed by the Society before: the air Tis Liberty'; the recitative Sweet flow the strains’;

~  , , ” 1807-3, 1808: 3, 1809: 1, 1810: 4, 1811: 6, 1812: 12, 1813: 5, 1814: 5. For
For details se R vvere not advertised details have been confirmed from

TBIMF°29 0 n  809; 23 02 1811; 13 03 1812; 01 04 1814. No details have been found for 1813,

"cù o k e 'ien  K ^ r t h e X w S ’n g '^ r  and Ihemafter James Barton or Paul Alday led.
c ooke ten b , the Commemoration performances until 1818.

C ogan continuée i . between the three musicians there was no definite pattern
When these duties wt  ̂ ‘ men, jhey  remained involved in this capacity in later years, 

as to who played v\ m i eariy as ]801 but also played the double bass in 1804 and
* I le had taken this r0 e entjfjed with the orchestra of the Theatre Royal as a flute or oboe 

sang in 1805. He is fjo serjes and played cello there at Thomas Cooke's benefit on 27 May 
player in the 17 • brother of Thomas Cooke, he last attended the meetings of the
1802. Presumably a you g ^  revjew 0f the 1811 Commemoration his death and the 
Society on 4 March ' ‘ arrangements for the concert in difficult family circumstances 
support of his father in ma 8 |gos. ]S D J2505 1802. TB1MF 04 03 1 811, FJ 11 04 1811*. 
is noted. Chron 1801: 3, ■ worc madc at thc same meeting, FBI MF 11 02 1807.
«  I  « X d lT i n c t io n Ubo.vveen conducting' in the modern sense and directing' from an 

instrument is drawn in *îj'S ^ ' " ‘rtoire see above Table 10, pp. 194, 195.
« TBIMf T ^ !  w S ei807. Copying costs noted in Appendix 11 of £8 indicate busy 
preparations.
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and the three choruses 'YVe come', Fallen is the foe', and Hallelujah, Amen'.47 From the 

attendance, estimated in Table 13, of just over 900 people, the selection from judas 

Maccabaeus. with a few favourite items from Messiah and The Creation, proved to be a very 

attractive programme.4* At the recommendation of Weyman the first half of the programme 

in 1808 contained a selection from Haydn's The Creation, and James Duncan proposed the 

second half should include Handel's Funeral Anthem with the Dead March ... jn 

Commemoration of the memory of the late Calant Lord Nelson'.49 It was emphasised in the 

announcement that this music had been performed in Westminster Abbey at Nelson's 

funeral. The remainder of the concert consisted of items from various Handel oratorios, 

though without the usual presence of items from Messiah. The programme was popular, 

drawing about 8(X) people. In 1809 what appears to have been a complete performance of

Messiah attracted similar numbers.w

A significant innovation came in 1811 when the Society performed, for the first time in 

Ireland, a selection from I laydn's The Seasons in the second act of the Commemoration on 10 

April.S| Two full scores and two small scores costing £13 18s 6d were purchased from L.ogier 

and Thomas Cooke, whose music businesses probably imported them from London.« The 

selection was decided on 10 February and £14 2s 9d, almost double the usual sum, was spent 

employing four music copyists.« The attendance was significantly lower than in previous 

years, with 625 people. A reviewer asserted that notwithstanding the unfavourable state of 

the weather, it was crowded with the first rank and fashion', but the unfamiliarity of The 

Seasons could also have contributed to the fall in attendance. It is perhaps significant that no 

further selections from The Seasons can be identified in later Commemoration performances.

In 1812 the Society returned to the familiar territory of the most favourite works' of Handel 

and Haydn.«  This programme included something of a move beyond the traditional 

repertoire: two patriotic songs by Braham, The death of Abercromby' and Trafalgar Bay',

--------------- - "! chron 1807: 3. The recitative We come, Oh! see' may also have
*' For programme details s«-c . yhe number of new choruses may in part account for
been adapted from conduc(oI,
Weyman s involvemen • n( |„das Maccabaeus see below p. 301.
,s For comments on u-|: I ‘ me details see Chron 1808: 3. The overture to The Creation
4>' TBIMF 07 03 1808. l or | 8 sombre for the opening of the concert and was replaced
may have been considered r.
with a concerto by ^ore  ̂ ' jgQg j0|ul gpray gave a quantity of his oratorio music to the
«Chron 1809: 1. In I tccm , ( die varjctv Gf Handel s oratorios represented in 1810.
Society, which may have contnOuieo

See (. hron 1810: 4. I BIN ^  prescnted a selection from the most favourite works of Handel 
( liron I'1’ ' ini / |live drawn on The Creation, but details were not announced,

and 1 laydn, which n1‘1> ‘ presumably with a piano reduction, were bought from each.«  One full and one small score prc. y

Prices are given in Appem A ■
«  TBIMF 10 02 1811 and Appendix • 
r'4 Chron 1812: 12.
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quite possibly expressing support for Wellington's advance into Spain. Wellington's advance 

began with the successful siege of Ciudad Rodrigo on the Spanish-Portuguese border in 

January 1812. His progress was keenly followed not least because he was Irish, Aurther 

Wellesley, the third son of Garret Wellesley Earl Mornington the first Professor of Music at 

Trinity College Dublin, and was the former Chief Secretary of the Irish Executive from 1807 

to 1809. The performance reversed the decline of recent years and attracted a very substantial 

attendance, in excess of 900 people. A reviewer made two significant points. The first is 

somewhat ambiguous:’’'1

... His Grace the Lord Lieutenant and Suite ... was ushered into the great room, where 
were assembled the principal nobility and fashionables at present in the metropolis the 
room was fitted up in a style of superb brilliancy, and the scene altogether could not fail 
to excite in the mind of the spectator a retrospective idea of the former festivities; and a 
recollection of the prosperity of Ireland previous to the Union ? but alas ! the present is a 
"New Era !’".

The implications of the question and exclamation marks are difficult to establish. They 

perhaps hint at a satirical view of the new era'. It was certainly a new era politically, but 

perhaps the implied criticism was rather of the new social balance in which the aristocratic 

and political elite were joined by the professional and mercantile classes. In any event, this 

comment suggests that the Commemoration performances had weathered any disruption 

caused by the events of the Rebellion and Union. By 1812 the event exhibited all the social 

brilliance of bygone times. The second point criticises the introduction of secular repertoire:

The members of the Commitee in our opinion, were considered in some measure 
culpable in permitting the introduction upon this occasion of any but sacred music - "He 
was despised', is badly complimented in being preceded or followed, (however well 
executed) by an Italian Love Song or Duet. - War Songs are alike badly calculated to 
correspond with sacred music.

Although some of the secular music may have been chosen to express political solidarity' and 

may have been popular with the audience, similar objections were expressed by the Provost 

of Trinity College, and the following apology was resolved unanimously by the Committee:55 56

That our thanks are justly due and are hereby, with respect, fully presented to the Rev Dr 
Elrington Provost of Trinity College for his judicious remarks on the introduction of 
music (not sacred) at the late Commemoration and beg to assure the Provost that we will 
in future collectively and individually prevent all such innovations as far as in our 
power.

However suitable in the political and military circumstances of that year, at least one 

influential figure was quick to criticise what he viewed as inappropriate. As civic events,

55 FJ 31 03 1812*.
56TBIMF06 04 1812.
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Commemoration concerts clearly defined the boundaries of acceptable taste in the repertoire 

of sacred performances.

The performances in 1813 and 1814 moved back towards the central repertoire of the Society: 

in 1813 principally from Messiah', and in 1814 from Handel, Haydn &c', again with several 

items from Messiah.s7 There was strong support for the performance in 1813, with 

attendance around 800 people, but the preview for 1814 announced that the demand for 

tickets has ... been unusually great', and it is expected it will be uncommonly crowded'.1*  

Perhaps this fuelled demand but the attendance of 968 was certainly the largest of the period 

from 1807. What the audience expected and got at these performances was a narrow and 

well defined repertoire. Selections from Messiah and ludas Maccabaeus were the established 

favourites.59 * Selections from Haydn's The Creation came close to the popularity of these 

works, but the introduction of items from T he Seasons proved significantly less popular and 

it failed to sustain a place in the Society's repertoire. From the point of view of attracting a 

large attendance, known and trusted repertoire was the most successful. This reflects the 

essentially conservative taste of the Dublin audience in respect to sacred concerts.

Charity sermons and church concerts

In the years 1805 and 1806 the profile of public concerts increased significantly from that of

the period from 1802. By 1807 concerts were more regular and this encouraged a larger

number of charities and parish organisations to promote musical performances. The number

of charity sermons increased significantly and full-scale concerts in churches, absent for much

of the earlier period, were promoted more regularly, although they remained in very low

numbers.h0 As Table 15 illustrates, charity sermons and concerts in churches formed a very

significant proportion of the musical activity in many years of the period 1807 to 1814.

Comparison with the total number of events in each year reveals that this type of activity was
iinn before and was a noticeable characteristic of the revival of much more significant tnan

concert life.

57 Chron 1813-5 1814:5- In 1814 Stevenson composed sacred music for the occasion to words
by the Bishop of Meath, but this would have been viewed as entirely acceptable.

59 FJ 06 04 1814*.
r<9 For a fuller treatment see below, Repertoire survey', pp 298 303

There was just one full-scale concert each year in 1792 to 1794  ̂ 1799, I805 d 1806.
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Table 15: Charity sermons and church concerts from 1807 to 1814

1807 1808 1809 1810 1811 1812 1813 1814 total

Charity sermons 5 4 4 6
1

5 5 6 
0 1 1

5
5

40
133 1 1

8 5 5 7 5 6 7 10 53

Events total 16 13 18 10 11 21 25 33 147

If the Irish Musical Fund Society performances are taken into account, charity or sacred 

performances account for 40% of concert activity, compared with 30% in the previous 

period.61 Much of the increase was due to an increase in the number of charity sermons 

Having reached a level of between four and six events per year, this remained relatively'

constant until the early 1830s.62

I he scale of the charity sermon performances varied a great deal. In most cases the charity 

supported impoverished widows or orphans, or was involved in the education of orphans or 

poor children.6' Most charities were in some way connected to one or other of the Dublin 

parishes, either as parish-based events, organised for and by the parishioners, or as 

independent bodies needing a link with a particular church to gain access to a place of 

performance. The result was a large expansion in the number of churches used as 

performance venues. Fifteen identifiable charities for widows or children were active in 

promoting charity sermon events in the period 1807 to 1814. Some were of modest scale, like 

that of St Michan s Parish Church, which in 1809 and 1810 held a charity sermon for the 

support of eight boys and eight girls.64 * A growing number of larger charities promoted 
I ... rhiritv  sermons in support of the General Asylum at 13 Bow Street,regular musical events, cnaruy sc. rr

. , . , , n„ rhaoel in 1807 and annually from 1809 to 1813 in St Paul’s Chapelwere given in Mar)’ s Lam.  ̂ r
it 22 \rran Qiny 6r’ These were Catholic chapels but the charity drew particular attention to 

ihe fact that they supported between 38 and 41 female penitents of every religious
, ^  oldest and most important Church of Ireland parishes, St Brides,persuasion .66 One ot the oicwsi

61 Sec also above, 'Sacred concerts', p. 165.
w There were occasional fluctuations, the largest of which was in 1821 with 
sermons, followed in 1822 by none, but a more lasting general increase c a rn e t 
wake of the Grand Musical Festival of 1831. 1 ’^3a in the
M The change from hospital-based charities has been noted above pn 165 i aa 
M Chron 1809: 16, 1810: 10. T his St Michan s was the Church of Ireland r t  
Church Street (dedicated 1095), not to be mistaken for the Roman Cithnl1 r  1urc*' 1,1 
Michans usually called Marys Lane Chapd( 1705 - 1817) and rebuilt facing ontoNorth

~  ~  O ')  1  m1817 Both remain to the present. Bennett, pp. 93, 192.
1807-T l « * "  4,1809: 2, 1810: 5, 1811: 7, 1812: 13, 1813: 6. Also on 2 April 1815, see FJ

Street as St Michan s in 
6<i Chron
29 03 to 01 04 1815.66 The use of the terms church' and chapel' were not as strictly applied to signify Protestant 
and Catholic places of worship as they may be now, and in a number of instances both were
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was the regular venue for the charity sermon in support of Orphan Society No 2' 67 This 

society was founded in 1801 and held charity sermons in 1807, 1809, 1810, 1811, and 1813 h!i 

t hey maintained and educated between 70 and 80 orphans of both sexes and their 

performances were a very effective means of fund raising, attracting income of £257 7s lOd in

1811 and £211 9s 2d in 1813.

Some charities clearly had a denominational basis. Among the Catholic charities the 

Trinitarian Orphan Society held a charity sermon in 1808 for the support of 130 children m 

the Adam and Eve Chapel in I808.hy In 1814 it was reported that 154 male and femile 

children were maintained and educated by this society at a cost of over £700 per vear 70 The 

St Michan's Chapel Mary's Lane charity operated Two Extensive Orphan and Day Schools' 

which in 1813 admitted near three hundred children of both sexes without parochial 

distinction'.71 By 1814 their admission had increased to upwards of 400 destitute children' 72

These instances, and many others, show existing and new charities expanding and 

addressing concerns for the maintenance and education of orphan and poor children 

Although generally organised on a parish basis there was a complex web of denominational 

and independent organisations providing care within and across the denominations -\ 

further development may be noted in this period: the extension of free evening schools to 

include young adults. In the years 1808 and 1810 to 1812, charity sermons were given in 

Clarendon Street Chapel to enable the Reverend Gentlemen and other Directors of this 

Institution, to Educate every evening from 6 to 9 o'clock, a number of young men and bovs 

amounting to three hundred and upwards without Parochial or Religious Distinction who

used to signify a particular venue. Methodist churches or chapels and Presbyterian churches 
or meeting houses remained absent from the venues identified for musical events. 
h7 St Bride s was rebuilt in 1684 and united with St VVerburgh's in 1886. The organ is now in 
the National Museum. Bennett, p. 187. I he Society may have been so named to distinguish it 
from the Orphan House for Destitute Girls aged between five and ten, opened in 1791, and 
the Orphan 1 louse for Destitute Boys aged between four and ten, opened in 1793, both of 
which were in Prussia Street. Bennett, p. 148.
M Chron 1807:6, 1809:3, 1810:6, 1811:9, 1813:8.
M Chron 1808: 5. This Franciscan Church was established during the reign of Charles I when 
Catholic chapels were hidden from view. Entrance was through a public-house called 'Adam 
and Eves' and although it is officially the C hurch of the Immaculate Conception it retains its 
popular name to the present. The current building dates from 1830 - 1832. Bennett, p. 42,
Craig, Dublin 1660 - I860, p. 114.
70 Chron 1814: 9, FJ 05 05 1814*. Also that since its foundation in August 1796 upwards of 200 
orphans had been placed in respectable and industrious situations in life'.

71 Chron 1813: 1.
72 Chron 1814: 1. The charity sermon for the benefit of the Charity School of St Michan's 
Parish' which raised £161 15s 9d in 1812 may have been for this charity, but could have been 
for the Church of Ireland Parish of St Michan s in C hurch Street mentioned above p. 224 n. 6*4

Chron 1812: 19.
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have lost an early opportunity of so useful a qualification Similarly, the C hristian Doctrine 

Orphan Society, established in 1810, held its first charity sermon in 1813 'for the erection of a 

day and evening free school, for the north side of the Liffey'.74 It is clear that charity sermon 

performances had a significant role in providing an element of the funding required for part 

of the general expansion of education.

A sizeable proportion of the charity sermons and concerts given in churches during this 

period were given to defray the costs of building or completing the decoration of churches 75 

Building projects may be viewed as a second category contributing to the general increase in 

sacred performances. A distinction is apparent in the type of events appropriate for these 

two purposes. There was a clear tendency to use charity sermon events, given always on 

Sundays, to support charities, and to use sacred concerts to assist in the financing of building 

projects. Concerts in churches were almost invariably given on weekdays and appear as 

special occasions, either furthering or celebrating the completion of a building project 

Sometimes these had a wider focus, drawing support from neighbouring parishes, from their 

particular denomination, or from across the denominations.

The underlying reason for the significant number of church building projects was the 

expanding population. Although the Rebellion polarised religious divisions for a time, the 

growing spirit of religious toleration dating back into the eighteenth century' was a factor in 

the number of Catholic building projects. It would be incorrect to attribute developments at 

tins stage to the political campaign for Catholic Emancipation, which would gather pace and 

influence in later years and result in a yet more active phase of Catholic Church building.7* 

Concerts were held to help fund or celebrate the opening of three new Catholic churches in 

Dublm: the Solemn Dedication' of St Michael's and St John's Chapel Lower Exchange Street

, , . r „nrt Concert of Sacred Music' on 21 December 1813; a Grand Sacredwas celebrated with a C.rano cuuw
I C.,„n rhm el in 1814 contributed to the costs of St Michan's in North Concert in Denmark Strtti v • i

. . t rlnritv sermon and concert in St Patrick's Chapel French StreetAnne Street; and in 1812 a cnarny

helped reduce the deb. uf O N  owed to the widow of the builder." Concerts were given to 

fund the refurbishment of existing churches: for the repairs St Michans Chapel Mary s * 4

7, 7 , su). 3 isi I; 3, 1812: 4. St Teresa’s Clarendon Street was begun in 1793 as a
Chron 18U8. l ,  < , e' (he Discalced Carmelite order. After many delays, some due to the

church and monas ery opened in 1810. Later a charity sermon in Clarendon Street
Rebellion, it was constated ^  Schoo, in Clondalkin, Chron 1814: 6.
contributed towarcs d two charity sermons in 1814, by which year they had 430
4 Chron 1813: 4 Ihe> r o chron 1814:2,27.

children enrolled in ' aru . ivvc|ve of the concerts noted in Table 15, p. 224, were for
Five of the charity sern - ^  Peter's Church to rebuild the house of Six Aged

building projects, t con . fa||en down last winter from the inclemency of theClergymen's Widows whic •
weather', is included. C hron 
7ft Noted below p. 331 •
77 Chron 1813: 24, 1814: 25, 1812:17.
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Lane in 1807; to repair and enlarge St James's Chapel James's Street in 1812; and in 1808 and 

again in 1810 for the liquidation of the debt contracted in completely finishing and highly 

ornamenting' St Teresa's Chapel in Clarendon Street.™

The rebuilding of St Andrew's Church Suffolk Street is the only Church of Ireland building 

project noted at this period in the context of musical performances. This Church re-opened 

on 8 March 1807, after a protracted building period of thirteen years, and attracted great 

attention.79 The opening service was announced as a charity sermon for the parish school 

with the Gentlemen of Christ Church Cathedral' providing anthems suitable to the occasion', 

and the Lord Lieutenant and all the great officers of the Crown' attending. A new organ by 

the Dublin builder Woffington with 'sixteen stops, and near one thousand pipes' was 

reported to be one of the finest in the kingdom' and the church the MOST BEAUTIFUL 

PLACE OF WORSHIP, of its SIZE in the EMPIRE’. Many were obliged to stand and the 

collection amounted to nearly £500'.*° The performance was repeated by popular demand 

one week later as a charity sermon event for the Eighteen Widows in the Alms House and an 

extensive poor list'.*1 Later in the same year another charity sermon was given for the poor of 

the parish and marked the Opening of the New Organ' with sacred music composed and 

selected for the purpose by Mr T Cooke'.*2 Jonathan Blewitt played at the Opening of the 

New Organ again built by Woffington, at York Street Church of Ireland church in 1813. ̂

The musical scale of charity sermons and concerts for building projects varied widely. Firstly 

there were the relatively small-scale parish-based charity sermons. Those given in St 

Michan's Church of Ireland church presented an anthem with Spray and Weyman as the 

soloists in 1809, and anthems with Spray and his daughter Julia and the Gentlemen of the 

Choir m 1810.*4 Small vocal ensembles with organ accompaniment may have been sufficient 

for moderate-sized charities relying on support from within the parish. As this type of 

localised performance may not have sought wider attention in the press, there are likely to 

have been more than are currently identified. Charity sermons for big charities were larger in

7Hr,. , ion?, w, 1812- 16 1808: 12, 1810:8, respectively.
C hronM /. , ~ iliw su it the difficulty of raising money, and the war with the
Delays resu I tec ron ‘ tjon 0f Riga oa|c. The rebuilding was designed by architect

French disrupting e i f  j ova| shape, see above p. 95. Chron 1807: 1, details from FJ
Francis Johnson using tlu orig
04 03 1807*.
® FJ 09 03 1807.

Z S r° n ! ^ ;  7 Although the organ appears to have impressed those who heard it earlier,
C hron 1807. 7. 8 incomplete, but perhaps this was a special dedication service,

this event might sugges  ̂  ̂service and demonstrated the capability of the instrument.
■" I his was held before *■ example, the concept of the solo recital wasAlthough it might be seen as a very ^  7 r

established much late r. ^ r o j ien- were from the choir of St Michan's or the Cathedrals. 
*  It is not clear whether the ceniw.
Chron 180*2: 16, 1810: 10.
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scale. These typically involved soloists, chorus and orchestral accompaniment, and were 

often around an hour in duration. The programmes tended to be announced in broad 

outline, typically selected from the works of most often Handel’ or sometimes Handel 

and Haydn. Detailed information is relatively scarce and there were just six examples which 

list individual items from 40 events.85 The charity sermon in Denmark Street Chapel in 

January 1814 with ten items, mostly from Handel s Messiah, one from Israel in Egypt anrl one 

from Haydn s The Creation, was typical.86

Concerts in churches were almost always given on weekdays beginning in the early 

afternoon, usually at lpm, and were usually longer in duration than charity sermons.87 These 

events could be viewed either as expanded versions of the charity sermons or as imitations of 

the oratorio performances. There was precedent for church concerts in Dublin, but they were 

absent in the decade from 1795 to 1804.88 * The day and lpm starting time were for practical 

reasons: the singers from the cathedrals were occupied for most of the day on Sunday and the 

early starting time facilitated their attendance at weekday evensong, later in the afternoon, 

and perhaps commitments along with those of the theatre musicians in the evening. This 

restricted the audience and amateur performers to those who were free from the 

commitments of employment, or who could arrangt leave. Detailed programme 

information is available for five church concerts.90 These were divided into two acts with 

between six and nine items in each. Although shorter than evening concerts, each act 

perhaps contained above 40 minutes of music. The concert given in Clarendon Street Chapel 

in 1808 provides a typical example.91 The majority of items came from Messiah, with one 

from another Handel oratorio, four from Haydn s The Creation, and three items by Boyce.92 

In the review Incledon and Cogan were thanked for performing gratis’ and Jones was 

acknowledged for his polite condescension’, implying that he had given permission for his

*  See Chron 1809: 3, 1813: 4, 8, 1814: 2, 9, 27. 
v’ For details see Chron 1814: 2.

.................V T  ; hlirfhcs See Chron 1807: 4, 5, 15, 16, 1808: 12, 1809: 17, 1810: 8, 1812: 16,1*0 r concerts in churcnes t- j  ■.. i
1C, . .  i , n  2S 33. Of these, six were given on Tuesdays, three on Mondays, two

13:24,181 . , , - V. mi Sundays. Eight of these began at 1 pm.
on \Vednesdays an 1 “  . • h ^ usiCt1l Fund Society using St Mark's Church in 1799. The
"  \\ ith the exception o a | jn 1805 for repairs, and in St Patrick’s Chapel French
concerts in Iownsenc . t t  ^  the reappearance of church concerts, but occurring
Street in 1806 tor bui c ■ b . c'tjon 0 f this thesis they are included here in the main treatment late in the period of the tirst secmj_ ^  ]Q

of church concerts. See C h ^ o n Js ,j,e economic background of the audience may have 
c omJ1,1rod with ev ening / favour of the leisured or professional classes, but this is

changed with the balanc f ioni| musicians may of course have had to re-schedule not possible to quantify. I roitssiu

91 C hron 1808: 12. Oeuuent but not uncommon. He was usually represented bv92 Miitif hv Rovce was the leasi 7
the favouriteduet 'Here shall soft charily repair.
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performers to attend.’ -' It was also reported that the number of tickets received amounted to
. ■ J A nne - if true over £275 could have been received.94about one thousand and twenty-one, u irut, ovc.

The concert given at Denmark Street Chapel on Tuesday 13 September 1814 in aid of the new 

church of St Michan's North Anne Street, is notable for the appearance of Madame Catalani 

and members of the Italian Opera Company.95 Their visit to the Theatre Royal was drawing 

to a close and Catalani offered to relinquish her engagement’ that evening to perform at the 

concert and was hailed in the announcements for showing the greatest liberality and 

condescension .96 The promoters exploited the attraction of the performers and doubled the 

usual admission charge to 10s. It was reported that the performance produced receipts of 

£4b0, implying an audience of 020, but also that Jones had been paid £167 15s to compensate 

for the closure of the theatre and that the profit to the charity was thus reduced to £292 5s.97 

Catalani and perhaps others may have been unwilling to perform twice in one day and 

lones's decision to close may have been the most pragmatic in the circumstances, but the 

arrangement drew considerable criticism. The report recognised that the payment to Jones 

was just and proper', but objected that he and Catalani obtained a high degree of public 

approbation for pecuniary sacrifice, which, at least with respect to one of them, did not exist’ 

but 'which was so pompous announced. It concluded that the Public should be made 

acquainted with all the terms, and not led blindfold to drop into the lap of Madame Catalan, 

or into that of the Patentee more than one-third of the offering intended to be laid at the

shrine of religion'.

On some occasions
local composers provided music composed for the occasion', but

„ ,. hirh detail individual items confirm that the repertoire was generally the programmes wh.cn new...
dr.,vvn Iron, the usual sources.«» This conservative approach, although repel,live, was 

naturally based on the desire to draw public support by presenting favourite repertoire. The 

soloists and principal musicians were invariably from the cathedrals or the Theatre Royal.

F| 20 08 1808* *. , for complimentary tickets or other reductions. Although
** 1276 ,0s ,0d'.'s 11 10,1 „..»imate, the figure is precise and impl ies someone had counted the attendance is given as an • '
rather than guessed the number of t.cket .

*  c hron 'Sl-k 2-s- . stlindard repertoire but was unusual for the inclusion of Latin
• he programme prt.sen ad dexteram Patris' sung bv Chiodi, and a setting of the

church music: a setting ^  ljbj, sung by Catalani.
Ave Regina and *r. * M sub_tj,|ed -from the Monthly Museum’, reprinted or commented
r FJ 26 10 1814 , ,his ";P 'o e n sa tio n  is very close to the income suggested by Walsh and 
onanearlicrart.de. ™ s c o  £  m  Wa,sh. Gpcra 2, p. 13.
commented on above s r  musjc by T Cooke, Logier and Urbani, see Chron 1807: 7,
*M , or performances o s‘ Occasionally instrumental concertos performed by their
1808: 13, 1812. , resl Q̂r example, a violin concerto by T Cooke, Chron 1809: 3 and 1813:
composers were me in <- Chron 1814: 25; a trumpet concerto by H Wiliman, Chron8; a clarinet concerto by T Whin ^  |gM; „
1814: 27; and a piano concerto y b
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Although only n few ore identified, if is clenr that they performed in both Colholic ond 

Protestrnt churches for charities with ond without a denominational base. Some musicians 

made numerous appearances at charity events. In this period, Thomas Cooke was 

announced for twenty-three events, on thirteen of these as d,rector ond eight as leader. He 

and Thomas Phtlipps, an English tenor who joined Jones’s company in December 1800, 

perhaps formal a kind of partnership.» Both were announced as d,rectors on tive occasion, 

md Philipp, on a further five. John Fallon was announced as director on seven occasions 

rnd ,s leader or violinist on four; Spray was announced to sing on nine occasions; and 

VVevm ,n md John Smith on seven each."«' Beyond the occasional use of the stock phrases 

numerous and select or numerous and complete', none of the announcements drew 

attention to the musical forces being unusually large.""

The issue of whether professional musicians were paid to appear at charity events is not 

clear-cut. Amateurs appeared without payment and occasionally it was announced that 

individual professionals or all the performers had kindly offered their assistance'.1̂  It was 

probably the case that there was a balance of paid and un-paid professional musicians, which 

varied depending on the disposition of individual musicians towards the particular cause. 

Although the incident involving |ones and Catalani, outlined above, illustrates the public's 

expectation that nothing should detract from the cause of charity, there was almost certainly 

some level of expense involved on most occasions.

Amateur vocal and instrumental performers were clearly involved in charity sermons and 

church concerts and probably formed a sizeable proportion of the musical forces. There are 

no details of the level of amateur involvement, but an important development in 1814

, i „„don in 1774 and died tragically in 1841 when he slipped trying to
"  Philipps was born u Railway Station in Cheshire for an engagement in Dublin
board a moving train a • Hogan p. 206, Walsh, Opera 2, p. 30 quoting from Ihe
and was crushed urn ^  fjR , engagement in Dublin was in the comic opera
Musical World.04 others, on 18 December 1800. The announcement of this reports
hontajnbleaiL by Slue Covent Garden, although a commentary' later in the same
he was from the hea ri • jg 12 1800. He was based in Dublin until 1818issue reports the Theatre Royal ,Jg21

when he went to Aowrica, b u t ^  _ g gut came to Dublin in his youth to live with
l°bn Smith was nirn 1 vvas a chorister in Dublin. There is a break in the

Spray, his uncle. It st’̂ ms gut |ie wou|d have been fifteen and around the age of losing 
record of choristers a er ^  cj,0 jr 0f gj Patrick's Cathedral in November 1815 with a
his voice. He was appon vQjce the j en0r order', to the half-vicarage' vacated when
very' excellent am 1111lir0| Contre-tenor ■ was appointed to Hooper s post, who had recently 
Jager of the finest c n*s Dimitis' and Deus Misereatur' were already in the repertoire of

to Christ Church Cathedral in 1819. Fj 17 11 1815, Appendix 
3, Hogan, pp. 196 - 198. ^  ]6 )gl3; 4

*or exam pies sec ^  jh e  Irish Musical Fund Society frequently announced that the 
- C hron 1M .: , ' ' . recompense'. This was a condition of membership, but

performers wou i ‘ I I  willing to assist the needy among the profession, non-members were clearly b
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indicates the organisation of the growing number of amateurs into a potential resource. A 

letter to Freeman s lournal. published on 29 June 1814, commended the foundation of the 

Philanthropic Musical Society', around three months earlier.101 It reported that many 

amateurs had long wished to form a society for the purpose of practice in music,... by which 

they might learn to join in large concerts or bands as occasion might require'. It was 

suggested a society be formed which should have for its grand object to perform at Charity 

Sermons gratis". This was agreed and welcomed because the expence attending sacred 

concerts were invariably drawn from the funds of the respective charities . According to the 

report the Society had already attracted nearly 80 members, and so many have been 

proposed that ... it is the contemplation to limit the number'. The Society included some 

very respectable performers ... who comprise an excellent band', and 'some of our most 

distinguished singers’, and had attended at several charity sermons, and given concerts of 

sacred music, which received much applause’. I(M The Society met at 8pm in Stephen s Street 

for rehearsals or private performances, to which their friends were at times invited, and 

admitted some non-performers as honorary members. I he author, a prospective new 

member, extolled the benevolent propensities of the Irish, and particularly the people of 

Dublin and probably exaggerated the membership somewhat. Nevertheless the Society 

seems to have been of significant size and got off to an enthusiastic start. Judging from the 

early Commemoration of Handel performances and others, quite a large number of amateur 

performers were already involved in public concerts by the late eighteenth century. It may 

thus be possible to view the Philanthropic Musical Society as a more radical development 

than it actually was, because it was the first new society of the nineteenth century and its 

aims to facilitate larger-scale public performances and philanthropy neatly contrast with 

those of the eighteenth century, which tended to be focused towards private performance 

and personal recreation.* * * 105 In practice though, it shared many of the traits of earlier societies: 

it held private concerts for the personal enjoyment of its members and the entertainment of 

their friends; admitted professional musicians who probably led many of the instrumental 

departments; and had a social function admitting non-performers as honorary members. 

However, its aim that members might learn to join in large concerts or bands' does signal 

something new. At least part of its purpose was explicitly to encourage those who would not 

otherwise have done so to join in concerts. I his signals a broadening of access to the 

performance of sacred music, which in the longer term would sustain the development of 

choral societies later in the nineteenth century.

,m FJ 29 06 1814*.
,l"  No earlier reference has been found to confirm this activity, but it could have escaped
press attention.
105 Strictly speaking the Irish I larmonic Society founded in 1803 was the first new musical 
society of the nineteenth century but its purpose was primarily social.
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Amateur singers could prepare a relatively small number of choruses reasonably quickly, 

and without necessarily being able to read music, then perform them on a regular basis. 

I raining instrumentalists was a much longer process and those who joined must already 

have had some experience. I he report suggests that the I hilanthropic Musical Society had 

performed at events between its foundation, around late March or early April 1814, and the 

end of lime. Perhaps it took a little time to establish public awareness, but the first time the 

Philanthropic Society was announced was at a Grand C oncert held in Dundrum C hapel on 3 

July 1814. Earlier performances are confirmed by the announcement that this admirable 

association have frequently assisted the views of benevolence by gratuitous aid , but no 

details were given. The Society performed at two events in 1815: at charity sermons in 

Townsend Street Capel on 19 February and in St Paul’s Chapel Arran Quay on 2 April.™ 

Despite their enthusiastic start the Philanthropic Musical Society seems to have been short

lived, although their private meetings probably continued for a time.10* Their intention to 

swell the ranks of public concerts did not come about, or at least not because of this society. 

There were doubtless many reasons why the Society dissolved. Individuals may have 

continued to assist in sacred performances, without being organised as a society committed 

to weekly rehearsals.

A small number of secular concerts were promoted for charitable purposes in this period. 

Aside from the notable promotions by the Irish Harp Society and the Military Musical 

Society, discussed below, there were just three charity concerts of secular music."w The first 

was given in 1809 at the Private Theatre Fishamble Street for the Female Penitent Asylum in 

Bow Street.1" ’ A second in 1809 was given at the Royal Hibernian Theatre for the Debtors' 

Jubilee Fund, and featured a repeat of the Jubilee Ode' composed by Logier for the 

celebrations on 25 October 1809 marking the start of the fiftieth year of the reign of George 

HI. m i jlc third was given in 1811 at the Fishamble Street Theatre for the benefit of the band 

late of the Royal Hibernian Theatre'.112 The Royal Hibernian Theatre was opened on 1 

November 1809 by Henry Erskine Johnston, a Scottish singer and actor, at a cost of £6,000, 

and for a time was a significant rival to the Theatre Royal.1»  By February 1811 Johnston * 110 111 112 * *

Chron 1814: 13. The concert was in aid of liquidating the expenses of building'.
"r FJ 18 02, 29 03,01 04 1815.
"*  A concert on 9 January 1818 for the Philanthropic Society' established for the alleviation 
of all classes of the suffering poor’ was for a separate charity. DJ 05 01, 07 01: FJ 08 01 1818. 
1IW For these Societies see pj">. 266 - 270, 276, 277. 1 erformances of this type were also rare in 
the fieriod 1792 to 1806, with perhaps fewer than four identified. Chron 1793: 1, 1796:6, 7 
1801: 5. Those in 17% may have involved sacred or secular music.
110 Chron 1809: 10. This should not be mistaken for the General Asylum at 13 Bow Street, 
noted above, p. 224, although they may or may not have been connected.
111 Chron 1809: 15.
112 Chron 1811:4.
m Walsh, Opera 2 . pp. 88, 88. A rival mostly in the presentation of drama and ballet The
theatre had been Astley's Theatre Peter Street from 1789.
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seems to have been in financial trouble and had dismissed the band. A report from Zafforini, 

a stage carpenter and scene painter, in October states that he had not been paid for many' 

months and finally, in February 1812, the creditors gathered and the theatre was officially 

closed."4 The performance reveals few details of who the band of this theatre were. A 

number of professors and amateurs assisted the performance, as did the band of the Royal 

Tyrone Regiment, and it may be that the few unfamiliar names which appeared in the 

announcement may have come from these sources.

There are just two examples of sacred concerts being promoted for commercial rather than 

charitable purposes during this period, though both are notable. First, on 10 July 1809 Spray 

promoted a Grand Musical Festival’ at St Patricks Cathedral."s This was of special interest 

as the Duke of Richmond, as Lord Lieutenant and Grand Master of the Order of St Patrick, 

gave permission for the lavish alterations and decorations undertaken for the Installation of 

Knights, on 29 June, to remain in place."6 The Cathedral pews had been removed and 

temporary galleries were built in the nave and choir; the walls and ceiling were new 

coloured’; new drapes were hung; and most remarkably over the galleries adjoining the 

organs other temporary ones have been erected - the organ, containing 1824 pipes, is new 

painted and gilt, and tuned by Hollister . 117 Spray gathered a large ensemble composed of all 

the professional Gentlemen, and several Amateurs of this city’, conducted by Sir John 

Stevenson with T Cooke as leader."8 Stevenson permitted his Te Deum’ composed for the 

Installation to be arranged by Logier for Grand Orchestra, and the rest of the programme 

was selected from the typical sources by Handel and from Haydn’s The Creation. An 

exceptionally long review heaped praise on all aspects of the performance. Secondly, on 23 

December 1809 Jones promoted A Grand Selection of Sacred and Miscellaneous Music’ at the 

Theatre Royal."9 The programme comprised favourite items performed by the theatre 

singers and instrumentalists, with a numerous chorus', from a specially built orchestra’ on 

the stage. The leading performer was the acclaimed singer John Braham, whom Jones had 

engaged to perform for fifteen nights for an extraordinary fee of 2,000 guineas.'7" His first 

engagement in Dublin began on 6 November, and with capacity audiences was extended to a * 118 119

1,4 Walsh. Opera 2, p. 123.
ns Chron 1809: 7. It was also announced as a Grand Oratorio'.
" 6 For details of the Installation ceremony see Chron 1809: 6.
" 7 For further details see DJ 27 06*, 29 06 1809*.
118 Eight adult singers and fourteen instrumentalists were named in the announcement and 
permission was granted for the choristers to sing. Hie involvement of Mr Miller and Mr 
Sullivan playing sackbut and bass horn respectively may be noted as these instruments are 
very rarely mentioned in Dublin at this time.
119 Chron 1809: 18.

These and further details of his visit are taken from aptly titled material, The Great God 
Braham' in Walsh, Opera 2 , pp- 88 - 100. Braham s engagement may in part have been made 
possible because the Drury Lane Theatre had burnt down on 24 February 1809.
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lot.il of 32 performances up to 2 January 1810.121 A review reported that although the 

audience was smaller than usual, on no occasion since his arrival in this citv did Mr 

Braham's powers produce such an astonishing effect', and that notwithstanding inequalities 

among the other performers, and some very perceivable defects in the Orchestra the 

entertainment was highly satisfactory'.122

The scarcity of commercial concerts of sacred music, and the conspicuous absence of anv 

initiative approaching the extent of the 1799 oratorio series, illustrates the effectiveness of 

charity performances in meeting the demand for sacred music in concert life. The increased 

frequency of charity sermons and church concerts was a central characteristic of the revival of 

concert life in the period 1807 to 1814. Such events had the potential to raise significant sums 

for the organisations which promoted them and were an important element in funding social 

provision. The use of church venues broadened public access to concerts and in turn 

improved attendance at established venues. Several of these performances attracted very 

substantial audiences and for an increasing number of amateur musicians they provided a 

means of participating in public concerts. Along with the promotions by the Irish Musical 

Fund Society these events consolidated the tradition of performances of sacred music in 

Dublin.

I?I As with Catalan's visits, Braham's visit dominated public attention and it h
were two charity events no commercial concerts were promoted during his , OUgh ,here
m  A tonger extract of this review praising the quality of Braham’s p erfo rm in g  ^
expressing regret if this were the last specimen ... of his talents for Sacred M,!°
ln Walsh, Opera 2. p. 99, quoting from 7'he Correspnn^ j  23 12 |809 'S lnc,uded
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Signs of expansion

Commercial concerts and the resident profession

If the charity concerts of sacred music discussed in Chapter 9 are set apart, it becomes clear 

that during the period 1807 to 1814 the frequency of concert promotion, as a commercial 

activity, fluctuated considerably. In many years the numbers of benefit concerts promoted b\ 

individual musicians were below the levels noted in 1805, or earlier in 1796 or 1793. Charity 

events in 1807 and those related to the Musical Festival, and again in 1808 along with a series 

promoted by Mr Hill, account for all the performances, except for one benefit concert in each 

year.1 There were six benefit concerts in 1809, but the number reduced to one in 1810 and 

1811, and settled at only five or six from 1812.2 * Musicians were involved in other types of 

promotion: individuals or partnerships ot two or three musicians promoted private or semi- 

private series; some introduced novel forms of presentation, or extended the parameters of 

concert repertoire to other areas of music, and some formed specialist organisations which 

promoted events reflecting their particular interest.'

There continued to be a relatively small number of resident musicians involved in promoting 

concerts, although there was an expansion in some areas of the profession. There were visits 

by high-profile soloists, most notably by Catalani and the musicians who accompanied her to 

the festivals in 1807 and 1814, and by Braham in 1809, although his visit made little 

contribution to concert life.4 These suggest that the damage to Ireland's image abroad had 

passed. Many of the principal performers at the theatre and cathedrals continued to be 

engaged from Britain. Vet while musicians were prepared to take up employment, few 

visited Dublin with the primary purpose of promoting concerts.5 I his cannot be attributed 

entirely to the lingering effects of political turmoil, although for some the relatively recent 

occurrence of Emmet's Rising in 1803 may still have been a disincentive. Social change 

undoubtedly played a part. In the late eighteenth century speculative visits could be 

undertaken in the hope that aristocratic patronage would enable promoters to target an 

affluent and select audience. Although the presence of the Irish aristocratic elite diminished 

in the nineteenth century, its members continued to have an important role as concert 

patrons. At the same time the focus of promoters broadened and success was more

1 Mahon s benefit in 1807 and that of the Young Spaniard' in 1808. Chron 1807: 8, 1808: 1.
2 Of the six benefits in 1814 two resulted from engagements made for the opera season.
■' These areas of innovation will be discussed in Chapter 11 pp. 258 - 284.
4 As noted above he was involved in just one concert. See pp. 233, 234.
s Andrew Ashe was one of the few exceptions, for details see below, pp. 242, 243.
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commonly dependent on the inclusion of the wider public among the audience It would 

take many years to expand the audience to the point where widespread acclaim for 

instrumentalists would elevate their status to that of the highest-profile singers It w is onlv 

when virtuoso instrumentalists reached the star status which had hitherto generally been the 

preserve of singers that visits to Dublin with the primary purpose of concert promotion 

would resume, and the city would fully recover its musical position among British cities 

This was a slow process and it would be some time before an instrumentalist of comparable 

public stature to Catalani would present concerts in Dublin.h

In the intervening period, concert promotion was sustained and developed by members of 

the resident profession. The main institutional centres of the profession, the Theatre Royil 

and cathedrals, employed similar numbers of musicians as before. Although there was some 

increase in the number of churches, the core employment remained relatively static/ As well 

as the musicians who came to Dublin to take up appointments, there were a number who 

became resident as free-lance performers and teachers. Their arrival was a positive 

development and contrasts with the earlier apparent reluctance to visit Dublin. Among the 

musicians who were new or returned to Dublin, a few promoted concerts and had an 

important influence on the revival of concert life. Nevertheless, the main activity of many 

was performing and teaching, and their decision to become resident points to the broader 

increase in musical activity and amateur participation.

The expansion of the resident profession is illustrated by the increase in three groups of 

musicians: the first group (free-lance instrumental musicians) reflects the transit of musicians 

between cities which was commonplace, even in times of reduced concert activity, but their 

relocation to Dublin indicates the growing vitality of concert life; the second group (military 

or ex military musicians) emerges as a particular feature of the revival at this period; and the 

third group (women musicians) forms the first example of a generation of young female 

professional musicians in Dublin.

(i) Bree-lance instrumental musicians

. I „„cirians who became resident in the first group, five made aAmong the instrumental musician

... thi>ir promotion of concerts: Mahon, Bridgetower, Nicholson, notable contribution with f

A „ . . .  .A ,h. ,  m,relv speculative visits by touring virtuoso instrumentalists did not
I » „ Id  be argued ''-* 1' ' of Knlkt.rennor In 1824. For Inter virtuosi see p  330. 

u > ma I na . a , was provided at the Royal Hibernian Theatre which opened
Some .,dd,l,on. Un<ploy.mo ^  bu, is » ems the musicians were released a

Z r  earfler'ind ,‘,T n o t clear how many were Involved on a regular basis. Walsh. 
p. 88. Chron 1811:4

- Chapter 10: Signs of expansion -



237

Madame O Moran and Ashe.» Two were already very familiar: John Mahon and Andrew 

Ashe and Masler Charles Nicholson was , ..directly so through h.s father, Charles. Mahon 

and Nicholson were res,den. for the longest period and made the most significant 

contribution.

Stevenson's subscription series provided the much needed impetus for the dramatic merer 

in activity which heralded the revival of concert life in 1805.y T he expansion of the resid t 

profession corresponded with this upsurge in activity. In this context the return of John 

Mahon after a decade of absence was of symbolic significance. 'Mr Mahon from the King s 

Theatre London' was announced to play a clarinet concerto on IS November 1805 and 

thereafter was announced in six concerts up to June 1806.* 10 * Mahon probably became resident 

in Dublin from this time, although he made frequent visits to England." His first concert 

promotion in this period was on 17 June 1807 and at this time he and his wife had taken i 

house at 2 Eustace Street.12 Spray, VVeyman, Urbani and Mrs Mahon were announced as the 

singers, with Mahon leading and Cogan at the piano. Special attention was drawn to the 

orchestra, which in Martini's overture to Henry IV would contain kettle drums trumpets 

&C.1' The performance featured two young performers. Moran, a former pupil of Cogan 

played the piano in A Lesson’ composed by Mahon and a sonata by Cogan written for the 

occasion.14 Master Power, a singing pupil of Mahon's, made his debut.'5 Mahon's concert 

was the first patronised and attended by the newly appointed Lord Lieutenant w hich lent 

social significance to the occasion, and in their honour he composed, The Duke and Duchess 

of Richmond's Welcome to Ireland', a Grand March' for the Duke and a 'Waltz' for the

,ir..irlv resident continued to promote concerts. Chief among 
• A >'"•>,! » * '  ■', : r r ; r SF 'mtoino“ ,onS by Spray „  d o n  1 8 »  7. 1811: 3, 18.2= 2, 3 ?  
these were Spray nno ‘ , concerts jn 1812 were in association w ith Jager and
6 - 11, 14, 1813: 10, , 8 , 4: ^ rbaHni sj f Chron 1813: 15, 16.
I ogier. For promot.ons by U ^  see above pp. , 53 . , 62.
' For details of Stevenson - ieast fjve of these occasions, and at Spray's concert on 31
10»ie played clarinet concerfoson* ■ 1806: ^ 2 ^  4 Theconcer, jn june
January 1806 also pbyed the v.ol.m ^  ^  be,ow p 238 n. 16.

1806 is identified in VS a s i, -4--^—-' robably the 'Mr Mahon' who performed each year in the
"  Pamela Weston sugges s antj jn every Birmingham Festival from 1778 to 1823'.Three Choirs Festival from \/u-

'Mahon, John, NG. - c married to Margret Percy in Dublin in 1792. Matthews, The12 Matthews reports John was mar.

Musical Mahons, p. **83. see Chron 1807:8. This appears to have been the only
1' For details of the Pr° 8ra"  sfl ¡n since their return to Dublin. See also above, p. 32 n. 30. 
performance Margret a 1 ^  ¡^r p Wyer he appeared at the Theatre Royal on 27 March
14 As a cl''lci prodigy an ! jretj gonata and Madame Krumpholtz’s celebrated Concerto' at
1799; played C ramer s / 7̂99. a nevv concerto by Giordani at his benefit on 3 June
his theatrical benefit  ̂ f j ' conce'r, on 12 June 1800. FJ 30 03, 14 05 1799, 03 06 1800, Chron
1800; and gave his irs fljn until 1807. In 1814 arrangements by P K Moran for piano
1800: 5. I le is not 1 i n |jshed and in 1817 he announced his first appearance in public
of music by T Cooke vverp ^  |he same performer. FJ 28 07 1814. DJ 29 05: FJ 30 05 1817.
in ten years. I his Pr̂ s Power, whose music business was at 4 Westmorland Street. This ir’ Powiblv a son 01 iiiiM** '
appeareto have been his only concert appearance.
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. . a concerts in 1809, 1813 and 1814, and is identified inDuchess. Mahon promoted benefit concerts
, ,rc this period 16 His concert in 1809 featured his niece Eliza Salmon, concerts in most years ol this pernu.

. . . pvoense' 17 This was her second appearance inengaged from England at considerable expense

Dublin and .he preview of .he performance reporled .hat her 'Sweet Bird' is still 
remembered with pleasure." This also marked the concert debu, of Miss Elizabeth Logier."

In 1808 it was announced that 'Mr Bridgetower' would make his first appearance ... in this 

city' at the Commemoration of Handel performance on 13 April, playing a cello concerto'.2" 

He performed in a concert in June 1810, and in February 1812 promoted his Annual Concert 
which for the better accommodation' of the public he intended taking ... this year at the 
Rotunda', which suggests that he may have been expecting a sizeable audience.21 In 1813 he 

held another benefit concert at the Rotunda and the Irish Musical Fund Society applied for 

his assistance at the Commemoration, indicating he was well respected in the profession.22 

He composed and performed unidentified instrumental pieces for the meeting of the 

Beefsteak Club on 22 January 1811.23 A slight uncertainty surrounds the identity of 

Bridgetower. A well known violinist, George Polgreen Bridgetower, arrived in England in 

1789 with his father John Frederick Bridgetower, the Black African page to Prince Nicholas 1 

Esterh.lzv.24 Ile is reported to have studied with Haydn at the Esterhazy Court and attracted 

the patronage of the Prince of Wales, who sent him to study with Barthelemon.25 In 1803 he 

met Beethoven in Vienna, who hastily completed earlier sketches of two movements for 

violin and piano, added a third already composed, and they premiered the assembled sonata 

at the Augarten on 24 May. Beethoven held Bridgetower in high regard but the two 

quarrelled, allegedly over a woman, and he changed the dedication of the sonata prior to

16 For his benefit concerts see C hron 1809. 8, 1813. 22, 1814. 32. For other performances see 
Chron 1809:4, 7, 1812:3, 1813: 11, 12, 13, 1814: 11, 14, 15, 16, 17, 18,30. He tended to appear 
playing violin, often as leader, rather than clarinet. Several long periods without mention 
and various addresses suggest he travelled quite often, although Dublin appears to have been

his base.
17 Chron 1809: 8.
18 From Handel's I .'Allegro. FJ 08 08 1809*. Her earlier performance in June 1806 was 
directed by Mahon and a review at the time reported we do not remember "Sweet Bird 
performed with such great effect'. Noted in Walsh, Opera 2, pp. 33, 34, from SNL 12 06 1806.
19 See below p. 255.
20 Chron 1808: 3. There is no report in TBIMF of Bridgetower having offered to play, from 
which an indication of the time of his arrival in Dublin may have been gained.
21 Chron 1810: 9, 1812:5. Also implying an earlier benefit concert as yet unidentified.

22 C h ro n  1 8 1 3 : 3 ,  T B I M F 0 7 0 3  1 8 1 3 . In  1 8 1 2  h is  a d d re ss  was g iv e n  as 2 4  Dame Street, and in 
1 8 1 3  17 St Andrew’s St reel. There w ere no references to B rid g eto w er after 1 8 1 3 .

21 Fj 28 01 1811.
24 Lindon, PP- 66,67.
25 He performed in Salomon's concerts in London in 1791 and in those of Barthelemon in 
1792 and 1794, and for a time was the leading violinist at the Prince of Wales’s concerts at 
Brighton Pavilion. 'Bridgetower', NGand McVeigh, Concert life, pp. 84, 145.
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publication in 1805 of what would be known as the Kreutzer Sonata'.26 Afterwards 

Bridgetower returned to England and gained the degree of B.Mus. from Cambridge 

University in 1811. The announcement of a cello concerto in the Commemoration concert in 

Dublin in 1808 is almost certainly a mistake. It is more likely that G P Bridgetower played a 

violin concerto, than that a namesake was involved.27 There are too few details of his activity 

to judge his permanence in Dublin and it is quite possible that, with frequent journeys 

between Britain and Ireland, his principal residence may have been elsewhere. Bridgetower 

offered to play at the Commemoration of Handel in Dublin on 14 April 1813, but left soon 

after and played in the final concert of the first Philharmonic Society season in London on 14 

June and became an Associate Member.28 Whatever the duration of his periods in Dublin, the 

presence of an acquaintance of Beethoven is notable. There is no evidence to confirm that he 

brought the music of Beethoven to public attention, but perhaps his personal recollections, 

excluding their spat, influenced private curiosity.

The presence in Dublin of the Nicholson family is confirmed when Master Charles Nicholson, 

only 13 years of age', was announced to play a flute concerto at the end of the opera at the 

Theatre Royal on 22 September 1808.29 This occurred towards the end of a summer season 

which featured a touring company of Italian performers led by Catalani and managed by 

Michael Kelly.30 Neither Nicholson junior nor senior were among the 36 members of the 

Theatre orchestra identified in one of the reviews.31 This rare and useful confirmation of the 

full, or slightly reinforced, orchestra, was eight players larger than in 1798, mainly because of 

a fuller brass department and four additional violinists.32 The wind section was re-arranged 

to include the oboist Guglielmo Catalani, Angelica's second brother, with B Cooke moving to 

the flute, so there may not have been an opportunity for the Nicholsons to be involved. On

26 The original dedication was Sonata mulattica. Composta per il Mulatto Brischdauer gran 
pazzo e compositore mulattico' (Mulatick Sonata. Composed for the mulatto Brischdauer, 
great lunatic and mulatick composer). Landon acknowledges, that dreadful punning 
humour that the composer adopted in his unbuttoned' moods'. Landon, Haydn in England, 
p. 66.
27 None of the other references to Bridgetower in Dublin confirm his forename or instrument.
28 For details of its foundation and Bridgetower s involvement see Ehrlich, First Philharmonie
pp. 2 - 9.
29 FJ 19 09, 20 09, 21 09 1808. Nicholson seniors most recent engagement in Dublin was for 
the subscription series in 1805, after which he returned to England. See above pp. 154 - 162.
30 Kelly ran three summer tours: in 1807,1808 and 1811. There were fifteen Dublin 
performances in 1808 from 20 August to 22 September and on 15 October, after four in Cork 
and three in Limerick. For details see Walsh, Opera 2, pp. 63 - 80.
31 They were: leader T Cooke; principal second violin Spagnoletti; piano Mortellnri, first 
violin Barret, Cloken, Cubitt, Barton, Glover, Crozier, Wilson; second violin Fallon, E Cooke, 
Aubry, Gain, Mclish; viola Bowden, Thompson; violoncello R Cooke, Kelly, Robinson; 
hautboy Catalani, Metheringham; flute D Bourke, B Cooke; clarionet Sippee, Burgess; 
bassoon Bond, Atter; horn Alley, Mulligan; trumpet Walker, Davis; double bass Grey, Smith; 
trombone Meglier; double drums Llenley. FJ 30 08 1808.
32 For details of what may have been typical in 1798 see above, pp. 120 - 124.
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13 May 1809, Charles Nicholson junior held a benefit concert at the Rotunda 13 |n q1e 

announcement, Nicholson senior apologised for not performing a concerto as he had been 

under a severe sickness, for nearly five months' and had entirely depended on the exertions 

of his son, who is not yet 14 years of age'.14 One of his daughters, 'Mrs Willman, late Miss 

Nicholson, from Liverpool, Edinburgh and Bath Concert, late pupil of Rauzzini' made her 

first appearance in Dublin, and her husband Thomas Willman played the clarinet and sing 

with Wcyman and Philipps in a trio and glee. John Mahon led and Mrs Cooke provided the 

female vocal solos. Details of the orchestral sections imply a band of twenty-six, and with the 

singers brought professional involvement to thirty.15 The final total was higher with the 

addition of several amateurs'. It was intended to motivate attendance by detailing the extent 

of musical resources, so perhaps these were somewhat larger than usual, but thev may not 

have been far removed from the typical scale of performance organised for the benefit of 

leading resident musicians. John Fallon named an ensemble of twenty-four instrumental and 

four vocal performers for his benefit concert at the Rotunda on 30 October 1809 16 At his 

concert in 1814 he named an ensemble of similar proportions: an orchestra of twenty-four i 

piano soloist and six vocal soloists.17 18 These are the only performances during the period 1807 

to 1814 which provided a detailed account of the musicians involved. It is difficult to confirm 

or quantify a general trend from such infrequent indications, but there seems to have been i 

moderate increase in orchestra size from what may have been typical in the 1790s

A few weeks after the benefit concert, Nicholson senior announced that he continues to 

teach' and that his son also attends pupils'.38 He offered to advise on the purchase of flutes at 

the music shops, to exchange, repair and to tune flutes 'adding his newly invented springs. 

The developments he made to the instrument, enlarging the finger-holes and embouchure, 

passed on to his son, but while he continued to teach it seems that, perhaps as the result of his 

earlier illness, his days as a soloist were over and he was not identified in concerts after his 

return to Dublin.-19 Charles Nicholson junior became one of the leading flautists in Dublin.

34 ThiTnanrows^Charles Nicholson’s birth to between May and September 1795. 
vs The orchestra was given as: '10 violins, 4 basses [cellos|, 2 tenor |violas|, flutes, horns, 
clarionets double basses, (presumably two each of these), piano forte and drums'. 
v  Chron 1809- 14 His orchestra consisted of: seven first violins, four second violins, two
violas two cellos! two double basses, bassoon, clarinet, flute and double drums. Names of
the first clarinet and first flute are given, implying a second of each. Further solo horn, piano
and trumpet players are named in the programme, and probably played in the orchestra.
17 Chron 1814: 29 The orchestra consisted of: nine violins, two violas, two cellos, two double 
basses, flute, oboe, clarinet, trumpet, bassoon, two horns, piano and double drums.
18Their address was given as 4 Fade Street, George Street and Mr Nicholson's terms as one 
guinea per month and one guinea entrance'. His son's were the same but with half a guinea 
entrance'. Nicholson senior announced the intended publication of a collection of favourite 
airs with variations and Scotch and Irish Melodies with all the necessary embellishments' for 
flute and piano. FJ 29 06, 30 06, 01 07, 03 07 1809.
39 Details of his adaptation of flute design from Nicholson, Charles', NG.
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l |e appeared in another three concerts in 1809, one in 1810 and two in 1811.« In this last year 

he promoted a Concert and Ball', at the Rotunda on 7 May, following the recent death of his 

father.-" The announcement contained an impassioned appeal, commending Charles as the 

only supporter of his mother and sister who have been left... in circumstances of painful and 

afflicting embarrassment'. It was reported that the great merits' of his father still live in the 

recollection of those who were delighted with his exquisite performance', but that the onlv 

bequest he has been able to make, after a long life of labour, had been an unimpeached 

character and a son, whose musical genius, promises to rival his father s'. It would appear 

that four members of the Nicholson family arrived in Dublin in 1808: Charles senior, his wife, 

son and one of three daughters.42 After his father's death Charles left to pursue his career in 

England. He held most of the principal positions in London at various times and was 

appointed professor of flute when the Royal Academy of Music opened in 1822.44

In December 1812 it was reported that Madame O'Moran had arrived and impressed with 

the most approved specimens of her vocal talents, by singing several ballads of her own 

composition, and a fine Italian bravura, the production of her original abilities, which 

exhibited at once her skill as a performer and Musical Composer'.44 It was hoped that the 

success she will merit here, as a private Instructress, may induce her to fix her residence in 

this city'- In April 1813 she made her first appearance in concerts at the Commemoration of 

Handel and on 12 May promoted her own concert at the Rotunda.45 She announced the 

patronage of the Duke of Leinster &c’, but no other details of the performance. This suggests 

she became known in social circles quite quickly and may have established a teaching 

practice which she believed she could rely on for support. She was announced in two other 

concerts in 1813 and three in 1814: on one occasion singing one of her songs and on another 

accompanying herself at the piano in Paisiellos Nel cor piu non mi sento'.4h She made 

occasional appearances at the Theatre Royal in 1813, and in 1816 appeared in two private 

series promoted by Mr and Mrs Willis and Miss Cheese.4/ After this she may have confined 

herself to private concerts, perhaps deliberately maintaining an air of exclusivity which

40 1 or\o. 7 m n  1811-4,8. On 20 February 1810 he played a concerto at the Royal
I t <r hron a repeat of Logier's The Battle of Trafalgar'. The event, a benefit for
r wT|n,i,n - Huded i  ballet' and musical drama', and given its dramatic content is not TW i man, included a Dauei u. c n o m is m
included in ihe chronology. For detn.ls see FJ 20 02 1810.

«  Two other daughters were already married lo T Willman and Logier.
43 'Nicholson Charles', NG. Given their family connections, it is possible that his mother and
sister remained in Dublin. . . .  __ _
44 FJ 09 12 1812. She was unrelated to I K Moran noted above p. 237 n. 14.
45 Chron 1813:5,7. . . . . .
46 Chron 1813: 9, 10, 1814: 10, 11, 12. On the last occasion, her benefit concert and ball, her 
address was given as 43 Great G e o r g e 's  Street North.
47 Walsh. Opera 2, p. 128. The two Willis and Cheese series amounted to twelve concerts at 7
Westmorland Street between 18 January and 18 May 1816. The final two concerts were for 
O'Moran's benefit.
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helped attract pupils among the social elite. She was not identified again in public events 

until her benefit concert in April 1820.48

Finally in this group may be noted the return of one of the most distinguished Irish musicians 

of the period, the flautist Andrew Ashe. Since his last appearance in 1797, he had succeeded 

Monzani at the King's Theatre London around 1800, and become director of the Bath concerts 

in 1810 on the death of Rauzzini, whose pupil, Miss Comer, he married in 1799.49 On 16 

September i« n  Freeman's lournal reported that Ashe passed through this City yesterday, on 

his way to the Liverpool Musical Festival' and intended to return ... with Mrs Ashe, and give 

a Grand Concert, at the Rotunda about the middle of October’.* 80 On 8 October 1813 

announcements began to advertise a performance and confirm that Ashe, his wife and 

probably two daughters had arrived and taken an address at 13 Westmorland Street.8' The 

prior engagements of Mr and Mrs Ashe at the Hanover Square, Opera and Bath Concerts' 

and the first appearance of Mrs Ashe in Dublin' drew attention to the concert on Tuesday 26 

October, announced initially at the Rotunda.82 With just over a week to go, the venue was 

changed to the Theatre Royal for the general accommodation of the public', but this may also 

have facilitated Ashe who engaged the theatre orchestra. The vocal soloists comprised some 

of the theatre principals, with both Mrs Cooke and T Cooke singing, and with Spray and 

Weyman from the cathedrals.-83 At first it was announced that Miss H Ashe would play a 

piano concerto, but when the programme details were published this had been withdrawn. 

The concert appears to have been well received, as another, this time for the benefit of Mrs 

Ashe, was announced at the Theatre on Friday 29 October.84 * * A new programme was 

advertised and this time Miss H Ashe made her Dublin debut with a piano concerto by 

Dussek 88 A smaller group of singers was involved: 1 Cooke, Mrs (. ooke, Mrs Ashe and a

48 FJ 28 04 1820.
49 'Ashe', NC.
80 It is unclear why he was in Ireland. He may have had as yet unidentified engagements, or 
family matters to attend to in Lisburn. There is no record of him having played in Belfast 
between 1790 and 1815. For his performance there see Johnston, pp. 228 - 230, 304, 305.
81 FJ 08 10 1813 onwards. The Misses Ashe', as they were commonly referred to, were 
distinguished only as Miss Ashe’ and Miss FI Ashe'. The convention was that only the eldest 
daughter was referred to as Miss' and that references to other daughters included an initial.
It can be confirmed from an announcement in 1815 that Miss Ashe’ was older than Miss H 
Ashe'. FJ 08 11 1815.
82 Chron 1813: 17.
53 T Cooke had recently made his operatic debut at the Lyceum Theatre London in the tenor 
role of Seraskier in The Siege of Belgrade, which he gave in Dublin in 1811. He had sung in 
opera from as early as 1804 in Kilkenny. Before 1813 his concert appearances had almost 
invariably been solely as a violinist, but occasionally he displayed considerable versatility. 
After 1813 he appeared in concerts more regularly as a singer. He was given a five-year 
contract at the Lyceum in August 1815. Walsh, Opera 2. p. 126, Chron 1807: 13, FJ 02 08, 24 
10, 28 11 1814; 26 08 1815.
84 Chron 1813: 18.
88 The new programme might suggest it had always been intended to give two concerts and
perhaps Miss H’ had decided to avail of the extra few days preparation.
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1 .a d y *  At each of the concerts the entertainment concluded with the theatre company in a 

favourite farce d7 On 3 December 1813, at the first of a series of private concerts, Miss Cheese 

sang a ballad My Henry is gone' which had been composed for and dedicated to Mrs Ashe 

bv Stevenson.58 * * 61 This compliment reflects the composer's, and perhaps the public's, approval 

of her visit. Ashe and his family left Dublin soon after their concerts at the Theatre, but 

returned a few years later. They arrived around the middle of October 1815 and gave two 

concerts at the Rotunda on 7 and 14 November.5’  The short visits by Ashe, primarily to 

promote concerts, to some extent pre-empt later visits by touring instrumentalists. However 

they were not entirely equivalent, as he had long established links with the local profession 

and as a distinguished Irish performer could rely on a certain degree of public support.

(ii) Military and ex-military musicians

A second group of recently resident military and ex-military musicians had a distinctive 

influence on particular aspects of concert life. Among the community of military musicians 

stationed in Dublin, two names were prominent in illustrating the overlap between military 

musical life and concert life. Johann Bernhard Logier and members of the Willman family 

were first involved in public concerts as performers, but later promoted their own events 

bringing military music and military musicians to prominence. Logier in particular was 

responsible for introducing large-scale performances of a military nature and involving large 

numbers of military musicians. His lead was taken up by the Willmans and later by John 

Mahon. Their innovations will be considered in Chapter 11, but as Logier and Thomas and 

Henry Willman became significant figures in concert life in Dublin and beyond, some details 

of the circumstances of their arrival and performances are given here.8"

The nature and activity of military bands in Ireland has attracted little attention and is 

considered in the present thesis only in as far as they influenced concert life.6' Details are not 

yet clear as to the location or personnel of military bands and biographical sources give

58 An announcement some weeks later reported, A Lady from London, a Professor of 
Musick, who devotes her Mornings to the Instruction of a limited Number of Young Ladies, 
can add a few to her Number. Please to enquire at the Printers'. Perhaps this was the Lady' 
who sang Handel's Let the bright Seraphim' at the second concert. FJ 06 11 1813.
57 Comment on this type of presentation is made below, pp. 282, 283.
^Chron 1813: 20. The concert announcement reported Stevenson's ballad was now 
published by Colliding and Co at 7 Westmorland Street, price 2s 2d.
r,t) Both daughters appeared in these concerts, Miss H Ashe playing the piano, and Miss Ashe 
the harp and flute, but neither sang at this time: they left this entirely to their mother. After a 
lengthy period of absence the family became resident in Dublin permanently from 1822.
Their arrival, initially with one of possibly four daughters, is reported in FJ 30 11 1822.
80 See below, Areas of innovation’, pp. 273 - 278.
61 Some general comments on the existence of military bands are made in Blackstock, An 
Ascendancy Army, but a detailed study remains to be undertaken.
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conflicting details for Logier and some members of the Willman family.62 However, some 

general comments on the nature of military bands may be made. The instrumentation of 

military ensembles was likely to have reflected the requirements of both outdoor and indoor 

performances. While outdoor duties self-evidently suggest the use of brass or wind 

instruments, often with drums, indoor duties, providing music for balls, assemblies or other 

entertainments, almost certainly involved the use of stringed instruments. In the latter 

setting a military band may have comprised a small string ensemble, perhaps with one or 

more wind or reed instruments, or even a piano, and may have resembled the quadrille 

bands typical of commercial balls. 'Colonel Leith's Musicians', noted above, comprised at 

least a string quartet and one bassoon player.63 These requirements may have favoured the 

engagements of musicians who could offer more than one instrument, and as a result, 

military bands were likely to have been quite flexible ensembles.

Jh e  build-up of British and Irish military forces in existing and newly-formed regiments, and 

the associated formation of bands, developed as a consequence of events leading towards 

and following the 1798 Rebellion. This process accelerated with the establishment of the 

yeomanry from September 1796 to increase the militia regiments.64 John James Hamilton, 

Ninth Earl and First Marquis of Abercorn, had an important role in engaging military 

musicians. He owned vast areas of land in Ulster, from which he derived significant political 

influence, and raised the Tyrone Militia, a legion of the yeomanry, which by 1803 numbered 

some 1,200 men.65 Most sources report that John Willman was engaged as bandmaster of the 

Tyrone Militia and that he held this position when Logier was employed; however, a variety 

of years have been suggested for this.66 It would appear that they could not have been 

employed in the band of the Tyrone Militia before 1796, but they may have been engaged 

earlier, possibly but not necessarily in London, to come to Ireland under different 

circumstances. Many scenarios are possible: they may have arrived with a regiment, or 

separate regiments, from mainland Britain, and positions with Irish regiments were already

62 Two of the earliest sources of biographical information about Logier appear in Sainsbury 
'Logier', and Ftftis, 'Logier'; these appear to be inaccurate in a number of details.
63 Their performances in 1795 and 1796 are referred to above, see pp. 48, 124 n. 164, and 
Chron 1795:5, 1796: 1.
64 For a summary of the political circumstances see above pp. 15-18  and for a detailed 
treatment see Blackstock, An Ascendancy Army, pp. 40-71.
65 Hamilton (1756 - 1818) was created Marquis in 1790. In addition to his Baronscourt estate 
he owned a further 26,000 acres (Irish) in Tyrone and 10,000 in Donegal. He controlled six 
seats in the Irish Parliament and had held ambitions to be Lord Lieutenant. Yeomanry 
infantry corps averaged 100 men and cavalry about 50. Three or more corps formed a 
battalion and greater numbers a legion. 'Hamilton', Burke's Peerage: Blackstock, An 
Ascendancy Army, pp. 98, 175, 216 - 218.
66 Of two early accounts, Sainsbury reports Logier's birth (incorrectly) in 1780 and that he met 
Willman and married his daughter being then only in his sixteenth year', implying 1795 or 
1796; F£tis reports 1805. Sainsbury, 'Logier', Fetis, 'Logier’. More recently, Hogan, p. 195, 
reports c. 1790; in or before 1796 is implied in Grove 4; and 1794 is given in ’Logier’, NG.
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available. In August 1793 the Waterford Regiment of Militia' advertised employment for 

two good Clarionet Players, two good French Horns, and one Bassoon'.67 68 69 I he positions for 

clarinet and bassoon players might have suited Willman and Logier, but there is no 

confirmation of their engagement and they could even have arrived as civilian free-lance 

musicians, although this is perhaps less likely. It is clear, however, that the demand for 

military musicians increased in the years leading into and following the establishment of the 

yeomanry.

John Willman was a German bandsman who arrived in Britain, probably in the second half of 

the eighteenth century, and gained employment with various regiments in England and 

Ireland.66 It seems that he became bandmaster of the Tyrone Militia, probably during the 

initial period of its foundation, and is likely to have been stationed with the regiment in 

county Tyrone before the Rebellion. After the Rebellion it was some of Willman's children 

who were first identified in concerts in Dublin. Over time, six of his children would appear 

to have been musicians: Thomas Lindsay, Henry, Mr S', Master J', Elizabeth and another 

daughter. Thomas and Henry, the two most notable, were military bandsmen and two of his 

daughters are known primarily through their marriages. Elizabeth married Logier in 17% 

and a second daughter, presumably younger, married Charles Nicholson between 1811 and 

1817.6y Elizabeth was probably involved in music, given her background and Logier's 

extensive musical interests, but curiously no evidence has been found to confirm this.70 

Charles Nicholson returned to England in 1811 aged sixteen, and on his return in 1817 Mrs 

Nicholson made her first appearance in concerts in Dublin playing the harp and piano.71

Thomas Willman is the best known musician of the family. He was born in 1784, probably in 

London, and trained in the East India Company's volunteer band.72 73 He was a clarinettist and 

the first of the family to be identified performing in Dublin when, on 26 March 1801, he 

played a concerto at the Theatre Royal.'1 After this he was identified in the orchestra of the 

Commemoration of Handel concerts and at the 3 heatre Royal playing concertos between the

67 DJ 01 08, 03 08 1793. Military employment held by S Holden is noted above, p. 213 n. 14. 
Later in September 1796 it was announced a Master of a Band’ was ’Wanted fora Militia 
Regiment’. DJ 15 09 1796.
68 'Willman, Thomas', NG. Possibly among the musicians who arrived in the wake of the 
Seven Years' War. Noted also above, p. 28.
69 'Logier', Grove 4.
70 Elizabeth died relatively young and Logier married Miss Henrietta Maguire, to whom 
some of his children were born. Elizabeth's dates and that of his second marriage remain 
unclear. I am grateful for this information to Dr Nuala McAllister of the University of Ulster 
who is currently researching the Logier family in Ireland and abroad.
71 They held a benefit concert at the Rotunda on 24 September and performed at a hotel, 
Seapoint House Blackrock, on 27 September 1817. DJ 20 09, 23 09, 25 09, 27 09: FJ 11 09 1817.
72 'Willman, Thomas', NG.
73 FJ 19 03 1801.
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dramatic presentations, on nine occasions up to June 1805." There seems to have been a 

break in his appearances in Dublin until 13 May 1809, when he appeared at Master Charles 

Nicholson's benefit with Mrs Willman, late Miss Nicholson from Liverpool, Edinburgh and 

Bath Concerts’.7* Military duties or other engagements may have required periods of absence 

from Dublin, but part of this longer period may have been spent in England, where it seems 

he met and married Miss Nicholson.7* Henry Willman was identified in events a short time 

after Thomas, and his performances followed a similar pattern. He first appeared playing the 

trumpet in the Commemoration concert in April 1802 and in each of these up to 1806, and 

played concertos between the dramatic presentations at the Theatre Royal. He was identified 

in thirteen events up to April 1806, and again there seems to have been a break in his 

appearances until July 1809.”

Thomas and Henry Willman appeared as soloists at the Theatre Royal from 1802 and 1803 

respectively, earlier than has been suggested, although it is not certain that they were 

employed there on a full-time basis.7« Military tours may have taken them away from 

Dublin, and even if they served in the permanent garrison, there may not have been a 

continual requirement for trumpet and clarinet in the theatre orchestra. On some occasions 

other performers provided these parts. Thomas and Henry Willman's appearances were 

generally as soloists in benefit performances, which they may have been specially engaged 

for, but on the other hand, performances were announced for their benefit too, which perhaps 

resulted from regular employment. The first of these on 18 May 1804, under the Patronage 

of the Lawyers Corps', was given for the benefit of 'Mr Willman Master of their Band'.74 75 76 77 78 79 

During this performance Thomas played a clarinet concerto on the air My lodging is on the 

cold ground' and The Lawyer's Quick March' composed by Thomas Cooke, Henry played a 

trumpet concerto also composed by Cooke, and Master J Willman' made his public debut 

with a 'Concerto for German Flute’. The Lawyers Corps was a division of the Dublin

74 For his involvement with the Irish Musical Fund Society seeChron 1801: 3, 1802: 2, 1803: 1, 
1804: 1. Willman played concertos during the theatrical entertainment on 24 April 1802, 18 
May 1804, 9 February, 4 April and 27 June 1805. See, DJ 22 04 1802; 12 05 1804; 07 02, 30 03, 27 
06 1805.
75 Chron 1809: 4. Noted above, p. 240.
76 The double connection between Thomas Willman and Charles Nicholson junior may be 
noted: they each married the other s sister. As noted above the Nicholson family were absent 
from Dublin from 1805 to 1808, see pp. 239 n. 29, 240.
77 For his involvement in Commemoration events see Chron 1802: 2, 1803: 1, 1804:1, 1805: 15, 
1806: 4. He played in the Nelson monument concert (Chron 1806: 1) and at a concert for St 
George's Hospital (Chron 1805: 20). His Theatre performances were on 15 April 1803, 18 May 
1804, 9 February, 19 March, 27 June 1805. DJ 14 04 1803; 12 05 1804; 07 02, 19 03, 27 06 1805. '
78 Grove 4 suggests John and Thomas were in Ireland from 1804 to 1818 which should be 
revised, but the report that Thomas played in the theatre orchestra from 1805 may also be 
questioned. 'Willman', Grove 4 and NG.
79 DJ 12 05 1804. The comedy The Deserted Daughter and the musical farce The Farmer 
provided the dramatic entertainment.
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yeomanry and their band appeared on stage playing the Grand Military Piece, The Battle of 

Egypt’-80 There was no indication of which 'Mr Willman’ was the bandmaster, but his 

address was given as 2 Dame Street for ticket distribution. The most likely scenario is that it 

was the father, John Willman, who had long experience as a bandmaster. Although a year 

had elapsed, at a benefit performance at the Theatre Royal on 27 May 1805, for 'Messrs T H & 

| Willman', an address was given for Thomas at 23 Henry Street and for Henry at 4 Johnson s 

Place.81 As usual Thomas and Henry played clarinet and trumpet concertos, but with Air J 

they played a Trio on 3 Clarionets'. A few months earlier Mr T & Mr J Willman had played 

a clarinet duet for the first time'.82 * It seems that the clarinettist Mr J Willman', was John 

Willman and that he was the Mr Willman' given earlier at 2 Dame Street and was Master of 

the Lawyers Corps Band. Again the Lawyers Corp were patrons at the Willmans' benefit in 

1805 and the band played during the event.*1

After their lengthy period of absence Thomas and Henry Willman were identified in concerts 

in Dublin from 1809, and finally their regiment was confirmed. Nicholson's benefit on 13 

May 1809 announced Mr T Willman of the Royal Tyrone' and a review of Spray's Grand 

Musical Festival' at St Patrick's Cathedral on 10 July praised Mr H Willman of the Tyrone 

R egim ent'.84 Whereas their earlier concert appearances had been confined to the 

Commemoration performances, both musicians now made more frequent appearances in a 

wider range of concerts. In the announcement of the opening of Theatre Royal for the new 

season on 6 November 1809, Jones reported that the band ... has been considerably 

strengthened by the accession, among others of Mr Weidner Principal Flute, Mr Weydersted 

Principal Clarionet, and Mr H Willman Principal Trumpet'.85 From 1810 many of Henry 

Will man's solo appearances involved playing the recently developed keyed bugle. On 24 

May 1810 he accompanied Mrs Cooke in a Hunting Song' on the bugle horn at the Theatre 

Royal.86 Later, on 5 June, at his own benefit performance he played a Concerto on the Patent

811 See above pp. 17, 49. Blackstock reports that in Dublin the duty areas were city districts, 
protected by corps raised from the occupational or professional grouping whose business 
centred in that district. Thus, in Dublin the Revenue Corps protected the area around the 
Customs House, the Lawyers around the Four Courts while the Bank of Ireland Yeomanry 
guarded College Green'. Blackstock, An Ascendancy Army, p. 99.
81 DJ 27 06 1805. The comedy A Trip to Scarborough and the farce The Lvar were included.
82 DJ 26, 03, 28 03 1805. At a benefit for Mr Adams, Treasurer of the Theatre Royal on 4 April 
1805.
85 They played the 'Grand Overture' to Martini's Henry 4th. Master J Willman could have 
been involved but he was probably too young to have his own address and was almost 
certainly too young to be a bandmaster. He is identified in later performances playing the 
flute, flageolet and cello.
84 Chron 1809:4,7.
85 In January 1810 Johann Carl Weidner advertised he had previously been in London and 
offered flute or violin tuition with an address at 44 College Green. He continued in the 
theatre orchestra and in that of Hawkins Street from 1821 and frequently appeared in 
concerts. This reference was the only one to Mr Weydersted.
86 FJ 12 05, 23 05 1810. In a benefit for her husband Thomas Cooke.
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Kent Bugle Horn and several other Airs ... accompanied by seven other performers of the 

Tyrone Band, on the same instruments'.87 The instrument had been developed in Dublin by 

Joseph Halliday, the bandmaster of the Cavan Militia.88 He added five keys to the common 

military bugle and obtained a patent dated 5 May 1810.89 The instrument was named in 

honour of the Duke of Kent, who was reported to have heard Halliday perform in Dublin md 

encouraged its use in British regimental bands.911 By 1815 it was common in British bands 

and quickly spread throughout Europe and America.91 Henry Willman appears to have been 

the first to use this instrument in public entertainments and was its leading exponent m 

Dublin.92 There were numerous compliments in the press to his playing and Michael Kelly 

reports he was the finest trumpet player I ever heard in any country and that his execution 
... almost baffled belief.91

Thomas Willman seems not to have been engaged in the orchestra of the Theatre Royal at the 

start of the season in 1809. On 20 February 1810 he had a benefit performance at the Royal 

Hibernian Theatre Peter Street, and played there again on 26 February, so it may be that he 

was employed there.94 He had a benefit performance at the Theatre Royal Crow Street on 30 

May 1811, and assisted at Henry's on 14 June, suggesting both were employed here at this 

time. Thomas and Henry played in the Musical Festival in 1814 and their engagement at the 

Theatre Royal is confirmed at the beginning of the season in November 1814.98 'Master |

‘C FJ 02 06, 04 06 1810. T Willman played a clarinet concerto and H Willman
concerto at this event. Henry's address is now given as 17 Fade Street * ° rumf’ef
NS For details see Keyed bugle’, NC Instruments.
89 Patent number 3334. Halliday sold the patent to Matthew Pace for £50 soo ft.
granted. Sachs reports that the instrument was capable of a twentv-five-n o " l ° r Was
Sachs, The History_of MRsicaLJflstiHments, p. 423. Later the number of km f  chroma,lc sca,e- 
seven. ys was '«creased to

Mo record of this performance has been found during the current research b 
have been in a private or military performance. This report is contained in k > J  u " ’Jy 
but is revised bv the same author in Keyed bugle', NG Instruments. Here n  w ^  bug e ' NG
from the dedication of Logier s Introduction to the Art of Pl.ivit.rTTk., , , ....., uc18eor> infers
(Dublin, 1813) to the Duke of Kent, that it is probable that LoguJrTn^^
horn' commercially successful by stamping Royal Kent Bugle' on instrui - *day S bu8 ,e
Halliday, as a nationalistic Irishman, was unlikely to have done)’ Th Uments
June 18*10 and Logier began manufacturing military instruments in lRi T ”’0 'v,1sl ln use by 5
before announcing Royal Kent Bugles’ in July 1814. See below p 252 ° ,ber terms
91 By the 1840s most bands were using valved instruments, but th k > .'!h . *19
being used alongside these as late as the mid-1860s. Keyed bugle’ N r Ugl° vvas 5,1,1
92 At his benefit at theTheatre Royal on 14 June 1811, his Irish Medl r  
Improved Patent Kent Bugle Horn' may have introduced the sev > l \  ̂ ‘,,ncerl°  on
06, 14 06 1811. For later benefits at the Theatre see, FJ 30 06 1813- 22 nl^si i ns,rument- FJ 11 
concerto performed in 1801 was presumably on the common mi lit , , ' A bu8 ,e horn
91 Kelly. Reminiscences, p. 306. Recalling Willman's playing d u r in g  Ug See F -4S- 
Ireland in 1808. P X 8 Unng ,heir °Pera »««r in

FJ 20 02: DJ 24 02 1810. He and Charles Nicholson played conre t 
Brian Boroihme (Hridn Boru| was performed. r OS/ anc  ̂ musical drama
98 FJ 24 10 1814. This commentary suspected Jones was neglecting rl
Cooke nor Barton was engaged, but remarked that there are some C °^C”es,ra l1s nei,bt-‘r T

?rs
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Willman', who made his debut as a flautist in 1804, appeared in a concert at the Private 

Theatre Fishamble Street on 25 September 1809, now as M r J', playing a concerto for two 

flutes with Charles Nicholson and a novelty 'duet for two flageolets' which he performed 

alone.1*  Possibly the same j Willman' appeared as a cellist at Fallon's concert on 30 October 

1809, but a singer identified in two concerts only as M r Willman' may have been any male 

member of the family.* 97 The last of the family to be identified during this period was M r S 

Willman', a clarinettist who appeared at the concert in Fishamble Street Theatre on 21 

February 1811, given for the recently redundant orchestra of the Royal Hibernian Theatre.98 99 | 

Willman', either father or son, played on this occasion, as did the Royal Tyrone Band and 

members of the Garrison .

Thomas and Henry Willman were clearly among the best military musicians in Dublin and 

made an important contribution to concerts. Henry remained in Dublin but Thomas was not 

identified after 1814. In 1816 Thomas arrived in England where he achieved considerable 

success. He became bandmaster of the Coldstream Guards and retained this post until 1825, 

was a member and very frequent soloist with the Philharmonic Society from 1817 to 1839, one 

year before his death, was in constant demand to play in festivals across Britain, and in 1838 

gave the first performance in England of Mozart's Clarinet Concerto. "  A quite detailed 

picture emerges from 1809 of the careers of Thomas and Henry Willman, some aspects of 

which are perhaps surprising. At this time, when they are confirmed to have been members 

of the Royal Tyrone Militia Band, they were not billeted with their regiment but held various 

private addresses in Dublin. At the same time they held appointments in the Dublin theatre 

orchestra, and certainly in Flenry's case, from his involvement with the Irish Musical Fund 

Society and Kelly's touring opera in 1808, were able to undertake other engagements. There 

may well have been some juggling' of dates, perhaps eased by the provision of deputies in 

the theatre, but it was clearly possible to combine the duties of a military musician with a 

career as a public performer. There seems to have been a significant free-lance element in the 

careers of Thomas and Henry Willman, and perhaps because of their unusual ability they 

were able to exploit this more than most military musicians.

Sources of biographical information for Logier are more numerous than for the Willmans, 

although accounts differ. Logier was born in Kassel in Germany on 9 February’ 1777 and

the Willman’s, one of whom is a most excellent clarionet and the other the best bugle and 
trumpet we ever heard; besides some good violins'.
% Chron 1809: 10. Noted above p. 208 n. 31.
97 Chron 1809: 14. For the singer see Chron 1809:10, 13. H Willman is identified in these 
playing trumpet, so perhaps it was not him.
98 Chron 1811: 4. This is the only occasion which has been identified of him performing in 
Dublin.
99 He was soloist with the Philharmonic Society 56 times and became a director. 'Willman', 
NG, see also Ehrlich, First Philharmonic, pp. 23, 29.
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began his musical studies with his father, an organist and violinist.,(W Later in Gottingen he 

studied the flute with VVeidner, and made his concert debut at the age of ten in a double 

concerto with Weidner's son.11" It is reported that following the death of his parents an 

English gentlemen heard him play and brought him to England.,IC More recent accounts 

report that he arrived in England in 1791 and came to Ireland in 1794 as a flautist in the 

Marquis of Abercorns regimental band.110 Doubts have been noted above as to his regiment, 

but the timing of this sequence is not improbable, for if Logier and the Willmans were not 

already known to each other in England, they may have met in military circles in Ireland a 

few years prior to L.ogier's marriage to John Willman's daughter Elizabeth in 1796.

It is suggested above that by May 1804 John Willman had become bandmaster of the Lawyers 

Corps, and it would seem that Logier had taken over this position in the Tyrone Militia. It 

was not unusual for military musicians to move to other regiments, but an advertisement 

printed in April 1797 suggests that at least one bandmaster sought a new position when it 

appeared that his work had been completed:* 101 102 * 104 10 *

To Commanders of Regiments. Mr Brillaue, Master of the Band to the Angus Fencible 
Regiment ... having nearly accomplished teaching the Band entrusted to his care, will 
undertake to instruct another, which he binds himself to do honourably.

In some cases employment may have been temporary, in order to establish a band and 

provide initial training, and some bandmasters may have moved quite frequently, but 

whether this was usual or not has yet to be confirmed. Several sources report that Logier's 

regiment was disbanded at the end of the war' and that he then became bandmaster of the 

Kilkenny Militia in 1807, or held this position until J807.,(fi Some also report that at this time 

he was appointed organist of a church in Westport by Lord Altamont. Timing aside, there is 

no reason to question these appointments, but the report that his former regiment was 

disbanded may be dubious. If this was the Tyrone or Kilkenny militias, both continued for 

many years. Some of tlie militias may have been stood down much earlier when the 

immediate danger of the domestic war' in Ireland had passed, but a strong security presence 

was maintained in Ireland and there was a sustained demand for reinforcements in mainland

Logier', NG. His family were of French Huguenot descent, reputedly refugees, although 
they seem to have been in Germany for some time. His father and grandfather were organists 
at Kaiserslautern. Logier', Grove 4. I am grateful to Dr Nuala McAllister for information of 
the Huguenot ancestry.
101 Sainsbury, ’Logier'. Logier and Weidner's son would meet again in 1809 when Johann 
Carl was appointed at the Theatre Royal in Dublin. Noted above p. 247 n. 85.
102 Sainsbury, 'Logier', and Fdtis, ’Logier'.
1(0 'Logier', NG. Hogan reports he was often reminded of his humble origins as a bassoon 
player in the Tyrone Militia Band'. Hogan, p. 195.
IlM DJ 13 04 1797. He also offered to sell a collection of thirty pieces of military music.
10S The report may have originated in Sainsbury, 'Logier', and appears in various forms in
F6tis Logier’, Grove 4, NG and Llogan, p. 195.
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Europe as Britain's war with France continued unabated. A possible scenario may be that 

Logier became bandmaster of the Kilkenny Militia and took an organist's post when stationed 

in Westport to supplement his income.106 Westport was only a small town on the Mayo coast 

but plausibly a strategic landing point or supply port worthy of a garrison presence, at least 

until Nelson destroyed the French and Spanish fleets in October 1805.

l.ogier had contact with musicians in Dublin through his in-laws the Willmans, but the 

earliest confirmation of contact with the wider profession dates from August 1804 when he 

was proposed for membership of the Irish Musical Fund Society.1»7 This proposal was 

postponed then withdrawn, possibly on account of the Society's rule banning military 

musicians from membership.'»« In 1806 he made his first appearance in public concerts in 

Dublin at the Rotunda playing bassoon and organ on 31 January.«« During Logiers 

appointment with the Kilkenny Militia Band from around 1807, Michael Kelly recalls him 

living in the barracks in Limerick when Kelly's touring opera company visited there in early 

October 1808."» Logier seems to have settled in Dublin towards the end of 1808."> He 

contributed an anthem composed for the occasion' of the Masonic Charity Sermon on 27 

December 1808, sung by Spray and Weyman.* * * 110 111 112 113 From mid-1809 Logier's career as a 

composer, arranger, director and pianist rose to public attention, and becomes clearer.1"  

Although he often presided at the piano' he seems not to have appeared as a soloist. Most of 

his musical activity was focused on two areas of concert life: private concerts and the 

promotion of military music. At the same time he devoted considerable attention to his

1(16 It may have been thought that his position as organist could not have been combined with 
a career as a military musician. This may have been so in cathedral appointments but his 
position in Westport probably involved quite modest duties.
W7 Appendix 8. TBIMF 06 08 1804. No earlier mention of Logier has yet come to light.
11)8 The Society's rules printed in 1830 confirm an exception for members of Yeomanry Corps'. 
T and H Willman were admitted in 1804 but is not clear if the exception applied at this date. 
They may have been in the Lawyers Corps band before their presence in the Tyrone Militia 
band is confirmed in 1809. Members of both bands could have been admitted had the 
exemption been in place. See above p. 197 and Appendix 7, Rule 22'.
1119 Chron 1806: 2. See below, p. 273. Logier and Mr Carter played a 'Medley Concerto for 
Bassoon and Clarionet' written by Logier. This seems likely to have been Joseph Carter, 
whose proposal to join the Irish Musical bund was made at the same time and treated in the 
same way, suggesting he too was a military musician. See Appendix 8.
110 Kelly's recollections have been shown to contain errors, but his report that Logier was 
stationed there in the Marquis of Ormond's regiment of militia' rings true. The family home 
of the Eighteenth Earl and Marquis of Ormond, Walter Butler (1770 - 1820), was Kilkenny 
Castle. Kelly, Reminiscences, p. 306.
111 Slightly earlier than the report of 1809 in ’Logier', C.rove 4, NG and Hogan, p. 195.
112 Chron 1808: 13. It is much more likely that Logier was living in Dublin, than that he was 
commissioned in Kilkenny or Limerick to write the piece.
113 The report that he was director of music at the Royal Hibernian Theatre is not confirmed 
in newspaper sources used in the present work. The Theatre opened on 1 November 1809, 
when Logier had a piece performed. He is reported to have left this post when he opened his 
music shop in July 1810, which seems likely, and his engagement may therefore have been 
short. 'Logier', NG, F6tis, ’Logier'.
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commercial interests and these form an important element of the context for his innovations 

in concert promotion.

Logier's commercial activity portrays him as an astute and successful music businessman. 

On 14 July 1810 he opened his Music Saloon' at 76 Lower Sackville Street, selling instruments 

and publishing music.1,4 In January 1811 he advertised the arrival of Grand and Square 

Piano Fortes ... the newest Harp, Piano and Flute music, and songs' and a large assortment 

of Military Instruments of the first quality, and Military Music by the most admired Masters 

... chosen by himself when in London'."5 In April 1811 he advertised grand and square 

piano fortes, with additional keys up to FF, (being five tones higher than any which have 

been yet imported into this country)’ and that these made by Clementi & Co, have all at the 

particular request of the Importer, been selected by Mr Clementi himself.116 By December 

1811 Logier had relocated his 'Music Saloon' to 27 Sackville Street and in February 1813 

announced that he had opened a military instrument Manufactory’ there.117 This produced 

Serpents, Slide Horns, Plain Horns, Slide Trumpets, Plain Trumpets, Light Infantry Bugle, 

Concert Bugles, Hunting Horns, Kettle Drums, Brass Side Drums, Trombones, Bass Horns, 

Bassoon Bells, &c'.118 He assured clients that these would be finished under his immediate

Inspection and from his many years of experience ... as a teacher of those instruments, and 

intonate acquaintance with their several properties' they will be found equal, if not superior, 

to an ■ Advertisements in May 1813 and July 1814 confirm that he manufactured and 

imported broadly the same range of instruments."» His advertisement in 1814 reported that 

he w is the exclusive importer of Clarionets, Bassoons, Flutes, Drums &c' and boasted whole 

sets of instruments for Military Bands furnished at the shortest notice and moderate terms'. >2' 

Fxisting bands were unlikely to have required complete re-equipment and this stock was 

probably intended for amateurs establishing bands. In April 1816 he announced his intention 

to retire from business in order to devote his time to his New System of Musical Education’,

114 FJ 17 07, 27 07 1810. Among his first publications were 'the First Number of Lo • 
Collection of Harmony', arrangements for piano of popular airs and sones °8 1Lr s
115 FJ 15 01 1811. In May 1811 he advertised to Commanders of Regiments' and Militarv 
Gentlemen in general another supply of military instruments and music FI n  OS io n
1.6 FJ 30 04 1811. Clementi introduced the six-octave square piano (FF - f  ') around ism  
which by this time was the common range. 'Clementi’, NC, Ehrlich The PH™ „ i '
1.7 FJ 11 12 1811, 04 02 1813. ' ----- Iim2' P- ]4’
118 ’Bassoon Bells' may have been bassoons and bells.
" V FJ 06 05 1813, 29 07 1814. Importing pianos, flageolets, clarinets bassoons seme * u 
horns of wood', flutes, tambourines and bassoon reeds from London in 1813’ h h
himself. Manufacturing slide horns, trumpets, bugles, kettle drnm c ....... i L 10se" b>’
horns in 1813: and in 1814 slide and plain horns and trumpets Rovil Kern r ^ i ‘1nd baSS 
and bass horns. P ' yi"  Kcnl Bu&les- '"""b o n es
12,1 This was asserted with characteristic confidence, but if he u,-»c ,u„ „ , 
demand was unlikely to let this continue for long. There were resi /> ,° 1 l'T1l1or,er' public 
probably drums and naturally a second-hand trade. Cn ma ° rs ^utes nnd
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nnd sought offers.121 There seems to have been little response and, in December 1817, he 

advertised his extensive assortment of Music and Musical Instruments, at first cost including 

a Cromone Violin by Amatis |sic| and a Violoncello by Stradaveri |sic|'.122 At this time he 

was preparing to leave Ireland and also offered his House in Sandymount, with or without 

the Furniture, together with an excellent covered Gig and Draft Mare'. Chapter 11 will 

illustrate that Logier was primarily responsible for introducing performances with large 

numbers of military musicians. With conspicuous musical and commercial awareness of 

public taste, he both stimulated the demand and supplied the means for increasing amateur 

participation in this particular area of musical activity. There were close connections between 

the Nicholson, Willman and Logier families through marriage. There is also a sense in w hich 

Logier and the Willmans formed a sub set or small community of military musicians within 

the profession in Dublin. They provided the link between the wider community of military 

bands in Ireland and concert life in Dublin at this time.

(iii) Women musicians

A third group of musicians began to change the characteristics of the resident profession in 

Dublin during this period. A generation of young female performers made their first 

appearances in concerts. Female singers had traditionally been supplied from among those 

engaged at the theatres. Social convention and a male dominated profession made access to 

professional careers much more difficult for female instrumentalists. The example of Maria 

Poole is a very rare instance of an actress and singer who was also an instrumentalist. She 

appeared in the Theatre Royal in July 1795 and was engaged for the after season' in April 

1796. At Incledon's benefit in 1795, and at her own in July 1796, she sang and played piano 

concertos.123 The appearance of this group of performers is notable for a number of reasons:

121 FJ 12 04, 16 04 1816. His system is noted below, see pp. 332, 333.
122 FJ 05 12, 09 12 1817, 01 01, 22 01 1818. He offered new and second hand grand and square 
pianos, a pedal harp, barrel organs, two finger’ organs, flutes, flageolets and musical glasses; 
music at half price with another 5% off orders over £5; military instruments, slide horns 
trumpets, Kent and Field' bugles, trombones, drums, clarinets, flutes and military music. 
Samuel Pigott, who appeared for the first time in public concerts as principal cellist at the 
Commemoration of Handel on 16 March 1818, is known to have played a Stradivari which 
was sold after his death in 1853 to Piatti and was played in concerts in Dublin in 1997 by its 
present owner, the Mexican Carlos Prieto. Pine, 'Foundations I, 1848 - 1870' To Talent Alone 
p. 39. It is possible that this was the instrument offered by Logier, but how it or an Amati ' 
violin came to be in his possession is unknown. It may also be noted that other makers* 
attached fake Amati or Stradivari labels to their instruments.
121 Maria' was Martha Frances Caroline Poole (c. 1770 - 1833). She made her London debut at 
the King's Theatre on 1 May 1787 and came to Dublin with Incledon in 1795. In 1796 she was 
engaged from the Theatre Royal Covent Garden'. In 1795 she played a concerto by 
Krumpholtz and on 7 July 1796 a concerto on the air The Ploughboy'. These may have been 
the first public performances by a female pianist in Dublin. As Mrs Maria Dickons she 
appeared solely as a singer at the Theatre Royal Dublin in August 1808 and from August 1810
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the.r activity was independent of theatrical employment; they included singers and 

instrumentalists; most were daughters of resident or Irish musicians; and collectively they 

form the first generation of local female free-lance musicians to be involved in concerts. 

Appearances by female pianists outnumbered those of male pianists at this time. Although 

the involvement of women increased and gained some prominence, there was no significant 

change in proportions of the profession as a whole. Broadly the same gender-balance 

continued among soloists, and in orchestral ensembles male dominance remained

complete. 124

A group of six young female musicians made their first appearances in concerts around this 

period: the two Misses Cheese, Miss Elizabeth Logier, Miss Fallon, Miss Julia Spray and Miss 

Ashe. Logier and Spray would appear to have been the most successful. The two daughters 

of Mrs Cheese were the first to come to public attention, and in slightly unusual 

circumstances.125 On 9 April 1805 George Goulding announced that the celebrated Miss 

Cheese and her Sister who so much astonished the Nobility and Musical Amateurs of London 

are now on a visit at his house’ and that he intended while he remains in Dublin, to have 

public days three times a week at No 7 Westmorland Street, where the Nobility and Gentry, 

by sending cards, will have tickets sent to them to hear the performance Cratis specifying the 

dav and hour'.126 This was clearly a marketing tactic intended to demonstrate and sell 

instruments at his London Music Warehouse', and was carefully targeted. Goulding had 

control over how many and who attended, perhaps segregating respondents into groups of 

similar status, and of course he exploited the talents of the young performers to imply that 

similar domestic music-making might result from the combination of his instruments and the 

client's children. Clementi used the same strategy in London with the young John Field, and 

perhaps Goulding adopted this model from him.127 Within a month Mrs Cheese announced 

that from the very flattering attention that has been paid to her children ... she had been 

induced to take a benefit where they will perform’. Expecting a larger audience than could be 

accommodated in Goulding's premises, she hired the Rotunda for the concert on 3 May 1805 

at lpm .,2M It seems that their reception in Dublin encouraged them to become resident. 

There were no further advertisements of them demonstrating instruments for Goulding, but

probably until August 1811. Chron 1795: 4. FJ 25 05 1795, 28 04, 07 07 1796. Walsh, Opera 1, 
p. 299, Opera 2. pp. 101, 103, 240.
124 In as far as the programmes which give a complete list of soloists will allow, there was 
almost always a mix of male and female soloists. Only one concert each year from 1807 and 
two in 1814 involved male soloists exclusively, and none involved female soloists exclusively.
125 Mrs Cheese appears to have been a widow. Flogan and Walsh report the family were 
originally from Manchester. Their arrival in Dublin was later than that reported by Hogan. 
Flogan, p. 201, Walsh, Opera 2, p. 142.
126 DJ 09 04, 11 04, 13 04 1805.
127 This appears to have been the first time this strategy was used in Dublin.
126 DJ 27 04 1805, Chron 1805: 16.
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they may have done so. From this time on, the two Misses Cheese made quite frequent 

appearances in public concerts and, it seems, in an annual series of private concerts.1̂  There 

is no evidence to confirm that Mrs Cheese performed. On numerous occasions both 

daughters were referred to as Miss Cheese, but it can be deduced that 'Miss Cheese the elder 

was a pianist and Miss A Cheese' was a harpist and singer.1-10 In 1810 'Miss Cheese the 

pianist, married Isaac Willis, and thereafter her appearances in public concerts became less 

frequent, although she was actively involved in private concerts.1-11 It was not uncommon to 

find that women musicians made fewer appearances after being married. Quite apart from 

the issue of family commitments, the social implications of them performing in public 

changed for both themselves and their husbands.* 112 The most significant contribution to 

concert life by the Misses Cheese was their annual series of private concerts, which began m 

1806 and continued until at least 1819.,A1 With these they were much more activelv involved 

in concert promotion than any other women during the period.

The debut performances in public concerts of the pianists Miss Elizabeth Logier and Miss 

Fallon occurred in 1809.111 Logier played a piano concerto, aged ten, at Mahon's concert on 

10 August, when it was predicted that she would charm and surprise not only the amateurs 

but also the professors of the piano forte', and Fallon appeared, aged eight, at her father s 

concert, John Fallon, on 30 October.1-15 Fallon’s appearance is notable, for her performance of 

a Grand Sonata in which will be introduced "Hope told a flattering tale" with variations by 

Beethoven’. Although this might appear to be dubious, it was a legitimate piece by 

Beethoven. The popular song was a translation of the duet 'Nel cor piu non mi sento from La 

Molinara by Paisiello, upon which Beethoven composed a set of six variations for piano in

For their public concerts in the period to 1814 see Chron 1806: 1, 3, 9, 1807- 3 1809- 9 11 
13, 1812: 14, 1813: 9, 10, 17, 22, 1814: 3, 4, 5, 10, 11, 26, 29, 30. FJ 02 06 1812 for Mrs Willis's ' 
appearance at T Cooke's benefit in the Theatre Royal on 3 June 1812.
,x’ These appear to be strict distinctions. Prior to 1810 they invariably appeared together and 
of their numerous duets none involved both playing the harp or piano, or singing 
131 Willis was first mentioned as composer of a Quick March dedicated to Colonel Stewart' 
published by Goulding & Co in 1810, FJ 23 01 1810. He sang in a few public concerts but 
appeared more often in the private series he helped promote. In at least one of these in 1816 
and 1817 he played flageolet, hinting at a military connection. He married Miss Cheese 
sometime after the start of her private concerts in February 1810 and before the 
announcement in late November 1810 of the next series which identified her as Mrs Willis 
Chron 1810:2, 1811: 1. Willis took over Coulding's music business between 6 February and 
17 November 1815. For his performances see, FJ 23 01 1810. Chron 1814: 3, (probablv Chron 
1814: 7, 8). His initial given as J ’ is a mis-print in Collins, Music in Dublin' p 23
112 These '»sues are discussed more fully in Leppert, Music and Imnee Music sexism and 
female domesticity' pp. 28 - 50; in this respect see pp. 38 - 40.
1 u These are commented upon below, see pp. 258 - 260.
]M Chron 1809:8, 14.

FJ 08 08 1809*. It appears that Elizabeth Logier was born c. 1799 and Miss Fallon c 1801 
Miss Logier's debut appearance is noted above, p. 238.
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1 7 9 5 . This was the first piece by Beethoven identified in Dublin public concerts, and the 

next was not until 1815.117 Fallon was identified in relatively few concerts in the period to 

1814: just a further twice in her father's National Music' presentations, although she 

remained in Dublin and performed later.118 Elizabeth Logier became more actively involved, 

playing piano concertos in another seven public concerts to 1814, and in at least one private 

series in 1812.| W Her career expanded in 1812. She held her first benefit concert on 12 May, 

although this was undoubtedly promoted by her father, and began teaching the piano.140

It is clear that by the time of her first appearance in public concerts, at the Commemoration of 

Handel on 25 March 1812, Miss Julia Spray was already a well respected singer.141 She was 

paid ten guineas for this appearance, which is somewhat surprising for the debut of a local 

singer, but more so given it was for the musicians’ charity of which her father was now a 

committee member.142 A preview reported that her personal charms delight the eye, as 

much as her vocal powers fascinate the ravished ear' and afterwards it was noted that she 

possesses considerable requisites, her voice is clear, powerful and penetrating, and gifted 

with an harmonious and effective shake'.14-1 Similar praise followed her performance at the 

Commemoration in 1814 and again particularly for her ability to sing trills.144 She appeared 

in a further six concerts until May 1814 but after this there were no further reports of her

116 WoO 70, in G, published in Vienna in 1796. Translation possibly by Peter Pindar (Dr John 
Wolcot). Paganini also composed variations on this duet. Beethoven', NC, p. 399, Walsh, 
Opera 2. p. 58.
117 The caveat that private performances of music by Beethoven may have occurred remains. 
Given Miss Fallon's age some of the variations may have been omitted. Logier presented an 
arrangement of unspecified music from Beethoven's The Mount of Olives, for a full band 
possibly including singers, to conclude a concert on 6 February' 1815, and from 6 June 1815 
the Hallelujah Chorus' from this oratorio became popular. For these concerts see FJ 25 01 to 
06 02 1815; 29 05 to 03 06 1815. See also below, p. 337.
, w See Chron 1812: 18, 1814: 29.
11v For her public concerts see Chron 1809:10, 1810:9,1812: 14, 15, 1813: 10, 1814: 11,30. She 
appeared in Spray, Jager and Logiers private series in 1812, Chron 1812: 3, and in later years.
140 Chron 1812: 15. Regular advertisements announcing her teaching at her father's premises 
at 27 Lower Sackville Street appear in FJ 04 02 1812 to FJ 18 03 1812. According to her debut 
she would have been aged 13 at his time, but her youth may have been exaggerated.
141 Chron 1812: 12. Her earlier appearances are noted above see pp. 219 n. 36, 227.
142 Her fee was significantly higher than the few others identified at this time, see p. 218, and 
it may have been that John Spray ensured she be paid her full professional value. She and 
her father appeared in the Festival promoted by Bunting in Belfast in 1813 and received a 
joint fee of 45 guineas. In addition a direct quote records that Bunting reported having Paid 
Spray out of my own pocket 5 guineas, as he said that his rank as a first tenor deserved it". 
John Spray also ensured the vicars choral of Christ Church Cathedral were paid their full 
income. Johnston, pp. 275, 276, from Fox, Annals of the Irish Harpers, p. 50, Crindle p 65 
14-1 FJ 24 03*, 31 03* 1812.
144 Chron 1814:5, FJ 08 04 1814*. The report of the trill, that species of embellishment, 
consisting of the alternate reiteration of two notes, comprehending an interval not greater 
than one whole tone, not less than half, is quite sophisticated and suggests a degree of 
technical understanding by the reviewer and more significantly among at least part of the 
readership.
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activity. It is likely that she left to pursue her career in England, but if she returned to Dublin, 

perhaps singing under a married name, this connection has yet to be made.'4 ' I he 

appearance of Miss H Ashe in 1813 as a pianist and again in 1815 with her sister, who played 

the harp and flute, during short visits may not strictly belong to this group of local or resident 

performers. w' The Ashe family were absent for many years and became permanent residents 

years later, from November 1822.145 146 147 However, if not actually resident, they were certainly 

perceived as of Irish origin and were part of the process in which young women musicians

gained prominence in concert life.

With the appearance of this group of young singers and instrumentalists the supply of 

women soloists became less reliant on those engaged at the theatres. Female instrumentalists 

in particular, albeit limited to the piano or harp, began to appear on a regular basis. With the 

increasing involvement of women performers and serving or former military musicians, 

traditional areas of the resident profession were supplemented. The innovations which 

originated with these groups of musicians will be the focus of Chapter 11.

145 It was often the practice to announce ladies recently married as late Miss .. .’, but in the 
period after May 1814 there is no instance of this identification of Miss Spray.
146 Their visit is outlined above, see pp. 242, 243.
147 EJ 30 11 1822. In this later period three of Ashe's daughters were active musicians in 
Dublin: Emma, Eliza and Cecilia. One of these was presumably the 'Miss Ashe' identified 
earlier, but it would seem that Miss H Ashe remained absent.
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Chanter 11

Areas of innovation

In the period 1807 to 1814 there were a number of innovations in particular areas of concert 

life. Some were short-lived but others had more lasting influence. There was a greater 

degree of experimentation now than in the earlier period and, in this respect, the revival of 

concert life began to explore new forms of presentation and content. There were five 

significant innovations during this period: (i) restrictions on public access to private concert 

series were eased; (ii) concerts interspersed with readings from literature or juxtaposed with 

drama came into vogue; (iii) attempts were made to promote the integration of Irish national 

concert life; (iv) military musicians and their music played a greatly expandedmusic into

role, and; (v) music festivals were introduced.

fi) 'Private' concerts

The tradition of private music-making in domestic settings remained largely unrecorded 

Private concerts in the houses of the elite provided a model to be imitated and exploited bv 

musicians. The desire to attend private concerts, as a mark of social standing and refined 

taste, gave this type of event a marketable value. For this reason, as well as appearing at 

events hosted by the elite, probably in some cases by the families of their pupils, some 

musicians began to promote their own private' concerts for commercial purposes In this 

sense, there developed a new type of private concert. In addition to strictly private' concerts 

hosted bv and for the elite, which were genuinely exclusive, there were now also semi 

private’ concerts, marketed as exclusive events, but in practice accessible to the public \t the 

same time, the image of prestige associated with elite patrons continued to motivate 

attendance at public concerts, and now, paradoxically, the projection of exclusivity within 

public concerts became a commercial factor. This was achieved by limiting the size of the 

audience through the choice of venue, rather than by economic means. As a practical 

consequence of the choice of more 'select' venues, these events involved small or medium 

scale ensembles. The deliberate use of moderate resources signalled the revival of chamber' 

concerts, in the strictest sense, as a commercial and public entertainment 1

The promotion of private' or semi-private' concerts as public entertainment is exemplified by 

the engagement of the two Misses Cheese by Coulding in 1805 to demonstrate instruments at

•This type of concert had occurred in Madame Violantes commodious booth', Ceminianis 
Creat Room and Johnston s Room, m the first half of the eighteenth century. In the second

hhl ° ^ ;“ ^ 7 eS ^ ::¿ uch - ,hea,res and ° * «  « .....¿z,
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his shop.2 * At first there was no mention in the press of any events promoted by the Cheese 

family, which perhaps required no more advertising than by hand bills or notices in 

Couldmg's or other music shops. In late December 1809 and early January 1810 notices 

began to appear in the press announcing that Mrs Cheese had opened a subscription list at 

Couldmg's shop, 7 Westmorland Street, for Six Annual Subscription Concerts’, also titled 

Private Concerts'.1 No other details appeared. In the following years the opening of a 

subscription list at Coulding's for Private Concerts' promoted by Mrs Willis (née Miss 

Cheese the elder) and Miss A Cheese, started in January.4 These were also announced as 

their Seventh and Eighth Annual Subscription Concerts’.5 * Slightly more information was 

published for the series of ’Eight Private Concerts' beginning on Friday 3 December 1813 at 7 

Westmorland Street.h From the announcement that John Spray would sing in the selection of 

sacred music at the fourth concert, it seems that the concerts were given weekly on Fridays in 

December continuing into January 1814. The next announcement of their activity was for 

their series beginning on 19 January 1816 when Mr Willis's name was added to the 

promoters. I his was now their Twelfth Annual Subscription Concerts', and they were aided 

by Madame O’Moran and Thomas Philipps.7 The third concert consisted of songs, duets and 

glees, with harp or piano solos and duets. Following this series, because of the numerous 

disappointments' supposedly experienced in the failure to obtain tickets, they promoted a 

second series of six concerts beginning on 19 April 1816, and extended with three benefit 

concerts.8 In 1817 in order to offer an extension of their entertainment and accommodation 

the series moved to the Medical Association's Private Room at the Rotunda.9 With growing 

popularity and distinguished musicians, the series moved again to the Rotunda itself, for Six 

Subscription Concerts’ in 1818, between 30 January and 24 April, but this was their last 

series.10

2 See above pp. 128, 254, 255.
5 Chron 1810: 2.
4 See Chron 1811: 1,1812: 1. Each time the announcement appeared in three issues of FJ and 
probably no more than three of four weeks in advance.
5 The series announced in 1810 as the Six Annual could, it seems, be a printing error for their 
sixth annual series.
h Chron 1813: 20,21,23, 25.
7 FJ 23 11 1815: 08 01, 05 02, 01 03, 06 03 1816. The pattern was weekly concerts on Fridays. 
Philipps, late of the Theatre Royal Drury Lane’, appeared by permission of Jones, proprietor 
of the Theatre Royal. The venue and business had now passed from Goulding to Mr Willis.
8 FJ 06 03, 19 04, 06 05, 10 05, 13 05, 14 05 1816. They were joined by Madame O’Moran, 
Philipps and Miss Davidson from the I heatre Royal. O’Moran received two benefit 
performances and Davidson one.
9 There were six ’vocal concerts' and five benefits between 21 February' and 16 May. Detailed 
programmes were published for each in FJ. Mr and Mrs Willis and Miss Cheese were joined 
by Philipps and Smith, and from England by the soprano Mrs Vincent, violinist Signor 
Spagnoletti and the distinguished harpist Monsieur Erard. The change of room was reputed 
to allow an audience four times larger than that at 7 Westmorland Street. FJ 22 02 1817.
10 The concerts were usually given each week, but the last was delayed.
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thc yMrs following 1812, for which details are available, the subscription rate (or si« 

concerts was two guineas." Although there were occasional fluctuations, admission prices 

were within the usual range and offered typical discounts for groups, indicat,ng lhal these 

events were directed towards the broad concert audience rather than the most wealthy. One 

or two new performers joined as the years progressed but even at its fullest in 1818 there 

were only nine musicians. The established pattern of this series seems to have been for si« 

subscription concerts, with sometimes additional benefit concerts. The usual musical 

resources appear to have been three or four singers with accompaniments, and solo pieces 

provided on the piano or harp. From the beginning the concerts were given at 7 
Westmorland Street. '■

This appears to have been the first instance of the use of commercial premises, of a music 

business, for public concerts, and this represents a slight broadening of venues.* 12 13 No 

indication was given of the room's capacity, although it can be assumed to have been small. 

It was probably the Ladies Music Room' provided by Goulding in November 1802.14 It is 

interesting that these annual private' series continued over fourteen seasons between 1805 

and 1818, representing the longest unbroken series of promotions by individual musicians. 

Although the scale of their concerts was small, their exclusive image appealed to the Dublin 

audience and this brought prolonged success. Almost inevitably, other musicians adopted 
the same approach.

• i jusf one issue of Freeman's [oumal announced the intention of a In February 1811 a nonce m

trio of promoters two of whom were Spray and Logier, to hold Six Subscription Concerts' at 

the Rotunda.15 16 17 It announced that subscriptions of £2 5s 6d were being received at the 

principal music shops and that the concerts would commence when the requisite number had

, 16 o,-.naplv there was no further reference to this series, and is it likelv that been received.1 Strangely,

the proposal was withdrawn. In December 1811 Spray, Logier and Robert Jager tried a fresh 

approach.'7 They announced the subscription list was open for a series of eight private

i «„ in their new music room' at Logier’s Music Saloon at 27 Sackville concerts to be given in mur

In 1812, for an unspecified number of concerts, the rates were one guinea forth-
for single tickets for subscribers, and one guinea to admit four or 7s 7d for «1 eseriesor6;
admit non-subscribers. In 1813 the subscription was two guineas for eieht cnn«l!:CketS ‘°
12 The subscription lists for the series m 1810, 1811 and 1813 were opened he >t r
advertisements this was not actually stated as the venue for the concerts If U m 
certain, from later events and the connection between Gouldine mri #u c IS. ' lr,tua^
■' This is certainly II,e case In the period from 1792. 8 ,he fenM^  « • » « was.
14 See above p. 128.
lsChron 1811:3, FJ 07 02 1811. The name of the third promoter is ills-.» hi .i
this source, although later events would suggest that it was Robert JaK r *" ^  K> m'cro^*m
16 This amount was the Irish equivalent of two guineas sterline °
17 lager's wide vocal range allowed him to sing counter-tenor or bits Thi« ,
his first confirmed appearance in public concerts and his first is a promot'5 SenCS m was
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Street.18 The series comprised weekly concerts on Wednesdays at 8:30pm and began on 29 

January 1812.19 The concerts were slightly larger in scale than the series promoted by the 

Cheese family. Spray, his daughter Julia, and Jager were the regular vocal soloists but 

occasionally Weyman, Spray's colleague at the cathedrals, and Mr Holland from the Theatre 

Royal contributed solos or duets and each of the programmes contained glees for four or five 

voices.20 A review reports that Stevenson assisted.21 Elizabeth Logier was the most active 

instrumental soloist, playing piano concertos in each of the concerts and occasionally in 

instrumental duets or trios.22 J B Logier joined her in piano duets by Dussek and Latour, and 

played bassoon in a trio by Pleyel. Mahon, Alcock and Logier played a clarinet trio by Ebaci, 

Mahon and Fallon contributed a violin concerto each and Weidner played a concerto on the 

flute. A flute quartet' and 'violins quartet' by Pleyel were performed, and also a piano 

quartet' by Mozart, with Miss Logier playing the piano in what seems likely to have been the 

Quartet K.478 in G minor, or K. 493 in Eb major.23 An instrumental ensemble somewhat 

larger than a quartet seems likely to have been involved, as each of the concerts began with 

an overture. There were unidentified overtures by Stamitz, Winter, and three by Haydn 

(perhaps the same piece repeated); and also Winter's overture to Zaira and, identified for the 

first time in Dublin concerts, Mozart's overture to Le nozze di Figaro.24 Doubtless some of 

the instrumental parts were omitted and, with support from the piano, the ensemble may 

well have been quite modest in size. The concerts ended with glees but also, in otherwise 

secular programmes, with the choruses The heavens are telling', or The marvellous works' 

from Haydn's The Creation, or Hallelujah’ from Handel s Messiah.

After their last concert Spray, Jager and Logier announced that because of 'the very 

distinguished approbation' they had received, they intended to hold four additional private 

concerts to begin on the first Wednesday in April 1812 and continue fortnightly.25 The likely 

dates would have been on 1, 15, 29 April and 13 May, but it seems that there was a change of

18 These would have involved a much smaller number of subscribers and audience than was 
necessary for a series in the Rotunda. The concerts were advertised well in advance and 
repeatedly over a six week period. The subscription rate was announced beforehand at two 
guineas and admission to individual events at 7s 7d per person. Complete programmes for 
all except the opening concert were advertised as the series progressed.
19 See Chron 1812: 2, 3, 6 -11. The second concert was changed to Tuesday, 'Wednesday 
being appointed for a General Fast', and the third concert was also given on Tuesday.
20 Weyman was identified in Chron 1812: 7, 8,11 and Holland in Chron 1812: 8.
21 Chron 1812: 3. There were four songs and a glee composed by Stevenson. He probably 
sang in the glees or accompanied at the piano but is not identified among the soloists.
22 She played concertos by Logier, Dussek, Griffin, Cramer (possibly the same concerto twice) 
and Steibelt's Storm' concerto twice.
23 These are the two quartets featuring the combination of piano, violin, viola and cello.
Noted also below, pp. 313, 314. The 'flute quartet' implies the usual combination of flute, 
violin, viola and cello, and the 'violins quartet' the standard string quartet.
24 Mozart's overture began the second concert, on 4 February 1812. Chron 1812: 3.
25 A list was opened for subscribers at one guinea each with single tickets again at 7s 7d. FJ 21 
03,23 03,25 031812.
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plan. Spray and Miss Logier announced benefit concerts at the Rotunda on 28 April and 12 

May.26 Both concerts were conducted by Logier, involved an orchestra, and ten of the items 

in the two concerts were repeated from the private series. Having tried the promotion of 

private concerts in the relatively small accommodation offered in Logier's Music Saloon, it 

seems that they now felt ready to try public events in a larger venue. Perhaps the relation 

between the scale of the performance and the capacity of the venue, or the potential profits, 

was smaller in the promotions by Spray, Jager and Logier, than in those by Willis and Cheese, 

but in any event these private concerts ceased. Both Logier and Spray went on to more 

ambitious undertakings. Spray's most ambitious promotion during this period was a series 

of Three Subscription Concerts' or 'Vocal Concerts' given 'By Command of His Excellency the 

Lord Lieutenant and Duchess of Dorset'.27 These were held at the Rotunda on 26 March, 22 

April, and 5 May 1814 and featured seven singers: Miss Spray, Miss Cheese, Jager, Spray, 

Weyman, Smith and Willis. Only the programme of the first event was advertised and 

although an instrumental quintet by Mozart and an overture by Winter were included, the 

emphasis was on songs and vocal ensembles, some apparently with chorus.28 They give the 

impression of being expanded versions of the private vocal concerts, but they are notable as 

the first series of public subscription concerts since the aborted promotion in 1806.29 Private 

concerts of this type found a niche market during this period, with the Cheese and Willis 

promotions achieving prolonged success, yet sooner or later the tendency was for them to 

expand into fully public events, the traditional subscription series.

(ii) Music and readings

An innovation in the style of concert promotion was the concert in which readings from 

literature were interspersed with music.30 Three initiatives may be noted here: that by Mr 

Foot in 1805; by Mr and Mrs Hill and Mr Bartley in 1808; and by Mr and Mrs Mountain and 

Miss Mortimer in 1816. The first, and perhaps the most interesting, was devised by Mr 

Foot.31 Having gained permission from the Lord Mayor to open Capel Street Theatre, he

26 Chron 1812:14,15. There were no further reports of the additional’ private concerts, and 
the proximity of dates further reduces the likelihood that they occurred.
27 Chron 1814: 3, 7, 8. 'By Command' signified a lower expression of patronage, although in 
Spray's case the Lord Lieutenant and Duchess did attend the first event at least.
28 The first concert was announced to begin at 9pm, though the review reports it began with 
the arrival of the Lord Lieutenant at 9:30pm. The second was advertised for 9:30pm. The 
Willis and Cheese series in 1818 began at 9pm, and other examples began at 8:30pm. There 
would seem to have been a tendency to begin private concerts later in the evening than most 
public concerts, but why this should be so is not readily apparent.
29 For the 1806 series see above pp. 162 -164.
311 Events in which concerts were juxtaposed with drama are discussed below, pp. 282, 283.
31 Mr Foot was employed at the Theatre Royal Crow Street. A single mention of him given as 
Mr Foote' appears in Walsh, Opera 2. p. 31. He tried to quell protests from the audience on 
14 August 1806, implying a role in the management. He is not identified in concerts but sang 
during the drama on 14 April 1807. FJ 14 04 1807.
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gave two performances of 'an entirely new species of entertainment’ on 7 and 10 October 

1805.32 These alternated ten recitations by Foot, seven of which were from Milton's Paradise 

Lost, with thirteen orchestral pieces, and were divided into three acts.33 The music 

comprised short pieces or single movements from symphonies by Haydn, Pleyel, Handel, 

Arne and Raymondi.34 The readings aside, this was a very rare instance of an entirely 

orchestral programme.35 Concerts with readings and music had occurred in London in the 

1780s, but they were a new development in Dublin.36 A more sustained series of six events, 

titled The Gala or An Evening at Vauxhall', was promoted in the first week of June 1808 by 

Mr and Mrs Hill and Mr Bartley at Capel Street Theatre.37 Mr and Mrs Hill from the Theatre 

Royal Covent Garden sang popular songs and duets from several eminent Composers' and 

Bartley, an actor from the Theatre Royal Drury Lane, gave ’comic and serious recitations'. It 

seems likely that the Mr Robinson' who accompanied at the piano travelled with the group 

from London.38 The visit by Mrs Mountain in 1816 occurred after she had retired from the 

London stage.39 She had made various appearances in the Dublin theatres from 1787, in 

which year she married the Irish violinist John Mountain.40 They were joined by a singer 

Miss Mortimer and a pianist Mr Willman H Kearns.41 They promoted Three Subscription 

Concert' in the Rotunda 'fitted up as a temporary theatre' featuring a series of 'National 

Sketches'.42 Mrs Mountain gave Humorous, Descriptive and Characteristic' recitations, and 

with Miss Mortimer sang Irish, Scotch, Italian and Spanish songs and duets.43 This type of 

event tended to be promoted by performers with a theatrical background and while they had

32 Chron 1805:17,18.
33 There is a slight coincidence with Haydn’s The Creation, in that parts of the libretto were 
based on Milton’s Paradise Lost, but it is doubtful that Foot was pursuing any literary 
parallel, as his focus seems to have been on the dramatic and demonic aspects of the text.
34 Haydn's 'Surprise', Raimondi's 'Battle piece' and an unattributed piece 'Britons strike 
home’, possibly by Dibdin, were the only titled items. Each act opened with an ’overture’ and 
the remaining items were titled 'symphonies' except for the finale. Pleyel featured strongest 
with five items. The orchestra was led by Robert Bowden, a violinist from the Crow Street 
Theatre.
35 It may have been the only programme from 1792 to 1814, not to include singers.
36 McVeigh comments that in the later 1780s competition from concerts resulted in Trew and 
Danby s Readings and Music reporting considerable losses’. McVeigh, Concert life, p. 169.
37 Chron 1808: 6 - 11. They announced that the stage will form a representation of the interior 
of Vauxhall Gardens painted expressly for the purpose'.
38 No indication of this is given, but his appearance in 1808 is too early to have been Francis J 
Robinson, now a cathedral chorister, and he seems unconnected to the Dublin Robinsons.
39 Her farewell performance at the King’s Theatre was in May 1815. Walsh, Opera 2. p. 95.
40 For a summary of her career see Walsh, Opera 2 , pp. 93 - 96.
41 It was announced that 'Miss Mortimer from Italy, the justly admired pupil of Cresentini 
[sic| is arrived', although it seems likely she had travelled with the others from London. 
Girolamo Crescentini (1762 -1846) was an Italian castrato whom Kelly recalls meeting in 
Padua in 1783. Kelly, Reminiscences, pp. 82,378.
42They were on 20, 27 February and 5 March 1816 and formed part of the broad trend to 
bring the music, dances and costumes of various nations into public entertainment.
43 The repertoire included music by Stevenson, Ross of Aberdeen’, Zingarelli and Farinelli.
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a temporary vogue in Dublin around this period, they had no long-term influence on concert 

life.

(iii) Irish national music

Attempts to bring Irish national music into the context of concert presentation were an 

important development during this period. This occurred primarily in promotions by the 

Irish Harp Society and by John Fallon. A number of influences encouraged these promotions, 

which were the first significant attempts to promote Irish national music in concerts in 

Dublin. Increased interest in the music and poetry of the Gaelic past was motivated by a 

desire to preserve this heritage. Developments in Ireland paralleled similar antiquarian 

movements dedicated to preserve the ethnic culture of Scotland, Wales and England.44 The 

resurgent Irish nationalism, expressed in public concerts, asserted Ireland's distinctive 

character and heritage and was at that stage entirely compatible with the constitutional 

linkage of the British Isles. It was a form of regional nationalism. Concerts were a 

permissible forum for mild expressions of romanticised nationalism. With the Union 

apparently secure, such moderate expression had, as yet, little if any domestic political 

potency. Thomas Moore, the poet and leading voice of nationalism, wrote in 1812 to refute 

the rumour that the Irish government had moved against the publication of his Irish 

Melodies and to admit that their delay 'imputed chiefly, if not entirely' to him.45 He asserted: 

'we live in wiser and less musical times: ballads have long lost their revolutionizing power 

and we question if even a Lillibullero [sic] would produce any serious consequences at 

present'.46 Later, in the settings of drawing-rooms in both Dublin and London, this nostalgic 

sentiment would be usurped most effectively by the Young Ireland movement to promote 

separatist politics, as the cause of constitutional reform was overtaken by renewed 

republicanism.47 However, at the period of its inclusion in public concerts, the repertoire 

introduced made no attempt to convey any such political opinion. To have introduced

44 Such movements developed at different rates, but the notation of material from the oral 
tradition and publication of collections gathered pace in the second half of the eighteenth and 
early nineteenth centuries. For details see, 'Scotland, §11, 3 - 7', 'Wales, §3, 5’, and England, 
§11,4, 5’, NG.
45 A letter from Moore was included in a section titled ’Advertisement' at the beginning of the 
second number of the second volume of his Irish Melodies published in London and Dublin 
in 1812.
46 Italics as used by the printer. The ballad 'Lillibulero' was composed during the Williamite 
campaign by Thomas Wharton, who later became Lord Lieutenant, as a parody on earlier 
Catholic expectations. The tune became very popular but was a traditional one which has 
been shown to have been pieced together from earlier material. 0  Suilleabhdin, Sources of 
Irish Traditional Music, pp. xx, xxi. The title 'Lillibulero' came to signify all politically- 
charged Irish ballads.
47 The implications of the movement to preserve Irish music and its later politicisation are 
detailed most effectively in two chapters History and Romanticism’ and 'Antiquarianism and 
Politics', in White, The Keeper’s Recital, pp. 36 - 73.
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repertoire which challenged the constitutional status quo would have been unacceptable. 

Concerts, essentially a refined entertainment, had no role in the spread of radical politics.

The movement to preserve the ethnic musical tradition accelerated with the Belfast Harp 

Festival in 1792, and the repertoire collected there reached wide public attention as Edward 

Bunting began publication with the first of three volumes of A General Collection of the 

Ancient Irish Music in 1797.48 There was a significant increase in the number of publications 

of Irish national music in the decades 1791 to 1800 (in excess of 60 published), and 1805 to 

1814 (in excess of 45).49 Among the most active collectors, editors and publishers were: 

Elizabeth Rhames (who issued eight publications c. 1790 and two c. 1800); Morris Hime 

(twenty-one collections of 'country dances' in the years 1795 to 1814); B Cooke (five 

collections of air or dances from c. 1795 to 1797 and c. 1805); Smollet Holden (four collections 

c. 1805 and c. 1807); and William Power (five collections of dances from 1810 to 1812).50 

Interest in diverse ethnic musics was reflected in Bunting's second volume, published in 1809, 

which included a historical and critical dissertation on the Egyptian, British and Irish 

Harps'.51 Thomas Moore's A Selection of Irish Melodies began to appear from 1808 and by 

1834 had reached ten 'selections' and a supplement.52 Moore’s words and tunes, drawing

48 Earlier Harp Festivals had been held at Granard from 1781 to 1785. For details of the Belfast 
event see Yeats, The Harp of Ireland, and Harbison, The Legacy of the Belfast Harper's 
Festival 1792’. Bunting's first volume contained 66 melodies adapted for the pianoforte’ 
comprising those he notated at the Festival and those of other collectors. The assumption 
that the publication was in 1796 has recently been shown to be incorrect, see Audley, 'The 
Provenance of the Londonderry Air p. 206 n. 4. At least two pirated editions were issued by 
Lee and Hime in Dublin. For the numerous editions of Bunting’s volumes issued during his 
life, see 6  Casaide, 'Bibliography of Bunting's Printed Collections', pp. 35 - 37.
49 The collections varied greatly in size and a number included Scottish material. An 
impression of the increased pace of publication may be gained from the list of contents in 
Sources of Irish Traditional Music. In the decade 1781 to 1790 c. 40 publications are 
identified, and from 1815 to 1824 around eighteen. Most of the publications were issued in 
Dublin but some are included from London and a few from Edinburgh. The lull after 1800 is 
likely to relate in part to the crisis in the printing industry caused by the imposition of 
copyright laws, noted above pp. 57, 59.
50 For details see Sources of Irish Traditional Music. Some of the publications listed for Cooke 
include the forename Bartlett, which is somewhat uncertain, see above p. 174 n. 49. Hogan 
notes twenty publishers who issued collections of Irish airs between 17S0 and 1830. Hogan, 
pp. 91 -100.
51 This volume contains 75 airs with texts in English. Bunting dropped his intention to 
include Irish texts after Patrick Lynch, with whom he toured Connaught in 1802 and collected 
texts of 150 songs, turned King’s evidence against their mutual friend Thomas Russell, a 
United Irishman hanged in 1803. Bitter estrangement resulted between Lynch and Bunting. 
White The Keeper's Recital P- 42.
52 Peter Ward Jones reports that the first two parts were published in London and Dublin in 
1808 (not 1807 as often stated)', Power, James, NG. In October 1807 it was announced in 
Dublin that the 'Irish Melodies [are] In the Press and shortly will be Published', and in April 
1808 they were advertised and signatures for the succeeding numbers' were sought. FJ 21 10 
to 02 11 1807; 08 04 to 12 04 1808. They were published jointly by the brothers James Power 
in London and William Power in Dublin, and by each separately from 1818. The final two
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freely on Bunting's collections (much to his annoyance), set with 'symphonies and 

accompaniments' by Sir John Stevenson, brought him enormous popularity.

The foundation of the Irish Harp Society in Belfast in 1808, with one of the 1792 Festival 

harpers Arthur O'Neill as its tutor, provided the impetus for a similar though independent 

society in Dublin.53 The Irish Harp Society in Dublin was founded in 1809 by John Bernard 

Trotter.54 Its object was to preserve the harp and its repertoire by means of training young 

blind performers. The first reported meeting was on 13 July 1809 when, with General 

Valiancy in the chair, it was resolved to issue circulating letters throughout Ireland 

requesting support.55 At a meeting at the Royal Dublin Society's house in Hawkins Street on 

22 July, the subscribers, including a great number of Ladies of rank and respectability', heard 

the venerable harper' Patrick Quin who had been appointed tutor and his first pupil, a blind 

boy who had completed his first week of instruction.56 A copy of a circular letter was 

published on 28 July and reported that the Society had received subscriptions to the value of 

£150 per annum.57 With the membership growing, meetings moved to the Little Theatre 

Capel Street on 29 July and a committee was officially formed to undertake the Society's 

business.58 Advertisements were issued seeking pupils and at a general meeting of the 

Society on Wednesday 9 August it was decided to promote a fund-raising concert, the 'First 

Commemoration of Carolan'.59 The Society now received an extraordinary boost from the

selections and supplement were published by James alone. 'Moore, Thomas (ii)', and Power, 
James', NG.
53 The Belfast Society housed, clothed and taught poor blind children. It ran into financial 
difficulty in 1812 and declined. O'Neill died in 1816, but the Society was revived in 1819 
funded by Ulstermen domiciled in Bengal. Over three hundred subscribed nearly £1,200 and 
Valentine Rainey, a former pupil, was appointed tutor. The Society was effectively 
maintained from India but when their contact J Williamson Fulton, died funding ceased and 
in 1839 it went out of existence. For details see Johnston, pp. 70, 78, 79, 260 - 262.
54 FJ 28 07 1809. This reports 'this establishment... is chiefly indebted to...'.
55 FJ 14 07 1809.
56 Patrick Quin, from Portadown county Armagh, was one of the youngest harpers at the 
Belfast Festival in 1792, then aged around 47, and was himself blind. He became commonly 
referred to as the venerable His pupil of considerable musical talents ... made a 
surprisingly good attempt'. FJ 26 07 1809. Fox, Annals of the Irish Harpers, p. 128.
57 FJ 28 07 1809. This presumably was the letter resolved on 13 July. It also reported one 
promising pupil’.
58 The following were elected: General Valiancy President; J B Trotter Secretary; J Singer; J 
Bush; T Conolly, 10 Upper Mount Street; Rev H O’Neill, Chapel Izod; T H Graves, Great 
Britain Street; Rev W Liddiard, Swords; T Swift Circular Road. FJ 28 07, 01 08 1809. Quin 
attended and played. Committee meetings were at first held at Watson's Booksellers in Capel 
Street.
59 FJ 12 08 1809. A dinner had been given on 4 August by Sir Henry and Lady Wilkinson 'at 
their beautiful seat of Corballis, near Swords', attended by Quin and numerous Ladies and 
Gentlemen' of the Society. Among those attending were Sir Edward and Lady Ryan, and 
Captain Green. FJ 05 08 1809. Calls for pupils appeared in FJ 04 08, 08 08, 10 08 1809.

- C h a p te r  11: A r e a s  o f  in n o v a t io n  -



267

Anglican Bishop of Kildare who presented a house in Glasnevin for their use.60 At the end of 

the month it was reported that Quin 'the blind Harper and his ten blind pupils' lived there.61

The establishment of the Society and the promotion of a Commemoration were praised in the 

press. Many reasons were given for why the initiative deserved public support: to preserve 

the repertoire; to train new performers; to redress years of neglect; the merits of charity; the 

improving effects of national music; cultural patriotism; and to honour the memory of the 

'immortal bards'.62 63 An interesting parallel was asserted: that 'England, in the 

Commemoration of Handel, shews [shows] her regard for foreign talent; and shall not Ireland 

in Commemoration of her Carolan, evince her national pride in a manner which Science and 

Nature must ever be proud to own?'.62 The same point could have been made with regard to 

Dublin, but perhaps diplomatically it was left unsaid. While it may have been hoped that the 

Commemoration of Carolan might gain general support, much as the Handel events in 

England had become a musical ritual shared by the various political and religious groupings, 

the initiative in Ireland was short-lived and later politicisation would deny this possibility.64

The 'First Commemoration of Carolan' took place at the Private Theatre Fishamble Street on 

20 September 1809.65 It seems that the entire programme was to consist of 'Ancient Irish 

Music' in arrangements by Logier, Stevenson and Thomas Cooke.66 The concert began with 

an arrangement by Logier for grand orchestra’ of 'Carolan's Concerto, with additions'. 

Founded on perhaps the best known piece by the most venerated of all the harpers, this may 

have drawn further material directly from Stevenson's contribution to Moore's Irish 

Melodies. The first 'selection', published in 1808, begins with an Introductory Piece' for two 

pianos which contains four airs: 'Carolan's Concerto', 'The Pleasant Rocks’, 'Planxty Drury’ 

and 'The Beardless Boy'.67 Logier may simply have orchestrated Stevenson's selection of

60 His action was reported to the Society on 18 August and a resolution thanking him was 
published. FJ 21 08, 22 08 1809.
61 In this published letter to the editor the writer recalled a visit to hear Quin at Trotter's 
house in Clontarf, with whom he had been staying, before moving to the noble large house - 
free of rent or fine' provided by the Bishop. FJ 31 08 1809.
62 For two examples which expressed common themes see FJ 15 08*, 22 08* 1809. Articles 
relating to the history of the Irish harp and its music were published in FJ 20 09, 07 10,15 10 
1809:11 01 1810.
63 FJ 15 08 1809*.
64 For a full treatment of this aspect of events in England see Weber, Musical Classics The 
1784 Handel Commemoration as Political Ritual', pp. 223 - 242.
65 Chron 1809: 9. Quite unusually, admission to all areas of the theatre was 5s.
66 Further comments on the repertoire of Irish national music are made below, see pp. 319 - 
324. As was common the concert concluded with 'God save the King', but in view of later 
political connotations this underlines the point that nationalist and unionist expression were 
compatible at this time.
67 In the index to the volume the four airs are bracketed together and each are set in Eb major. 
The Beardless Boy' alternates phrases in C minor and Eb major but concludes in Eb. The airs,
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material. The resulting piece may have been similar in principal to the 'Medley Overture' 

arranged by Cooke which began the second act.68 Each of the vocal items had contemporary 

texts provided by Moore, O'Keefe, 'J S' (presumably John Stevenson), Mrs Liddiard and E 

Swift.69 The song and glee on the air Gramachree' with a text by Moore |'The harp that once 

through Tara's halls'| arranged by Stevenson; the song on the air The Brown Thorn' with a 

text by Stevenson and arranged by Logier; the glee 'Cardan's Fairy Queen' with a text by 

Moore ['By the hope within us springing ) arranged by Stevenson; and the song on the air 

'Planxty Kelly' with a text by Moore ['Fly not yet ] arranged by Cooke; are each to be found in 

Moore’s Irish Melodies.70 Elements of the programme suggest that the Irish Melodies was an 

influential publication. Although there was no explicit attempt by Moore or Stevenson to 

market the publication through the performance, it may have gained some attention. Their 

commercial gain may not have been viewed as appropriate in the circumstances of the event.

Cooke led the orchestra with Logier presiding at the piano, and the vocal and instrumental 

soloists were almost all familiar figures in concerts in Dublin. The exception was Patrick 

Quin, who it seems was making his first appearance.71 Quin played a number of old national 

Airs' between the two acts, and his performance was the only one which presented this music 

in its original form. The concert proved enormously popular and it was reported that there 

were more than a thousand persons who could not obtain admittance’.72 Of Quin it was 

remarked that 'he had (an) almost indescribably interesting appearance, and threw his fingers 

across the strings with all the ability of a master'.73 He was immediately in great demand and 

appeared within a week at a charity concert in the Fishamble Street theatre for Bow Street 

Female Asylum, playing before the concert and between the two acts.74 Because of the

which contrast in tempo, could be played in isolation or sequentially, but no indication is 
given of what was intended.
68 A 'Capricio on the Crand Piano Forte' arranged by Cooke and performed by Miss Cheese 
was later published as Cooke's 'Irish Capriccio' in London and Dublin by Goulding & Co, 
priced 5s 5d. FJ 16 11 1809.
69 Mrs Liddiard was perhaps the wife of the committee member Rev W Liddiard. A Mr E L 
Swift later served on the committee, see pp. 266 n. 58, 269 n. 78.
70The first and second numbers of Irish Melodies were published in 1808 as the first volume. 
The first and second numbers of the second volume were published in 1810 and 1811 
respectively. The performance of 'Cardan's Fairy Queen’ pre-dates its publication as The 
Fairy Queen' in 1810. The other items identified were already published.
71 As a travelling harper he may have played in the homes of a few of the concert-going 
public, but this appears to have been the first time he was identified in the larger forum of 
public concerts in Dublin.
72 FJ 22 09 1809*.
73 A well known engraving of Quin by Brocas after Trotter appears in ’Ireland, §11, 6', NG.
74 Chron 1809:10. Logier composed a 'Medley Overture' for this occasion, possibly based on 
national airs, and a Mr Martin, not otherwise identified in concerts, sang two songs on airs by 
Carolan.
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numbers unable to gain admission, the Commemoration of Carolan was repeated at the 

Rotunda on 27 September.75

In December 1809 a reminder was issued by J B Trotter, secretary of the Irish Harp Society, 

urging 'Gentlemen who have not accounted for their Tickets' and the many subscribers 

|whol have not paid their subscription', to do so.76 A general meeting was called for early 

January 1810 to elect a new president, as General Valiancy had resigned.77 This was delayed 

until 17 March 1810, when the Bishop of Kildare was elected president and Robert Walsh 

took over as secretary.78 In August 1810 the report of the finance committee was made 

public.79 Income from subscriptions of £154 14s 6d, and from the Commemoration of Carolan 

of £214 8s 5d, totalled £369 2s lid : with expenses from 'Concerts, Pupils, Printing, 

Advertisements &c' of £247 18s 7d, leaving £121 4s 4d. Of this, £101 19s 3d invested in 5% 

Government debentures left a balance with the treasurer of £19 5s Id .80 Hope had been 

expressed at the time of the Commemoration that it would become annual, but the events in 

1809 were the only public concerts promoted by the Society.81 There seems to have been a 

long delay in collecting the subscriptions and settling the accounts of the concerts. The 

income would suggest a combined attendance at the two concerts of not significantly more 

than 850 people.82 Although costs associated with pupils and sundry expenses were 

included, it might have been felt that the profit from the concerts was quite modest, and 

subscriptions would seem to have been their most efficient means of funding. The work of 

the Irish Harp Society continued and general meetings held in Goulding s premises, later 

Willis's, at 7 Westmorland Street were announced occasionally in the press until 1817.83

It is difficult to judge the success of the Society from an assessment of its concerts. There is no 

evidence that the young harpers they taught made any contribution to public concerts, but 

this was not their traditional forum. Johnston's comments on the Irish Harp Society in Belfast

75 Chron 1809:11. The use of the Rotunda rather than the Private Theatre would suggest that 
the numbers disappointed were substantial. Only one item in the programme was changed.
76 FJ 12 12 to 18 12 1809.
77 FJ 21 12, 2212,26 121809.
78 FJ 11 01, 20 01, 02 02 1810. The committee in January 1810 were Sir Henry Wilkinson, J B 
Trotter, T Swift, Rev W Liddiard, E L Swift, Thomas W Harstone, Rev R Walsh, P S Sterne, 
and S Walker. Hogan reports three sub-committees dealt with finance, music and literature. 
An account of the Belfast Society published in 1810, names a committee of 14, with three sub
committees for (i) the study of the Irish language and antiquities, (ii) the progress of pupils 
and the collection of repertoire, and (iii) to receive subscriptions and oversee the expenses of 
their house. It seems the Dublin Society followed their lead. FJ 12 02 1810, Hogan, pp. 92, 93.
79 FJ 29 08 1810. It was resolved in February that details would be published. FJ 02 02 1810.
80 It may be noted that their strategy was similar to that of the Irish Musical Fund Society.
81 FJ 22 08 1809.
82 With admission of 5s sterling (5s 5d Irish) or 5s Irish, a range arises of between 791 and 857 
people, but a charge for programme booklets which were used could reduce this range.
85 FJ 19 08 1811, 11 05 1812, 29 04 1817.
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may equally apply in Dublin.84 By combining musical aims (the revival of the Irish harp) 

with philanthropic aims (the provision of a means of self-sufficiency for poor blind children), 

the Society was to some extent self-defeating. Johnston comments, 'however commendable 

the philanthropy, it fatally weakened the main enterprise ... the sighted harper was likely to 

be the more effective exemplar of his art' and the preference for blind children from poor 

homes had the effect of relegating the Irish harper to a low social stratum'.

The circumstances of the demise of the Irish Harp Society in Dublin remain unclear. 

Although it was founded with much enthusiasm and managed to invest some capital, 

interest payments would have been low, and it must have been heavily reliant on annual 

subscriptions. It seems that over time this support waned. This was the experience in 

Belfast, and when Trotter, the Dublin society's principal benefactor, went bankrupt in 1817, 

its activity ceased.85 The Society did bring the instrument back to public attention and also 

sponsored its development. In 1809 the Society engaged John Egan as their harp maker, and 

in 1812 he announced an instrument capable of passing to any key without interruption, in 

which the complexity of pedals is avoided' and which was 'still so cheap and portable as to be 

adapted to the limited means and general use of itinerant Minstrels'.86 Egan's manufacture of 

Irish harps and pedal harps provided a local source of affordable instruments and 

encouraged the spread of amateur performance.

At the same time as interest was increasing in the Irish harp, Irish pipers asserted their public 

profile. Within a short period, a group of pipers announced their arrival or relocation to 

better accommodation in other venues. Mr Murphy announced in March 1813 that he had 

moved from the Smuggler's Tavern Cook Street, to play every evening at the Griffin Tavern 

Dame's Court in 'a Suite of apartments, both commodious and well adapted to give best 

effect to the music'.87 Later in the year John Geogeghan moved from Darcy's Tavern Essex 

Street to Malone's Old Smuggler’s Tavern 47 Cook Street, and William Talbot the ’Munster 

Piper and Flageolet performer1 moved to play every evening in that spacious Room upstairs' 

in the Lamb Tavern Corn Market.88 In 1814 Thomas Keating announced his arrival from 

London, having played before the Prince Regent, the Emperor of Russia and the King of 

Prussia', and that he would play every evening except Sundays from 8pm to 12pm at the O P

84 See Johnston, pp. 78, 79.
85 Fox, Annals of the Irish Harpers, p. 57.
86 FJ 28 05 1812. Adding 'the graceful curve in the clansoch and cionar of the original Irish 
harp are preserved'. He also developed a seven-octave harp, E' to e"", with a simplified 
action which could play in all keys, reporting that 'the steel springs so complex and so 
injurious to the tone of the Pedal Harp are entirely laid aside'. These followed similar 
developments patented by Erard in 1810 in London. See 'Harp, §9', NG.
87 FJ 16 02 1813.
88 FJ 13 07, 01 10 1813 respectively. The specific address might suggest there were two 
similarly titled taverns in Cook Street, but perhaps they were the same one.
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Tavern' Trinity Street.89 90 Also in 1814, Edward Plunket announced his performance on the 

Union Pipes at Kane's Tavern Hoey's Court Werburgh Street.911 Just one harper, a native 

performer on the Welsh harp, announced his performance at the Hibernia Tavern Crow 

Street in 1814.91 It would appear that an upsurge of enthusiasm for the Irish pipes followed 

that for the Irish harp. Both shared in the movement to revive national music and were 

mutually encouraging, but perhaps some attention was deflected from the work of the Irish 

Harp Society as a result.

John Fallon, a violinist in the orchestra of the Theatre Royal Crow Street, was the only 

professional musician to include a significant element of national music in his concerts. A 

month after the Commemoration of Carolan concerts, his benefit at the Rotunda on 30 

October 1809 featured 'Ancient Irish Airs, hitherto in oblivion'.92 A series of ten named airs 

were presented in an orchestral arrangement.93 This manner of presentation, like the 

medley' overtures, seems to have been adopted from miscellaneous selections of items 

played by Quin in concerts, and other harpers in different contexts. The opening overture, 

violin concerto and concluding 'Grand Medley Overture' by Fallon, most likely drew on 

national music. A 'Mr Moore' sang two songs, 'The Streamlet' by Shield and Death of the 

hound' by Fallon. If this was Thomas Moore, it would appear to have been his first and last 

appearance in public concerts in Dublin.94 Fallon's next event, a concert of National Music' 

on 2 November 1812, concluded with his orchestral arrangement of thirteen airs.95 Nine of 

the airs appeared in the earlier work, but it was claimed that some had never been heard by 

the public before. A preview of the concert stressed that 'Mr F has taken particular care to 

preserve them from modern innovations. They will therefore be given in their original style;

89 FJ 29 07 1814. A review of his 'remarkably brilliant' performance, with 'passages hitherto 
considered too difficult’, also reported that he had played in performances of Oscar and 
Malvina at Drury Lane and Covent Garden. FJ 03 08 1814.
90 FJ 30 07 1814. He would play each evening, except Sundays, from 8pm and each day from 
4pm to 5pm, when Dinner, including porter, for Is 6d’ would be available.
91 FJ 03 01 1814. Later in 1817 a Miss O'Reilly announced her performances on the Irish harp 
at the Richmond Tavern 31 Upper Ormond Quay with 'Jones the celebrated Welsh Harper’, 
and Mr Rainey and Mr McBride who had obtained certificates from the Belfast Society 
announced their performance at the Shamrock Tavern Fownes Street. Rainey became tutor 
for the Belfast Society. FJ 31 03,18 11 1817.
92 Chron 1809:14.
93These may have been presented in a series of unconnected movements, or may have 
progressed directly from one to the next. For further comment on the choice of airs see 
below, pp. 322 - 324.
91 His performance in the private gatherings of the Irish Harmonic Society have been noted 
above, pp. 135,136. This poses the question of why he seems to have appeared so rarely in 
public concerts? By now he had achieved considerable wealth and reputation as a poet and 
writer for the stage, and it may be that he preferred performance in private social gatherings, 
although no assumptions as to his vocal ability should be drawn.
95 Chron 1812: 18. It may be noted that Molly Malone' the undying favourite among Irish 
ballads appears to have made her concert debut, sung by Barton.
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unmixed and unencumbered with the improvements of more refined times'.96 The remainder 

of the programme comprised v6cal items, mostly by Irish composers, but also a piano 

concerto by Dussek and a trio for piano, violin and cello by Haydn.

Fallon's concerts followed a regular pattern. He promoted 'National Music’ events at the 

Rotunda again in 1814, 1818, 1821 and 1822.97 98 Each of these featured his orchestral 

arrangement of Irish airs.18 Usually the same group of airs was included, with just one or 

two changes. In 1818 some of the airs were given with obbligato parts for one or sometimes 

two instruments, and thereafter each of the airs was presented in this style. As before, much 

of the vocal repertoire was by local composers, often drawing on national melodies, but again 

piano concertos played by Miss Fallon and instrumental chamber music presented 

mainstream concert repertoire by Dussek, Beethoven, Steibelt, Ries and Kalkbrenner. Fallon 

clearly took the model for his concerts from the Commemoration of Carolan in 1809 and 

developed a specialism for the promotion of this repertoire.

Apart from promotions by the Irish Harp Society and Fallon, the movement to revive Irish 

national music found little lasting expression in concert life. Attempts to integrate music of 

the ethnic tradition with the European concert tradition, or at least bring them into closer 

contact, were short-lived and ultimately failed in this forum. The inherent contrast of styles 

and performance practice resisted such attempts and the two traditions continued their 

development in separate spheres.99 While the collection and notation of material was 

necessary to safeguard the oral tradition, there was a recognition that something of its 

original or authentic character defied this process.100 Fallon attempted to avoid modern 

'improvements', but fundamental obstacles remained. Such a fluid repertoire would not 

translate easily into notated arrangements without compromising something of its 

spontaneity. Interest in national music did revive and develop, but ethnic styles of 

performance were pursued in their traditional forum.

96 FJ 30 10 1812*.
97 Chron 1814: 29. Later concerts were on 12 November 1818, 10 January 1821 and 26 
November 1822. See FJ 1410,0711 to 14 11 1818; 22 12 1820 to 10 01 1821; 21 11,2311,26 11 
1822.
98 William O’Rourke presented an orchestral arrangement of five airs at his concert on 30 May 
1817. His concert was the only one to follow Fallon's example. FJ and DJ 27 05, 29 05 1817.
99 It could be argued that the central dilemma of how to integrate the two traditions without 
compromise, has to some extent ensured their separation to the present. For an assessment of 
how this issue was addressed by the Irish composer 0  Riada in the mid-twentieth century, 
see White, 'Sean 6  Riada and the Crisis of Modernism in Irish Music’, The Keeper's Rpritai 
pp. 125 -150.
100 music of non-European cultures required a much greater degree of transcription. For 
a detailed account of activity in this area by members of Anglo-Indian Society see Woodfield, 
Music of the Raj, 'The Encounter with fndian Music', pp. 148 -180.
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(iv) Military music

The marked increase in the involvement of military musicians, and the expansion of military 

music in concert life occurred as a result of quite specific circumstances. Perhaps the most 

important was the presence of Logier and the Willmans, whose activity formed a conduit 

between military music and concert life. This development received an impetus from events 

in Dublin in 1806 in honour of the victory and death of Nelson in the Battle of Trafalgar on 21 

October 1805. There was widespread public commemoration of the achievements of the 

fallen hero and celebration that the naval war had been won for Britain. A concert was held 

on 15 January 1806 which contributed to the Nelson Monument and, soon after, Logier 

presented an orchestral work which was clearly intended as his tribute.101 This was 

performed on 31 January 1806 at Spray's concert in the Public Rooms of the Rotunda.102 

Logier's 'Grand Characteristic Piece', called 'The Battle of Trafalgar, or The Defeating of the 

Combined French and Spanish Fleet', consisted of eighteen movements depicting the various 

scenes of the battle. McVeigh comments that the 1790s saw a veritable vogue for pictorialism 

in music' in London, and that the two principal themes were manifestations of nature and 

military representations'.103 Examples performed in London, such as Raimondi s 'Battle' 

symphony of 1785, Haydn's 'La Chasse' symphony, and Steibelt's 'La Chasse' and 'Storm' 

concertos, had already been performed in Dublin.104 The success of Logier's piece raised the 

popularity of 'battle' pieces in Dublin. The titles of the movements outlined the action:

The respective commanders reflecting on the event of the battle; The Fleets discovering 
each other, prepare for battle; Signal of the Enemy, and; Music in their Fleet (apparently 
at a distance); Lord Nelson's Grand March; Lord Nelson confident of being victorious; 
The word of Command of the British Commander; The English Fleet moves to the Attack; 
General Attack; The engagement becomes general; Lord Nelson is wounded; He is 
Dying; The enemy striking their colours; Cries of the wounded and dying; Rage of the 
French Admiral at losing the Battle; The Fleet lamenting the death of their beloved 
Commander; Rule Britannia; Finale.

The work was performed ’by a Double Band, consisting of the Donegal Band and a full 

orchestra’. Spray announced the names of eighteen instrumental performers and indicated 

that there would also be ’horns and trumpets'. Although the full extent of the ensemble is 

unclear, it was larger than usual, with the orchestra probably around twenty-seven. The 

work successfully engaged the audience’s imagination, and it was reported that most 

animating and beautiful were those parts of it descriptive of our conquest, and awful and

101 Logier was certainly an entrepreneur and perhaps an opportunist, but it would be unfair 
to conclude the piece simply exploited the popular mood.
102 Chron 1806: 2.
103 McVeigh reports that it was not until the 1780s that descriptive orchestral music made a 
significant impact. See McVeigh, Concert life, pp. 115 -118.
104 See Boy dell, Rotunda, pp. 133,134,167; also Appendix 12.
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truly affecting was the passage that portrayed the fall of our departed hero, which drew tears 

from many eyes'.105

The celebrations of the fiftieth year of the reign of George 111 in 1809 allowed Logier and the 

Willmans to take advantage of the large numbers of military musicians in Dublin. The 

Willmans held a benefit at the Fishamble Street Theatre on 19 October and Logier presented 

'The Battle of Trafalgar' again, but this time with greatly increased resources.106 Between 

them, they arranged the involvement of seven military bands: the Royal Scots Greys, 11th 

Dragoons, Royal Tyrone, Royal North Downshire, Kerry, Donegal and Derry Regiments’. 

This provided an ensemble of 'nearly 100 performers'. This was an unusually large ensemble 

and the piece again caught the popular mood: 'amidst the many novelties in Musical 

Entertainment, this is certainly one of the grandest ever attempted here; and the general 

prepossession in favour of Military Music in preference to stringed instruments, will, it is 

supposed cause an overflow'.107 The celebration of the 'Jubilee' took place over three days, 

beginning on 25 October 1809. On the first day the members of the Corporation and Irish 

administration attended a special service in Christ Church Cathedral, at which the Bishop of 

Cork preached, and in the evening a dinner was held at the Rotunda, after which a Jubilee 

Ode' composed by Logier was performed.108 109 On the third day the Ode was repeated at a Ball 

in the Assembly Rooms of the Rotunda, and a public performance followed on 1 November 

as part of a charity concert in the Royal Hibernian Theatre.1119 With these performances, 

Logier further established his position.

As the war in Europe progressed towards victory for Britain, Logier continued his 'Grand 

Military' celebrations of key battles. On 23 July 1813 he promoted an afternoon concert at the 

Rotunda which premiered The Battle of Vittoria, a characteristic military sonata in honour of 

Marquise Wellington and commemoration of that glorious victory'.110 This was performed 

by 'all the military bands of the Garrison, string instruments and organ, upwards of 150 

performers'. The programme also included part of The Battle of Trafalgar'. This appears to 

have been the largest ensemble of the period from 1792, and possibly the largest instrumental

105 FJ 04 02 1806*. Its effect may have been exaggerated, but this was the first report of such 
an emotional response from an audience in the period from 1792.
106 Chron 1809:13. This time it was titled a Grand Military Piece', and it seems likely that he 
reworked the orchestration to accommodate the increased number of military musicians.
11)7 FJ 17101809*.
108 DJ 26 10 1809. It was reported that over 500 guests attended the dinner. The full text of 
the Ode was published with an indication of the 54 of its 123 lines which were set by Logier. 
On 27 October the Customs Officers held a dinner at Morrisson's in Dawson Street, and a 
'Jubilee Ode' composed by Stevenson was performed. DJ 28 10 1809.
109 Chron 1809:15.
110 Chron 1813:11. Vittoria was occasionally given as 'Vitoria' or 'Victoria', and has been 
standardised.
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ensemble to date.111 Always the entrepreneur, Logier adopted a novel method of admission. 

He announced that 'The Battle of Vittoria’ had been published in an arrangement for piano, 

priced 5s sterling; that purchasers would be granted free admission to the concerts; and that 

this was the only means of admission.112 These arrangements were published in Freeman's 

lournal on 21 July, but on the next day were changed: 'the application for admission ... 

having greatly exceeded the number of copies, which could be struck off in the necessary 

periods, he will issue admission tickets at 4s 4d each'. Presumably Logier thought he had 

enough copies when making the first regulations, but he seems to have been caught out by 

the demand. The view that families would prefer tickets to 'superfluous' copies of the music 

was also expressed, and he proposed one free copy for those purchasing six tickets. His 

decision to reduce the admission charge to 4s 4d might reflect the cost of printing the music, 

an element of compensation for the difficulties, or an expectation of a high or low 

attendance.113 The event was enthusiastically supported and on 3 August it was repeated in 

compliance with ... very pressing wishes'.114 This time a 'Grand March, appropriate to the 

late Successes, as described in the Dispatches of Field Marshal the Marquis of Wellington' 

was added to the work. In a preview of this performance it was reported that those who had 

been present at the first Commemoration of Handel in Westminster Abbey and the premier 

of The Battle of Vittoria' remarked that 'nothing since attempted bears such a resemblance'.115

In response to 'the universal desire to have the same repeated', The Battle of Vittoria' was 

played at concerts in the Rotunda for the benefit of the Lying-in Hospital on 11 August 1813, 

and again by popular demand on 27 August.116 The arrangements were that the gates would 

open at 7:30pm, and that a band would play as people strolled through the Gardens. The 

opening of the Rotunda doors would be announced by a Trumpet Signal' and the 

performance of The Battle of Vittoria' would begin at 9:30pm, with 'a full and complete 

orchestra including five regimental bands'. The following provides a vivid account of what 

occurred:117

111 The last performance of such exceptional scale would seem to have been the early 
Commemoration of Handel performances in the period 1787 to 1791. A large part of the 
ensembles involved in these performances would have been the chorus.
112 Evening concerts at the Rotunda were usually 7s, and afternoon concerts usually around 
5s. Although the method of admission was unorthodox, his charge was typical.
113 At the next performance a price of 3s 4d was announced. Given the usual equivalence to 
sterling values, 3s 3d or 4s 4d would be expected and it seems likely that this was a mis-print 
for 4s 4d.
114 Chron 1813:12. The extract from The Battle of Trafalgar' was not advertised but may have 
been performed.
115 FJ 02 08 1813*.
116 Chron 1813:13,14.
117 FJ 16 08 1813*.
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... an unprecedented concourse of company attended the Rotunda Gardens, in 
consequence of the general anxiety expressed to witness the effect of Logier's new 
composition intended to commemorate the splendid Victory of Vittoria. So early as 
seven o'clock the entrance to the Gardens was literally besieged, and for some time there 
was a partial confusion and considerable difficulty in receiving the admission money. - 
The Gardens presented a very brilliant scene - considerably more than 2000 persons 
actually paid, and it is supposed that very many were carried in without the possibility of 
paying. The Garden door communicating with the Rotunda, was the next object which 
attracted the great majority, and the company displayed an eagerness truly wonderful, 
when the pressure at the first door is considered. ... the Grand Swell of such a number of 
instruments,... produced an effect altogether so animating and so inspiring that it would 
be difficult to express the sensations it produced. As it is intended to repeat the 
entertainment, we understand arrangements will be made so as to render the admission 
more easy, and prevent altogether the very unpleasant confusion that occurred on the 
first occasion.

Other examples of battle’ pieces were identified in the announcement of the second concert: 

’The Battle of Prague' by Kotzwara, and The Battle Salamanca’ by Keile.” 8 These may have 

been performed in the Rotunda, or in the Gardens by the band, and may have been 

performed on the earlier occasion. The Rotunda Gardens were usually opened from late May 

or June for 'Promenades', with a military band playing every fine evening, Sundays 

excepted', until mid-September, with admission at 5d.118 119 These provided very affordable 

entertainment. The two evening performances of Logier’s work occurred in expanded 

versions of the promenades, and as special events of this type, the admission charge was 

increased to Is 8d. As concert events, these were by far the lowest admission charges of the 

period.

With clear public enthusiasm for such performances, the Military Musical Society promoted 

its 'First Annual Concert' on 13 May 1814.120 Logier would appear to be the most likely 

founder of the Society, but this is unconfirmed and Thomas Willman may have had a leading 

role. The Society was 'instituted for the benefit of distressed and decayed military musicians 

and their families' and had obvious parallels with the Irish Musical Fund Society. This 

initiative was well supported by the resident profession. It was announced that the whole 

professional talent of Dublin in every line of musical performance' had 'liberally offered their

118 'The Battle of Prague' was published c. 1788 while Kotzwara was in Dublin. It was 
originally scored for keyboard, violin, cello and optional drum. It had phenomenal success 
with almost 40 reprints in London, America and Europe. 'Koczwara', NG. The Battle of 
Salamanca' was a recent work commemorating Wellington's victory in 1812, in the year 
before that at Vittoria.
119 There were some variations, for example, in 1811 indoor promenades were held on 
Tuesdays and Fridays in September with admission at lOd, and in 1812 vocal music was 
presented along with the Leicestershire Militia Band. This type of event resumed when the 
facilities re-opened in 1801. For announcements of some of the recent seasons see FJ 06 06 
1808,12 05 1809,13 09 1811, 30 05 1812,23 06 1813.
120 Chron 1814:11. Announcements were issued from 28 April 1814 but no commentary 
which may have provided details of its foundation has been found.
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assistance', and ten singers and ten principal instrumentalists were named. Much of the 

repertoire consisted of popular favourites, but the main attraction was Logier's latest large- 

scale work. His 'Grand Military Sinfonia, The Surrender of Paris' was composed for the 

occasion and would be performed by 'all the Military Musicians of the Garrison', with 

orchestra and organ, comprising upwards of 120 performers'.121 The co-ordination of the 

performance was shared between Logier directing from the piano, Thomas Willman the 

leader of the bands, and John Mahon the leader of the orchestra. A report of the rehearsal 

confirms that the work depicted various scenes of the event: 'during that part which 

described the Battle of Montmartre and the heights of Bellevue, it w'as impossible not to 

imagine oneself in scenes of danger and the most awful confusion'.122 At the performance it 

received admiration and enthusiastic applause' and was predicted to stand among the most 

popular compositions of the time'.123 Although the original intention had been to promote 

annual concerts, this was the only event held for the Military Musical Society. No further 

references to the Society have been found and it would appear to have been short-lived. A 

possible explanation may be that the Irish Musical Fund Society altered its exclusion of 

military musicians.124 However, there was no report in their records that members or funds 

transferred from the Military Musical Society.125

John Mahon, who led the orchestra in Logier's performances in 1813 and 1814, adopted 

Logier’s model for his benefit concert at the Rotunda on 13 December 1814.126 This seems to 

have been the only promotion which combined aspects of the expansion of both Irish national 

music and military music in concert life. His concert consisted of a 'Grand National Piece of 

Vocal and Instrumental Music in Two Acts, called The Glory of Britain’, and The Pride of 

Hibernia', for three Bands, Vocal, Military and Stringed Instruments, consisting of Recitatives, 

Songs, Quartettos and Choruses', composed by Mahon. His ensemble may not have reached 

the extraordinary proportions involved in Logier's performances, but it was substantial and 

his composition was clearly intended to take advantage of the popularity of national and 

military music. The symbolism of this event should not be overstated, but it does illustrate 

an unusual instance of the co-existence in a single event of Irish national music and British 

military music, two patriotisms expressing Dublin's bi-cultural heritage.

121 An overture by Haydn with additional accompaniments', Logier's The Surrender of 
Paris' at the beginning of act two, and the finale of The Battle of Vittoria' concluding, formed 
the three large-scale performances of the evening. The doors opened at 8:30pm, well in 
advance of the start at 9:30pm.
122 F J11 05 1814*.
123 FJ 20 05 1814*. Despite this, only one performance in Dublin has been identified.
124 As noted above the timing of this remains unclear, see pp. 197 n. 154, 251 n. 108.
125 Although their 'Account Books' remain lost, such a transfer could be expected to merit 
comment in their Transaction Book'.
126 Chron 1814: 32.



The involvement of military musicians notably expanded the scale of concerts in Dublin. The 

events detailed above, involving 100, 120 or 150 performers, presented what were certainly 

among the largest instrumental ensembles heard in the city to date. These events made a 

significant impression and they were very popular, but they remained special occurrences 

and after 1814 they ceased for some time.127 A possible explanation may be that as the war in 

Europe ended, military forces were disbanded or returned to their home garrison and the 

number of bandsmen stationed in Dublin was reduced. At the same time Logier was 

devoting an increasing amount of his time to the development and spread of his system of

teaching the piano.

There are many parallels between the expansion of Irish national and military music in 

concert life. One shared musical feature was the presentation of multi-sectional orchestral 

works. There was little that was new in this, except that the number of sections reached 

double figures, which was unusual. Both national music and military music expressed a 

patriotism which, in the context of the Rebellion and Union, merits careful consideration. A 

plausible case could be made that with the constitutional linkage of the United Kingdom 

apparently secure and irreversible, the cultural expression of Irish nationalism was 

acceptable. There is certainly no evidence that expressions of Irish nationalism in concert life 

developed as a reaction to, or in opposition to, expressions of British nationalism. It would 

be premature to associate Irish cultural nationalism with the political or militant nationalism 

of later years. Expressions of British and Irish cultural nationalism in concert life were at this 

time devoid of political intent and therefore co-existed easily.

(VI The introduction of musical festivals

The promotion of musical festivals in Dublin in 1807 and 1814 was perhaps the most 

significant development of this period and introduced a major form of presentation widely 

used in mainland Britain.128 The 'Musical Festival' promoted in 1807 simply borrowed its 

title from events in England, and did not fully qualify as such in the sense of being a civic 

celebration, or particularly large in scale. Walsh provides a detailed account of this event as 

it relates to opera, and in the present thesis comments will be restricted to its significance in 

relation to concert life.129 The Musical Festival and the events which followed from it were 

the most significant promotions of 1807. The Festival was promoted by Frederick Jones, the

127 The performance of Beethoven’s ’Battle symphony’ with an orchestra and two military 
bands in March 1818 was the next. It was not until the late 1820s that Philharmonic Society 
performances would occasionally involve an orchestra and chorus of around 100, see p. 333.
128 For a detailed discussion of the origin and development of festivals in England to the 
beginning of the nineteenth century see Weber, The Musical Festival and Oratorio Tradition’, 
Musical Classics, pp. 103 -142: also, Pritchard, ’The Musical Festival and the Choral Society’.
129 For further details see Walsh, Opera 2. pp. 37 - 62.
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proprietor of the Theatre Royal, who was eager to engage Angelica Catalani on account of the 

sensation she had created in London since her arrival and first appearance at the King s 

Theatre on 13 December 1806.130 Jones went to London and engaged four of the King's 

Theatre company: the Irish tenor Michael Kelly (manager of the King's Theatre from 1796), 

and with his aid; Catalani; the baritone Giovanni Morelli; and the bass Carlo Rovedino.131 

T he contract agreed between Jones and Paul Valabregue, Catalani s husband and manager, 

reports her engagement for three nights plus a free benefit, for £1,200 sterling plus 

expenses.132 Rumours circulated before her arrival that her fee would be 1,400 guineas; then 

during the visit that it was £400 per performance; and afterwards in London that she had 

earned £2,500.133 Whatever the fee totalled after the engagement was extended, this was the 

most expensive in Dublin to date, and perhaps many times larger than other fees.134 Catalani 

was engaged to sing at the King's Theatre twice each week from 2 January 1808 to 2 August 

for £5,250 plus two free benefit performances, in a season in which no other singer received 

more than £500.135 Comments which provide an assessment of her voice report an extensive 

range, some suggest as wide as three octaves, which lowered over time.136 Occasionally 

Catalani appears to have forced her voice beyond its natural compass and power, exhibited 

inconsistent quality around the change of register, and even tended to sing out of tune. Most 

comments are in fulsome praise of her ability and there was no indication of her limitations 

given during her visits to Dublin. However her voice compared with other singers, the 

extraordinary fees Catalani commanded set her apart from opera stars of the eighteenth 

century, and conferred on her the new super-star’ status of the nineteenth century.

Catalani and the others left London on 6 August 1807 and arrived in Dublin on the 12th.137 

Jones had announced that the Musical Festival’ would comprise Three Subscription

“  Her early c L i o n  ol .he roles of Don Currlo
“  Kelly ■» " ° £  “  rformance of I ,e nozze di Figaro la Vienna on 1 May 1786.
Walshreports'that Morelli and Rovedino had lop quality voices but that by this lime Kelly's 

f  , its best For details see Walsh, Qpera! ,  PP- 41 - 43. 
voice was \. contract appears in Walsh, O pera!, p. 55. It states that Catalani agreed

A facsimi private anywhere in Ireland for a period of one month, and that both
p°diesTgSr^dP“forfeit ¡,f £.,000 lor breach of contracl. Catalan! and Valabregue, a French 
officer, were married in Lisbon in 1804. Valabregue was clearly a shrewd manager but was 

. . . irm aint and unpopular. Walsh/ Opera L, pp. 49, 51.
Magazine May 1807, FJ 21 08 1807, The British Press 29 03 1808 respectively.

S V h T o l i ! ^  size waS by J° neS ° f 2'000 Suineas *° Braham for a
much longer engagement in 1809. See above pp. 233, 234.
us Catalan! Angelica’, NG. During the 1795 to 1796 season at the King's Theatre, Morelli
received £800 and Rovedino £600, and they each earned £500 in 1808. Walsh, Opera 2, p. 43.
136 For details see Walsh, Opera 2. pp. 43, 45 - 47. It may be suspected that three octaves' was 
given as a neat measurement. Walsh asserts that although commonly described as a soprano

to modern ears she may have been a mezzo soprano with an extensive upper register'.
137 Walsh reports that Catalani, her husband, Kelly, Rovedino and Morelli travelled together 
via Birmingham to Portpatrick, which provided a short crossing to Donaghadee, then visited
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Concerts' at the Rotunda beginning on 15 August, but the first concert was postponed to the 

18th, as Catalani was fatigued by the journey’.138 The admission rates are confusing: the first 

concert announced 2 guineas subscription admitting three for three concerts', and 1 guinea 

single ticket, [for| each concert'.139 It seems more likely that two guineas subscription 

admitted three people to one concert, or one to three concerts, with one guinea tickets 

admitting one person to one concert. This was double the usual full price admission to public 

concerts and was the most expensive identified in the period of this thesis. Few details were 

announced beyond the presence of the four singers, with Kelly also presiding at the piano 

and T Cooke as leader of the orchestra. The reviews report that Catalani sang three arias and 

was enthusiastically received. One reports that at an early hour the great room began to fill, 

and at eight there was an assembly of nearly 500 of the very first distinction'.140 A starting 

time was not given for the first concert, but for the others the Rotunda opened at 7:30pm and 

the performance began at 8:30pm, so perhaps the audience had increased by the time the first 

concert began.141 It was announced that in consequence of the very great exertions of 

Madame Catalani' the second concert would be postponed from 20 to 22 August.142 Fuller 

details were published, with the involvement of Thomas Philipps and Mrs Cooke from the 

Crow Street Theatre confirmed. After the first concert the arrangements for admission were 

altered, the subscription being closed', and entrance was by paying 16s 3s at the door.143 It 

has been suggested that this price cut resulted from poor tickets sales.144 For those attending 

alone, this was a reduction from one guinea, or 21s sterling, to the equivalent of 15s sterling; 

but for those attending in groups of three it was a small increase from 14s sterling per person. 

With the usual full price admission for single tickets at 7s this w'as still very expensive. The 

change offered a saving to some and simplified the arrangements, but perhaps it was 

intended to boost the attendance rather than to address a more serious deficiency. There was

Belfast to arrange later performances with Bunting, and on to Dublin. This is a reasonable 
supposition but appears to be incorrect. The Belfast News-Letter of 15 August reported that 
Mr Bunting is now on his return here from London’. Kelly recalls Catalan's delight upon 
hearing the Welsh harp for the first time in the kitchen of a house in Bangor (Wales), and her 
spontaneous dancing to a jig played by the old blind harper. Although his Reminiscences are 
sometimes unreliable, the story rings true of Catalani. It appears that Catalani had already 
made arrangements with Bunting in London and that the party travelled to Dublin via Wales. 
VValsh* Opera 2. pp. 47, 48, Kelly, Reminiscences, p. 298. I am grateful to Dr Roy Johnston for 
informing me of the Belfast report.
138 Chron 1807:9, 10,11. . .
139 The subscription implying 4s 8d per person per concert, is incredible against an implied 
21s for a ticket to one concert.
140 Cvclopaedian Magazine August 1807, quoted in Walsh, Opera 2, p. 52.
141 Walsh concludes from the estimate of 500 that the attendance was poor.
142 Walsh suspects that the postponement may have been a deliberate ploy to sell more 
tickets because of low attendance, but perhaps Catalani had not recovered fully from the 
journey.
143 FJ 30 08 1807.
144 Also that Philipps and Mrs Cooke were brought in for the second concert to make it more 
popular, but they may already have been involved. The same point is made in relation to the 
Young Spaniard’ later. Walsh, Opera 2, pp. 51, 53, 54.
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an expectation that the attendance at the second would be 'much more considerable' and it 

was reported that the room which can contain 1500 persons was nearly full'.,4S The third 

concert was given on 25 August and Catalani had her benefit on 28 August. Both began at 

8:30pm and the admission remained unchanged. Catalani's benefit concert presented the

additional attraction of the first appearance of the celebrated Young Spaniard' playing a 

violin concerto by his Master Kreutzer, leader of the Grand Opera at Paris'.14'’ A review 

commented on his 'evident marks of excellence, on cries of encore for Catalani, and praised 

all aspects of the performance.* 146 147 It also reported that, the room was crowded beyond any 

former night' and that there could not have been less than six hundred persons’.

It is difficult to establish the popularity of the Festival from such contradictory reports of the 

attendance. Had there been a serious problem, Jones could, according to his contract with 

Catalani, have concluded the engagements, but they were popular enough to be extended. 

The entertainment transferred to the Theatre Royal Crow Street and a further six events 

occurred during the first two weeks of September 1807.148 The first two events presented a 

concert' in the first part of the entertainment, followed by select scenes from the Grand Opera 

Semiramide' by Sarti.149 After these the entertainment consisted entirely of opera scenes.150 

Admission to the theatre, usually in the range 6s to 2s sterling for concerts, was raised to half 

a guinea to 3s. A Mr Cooke’ was listed among the singers at the first of these events, which 

would appear to identify Thomas Cooke for the first time in public concerts as a singer.151 

Kelly recalls an incident during the 1807 Festival which certainly illustrates Cookes 

dexterity.152 At one of the rehearsals in the Rotunda, Catalani was unable to sing with a 

headache but was anxious to have the difficult orchestral parts of a song rehearsed. Kelly 

reports that Catalani brought her own manuscript part of the song by Portogallo and claimed 

that it could not have been known in Dublin. Much to the astonishment of all present, Cooke 

played the violin part and simultaneously sang the song full of difficult divisions, of which 

he did not miss one'. After their engagements Kelly departed for London on the Montrose 

Packet sailing from Dublin to Holyhead on 21 September, and Catalani, Morelli and

,«  pi 21 08 1807*. DEP 25 08 1807, no.ed above, p. 98.
146 Chron 1807: 12.

147 FJ 02 09 1807*_ benefit), 12 (Kelly's benefit) and 14. For details see Walsh,148 September 2,5, », v«-*»«
Opera 2. pp. 56 - 62.

W c,iron 1807: 13, 14.  ̂impossible to decide whether these scenes were
150 Walsh comments tna What little evidence there is suggests they wereperformed in costume and v

not’. Opera_2, p. 59. correct, suggests that this may be a misprint for Mrs Cooke.
1,1 Walsh , admitting i co ^  tj,ose used in the current work FJ 31 08, 02 09 1807, give Mr.
His source SNL 20 08 lou / t j, js may suggest that Catalani was genuinely unwell when
,r'2 Kelly, Reminiscen£gs, P* _ delayed for this reason, see above p. 280 n. 142. she arrived and that the concerts w y
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Rovedino left on 15 September for engagements in Belfast, en route to Edinburgh.153 154 Thomas 

Cooke also went to Belfast and led the orchestra in two concerts promoted by Edward 

Bunting in the Belfast theatre on 17 and 19 September.154 The Young Spaniard', as he was 

invariably referred to in Dublin, remained for a time. He was announced to be twelve years 

old and of Irish Parentage', which was partly true. He was Michael Rophino Lacy, born 19 

July 1795 in Bilbao to an Irish father, but a Spanish mother.155 There is no confirmation of 

him playing in the events with Catalani in the theatre, but in November 1807 he announced 

that having played in the Courts of Spain, England, France and Holland, and before the Lord 

Lieutenant, he would give a concert at the Rotunda in December.156 This was postponed, and 

in late December he announced that he would teach from 10am to 4pm each day, but that 

'any Gentleman that chooses to apply must be pretty far advanced'.157 His concert eventually 

took place on 12 February 1808 and later that year he appeared in Edinburgh.158

The first few promotions featuring Catalani in the theatre, after the Festival concerts, were an 

unusual form of presentation. As a hybrid combination of concert and dramatic 

entertainment, they allowed some performers, usually distinguished singers, to display their 

abilities in both contexts. They were not entirely new, and although they remained relatively 

rare, their association with the visits of Catalani in 1807 and 1814 increased the profile of this 

type of promotion.159 Kelly returned in 1808 with a similar group of Italian performers from 

the King's Theatre.160 Again Catalani was the main attraction and Rovedino was included. 

The new performers were the tenor Giuseppe Siboni, the bass Nicolo Miarteni and his wife 

Maria, also a singer. Paolo Diana Spagnoletti came as principal second violinist and Michele

153 Walsh. Opera 2, pp. 61, 62. Kelly had a dispute with Rovedino and Morelli, he offered 
them fifteen guineas to sing at his benefit, they refused requiring twenty-five, and he 
performed without them. They performed together on the final night of the visit, so this may 
or may not have led to their separate departures.
154 For details see Johnston, pp. 258, 259. 'Sir John Stevenson, Michael Gavan and a select 
party of Amateurs' travelled to hear the concerts in Belfast. FJ 18 09 1807.
155 Walsh, Opera 2 . p. 54. His debut as a pupil of Giornovichi was at the age of six in Bilbao. 
He studied in Bordeaux in 1802 and with Kreutzer in Paris from 1803. In arrived in London 
in October 1805. 'Lacy', NG.
156 FJ 18 11 1807.
157 FJ 24 12 1807*. He offered to teach gentlemen at his apartments, 28 Dame Street, and 
offered to visit any Ladies that wishes to be accompanied on the violin, or taught the time' in 
the evenings after 7pm. His terms were half a guinea per lesson, or two guineas for six 
lessons.
158 jqe was engaged to appear in Edinburgh at Corri’s concerts for twenty guineas per night. 
'Lacy', NG.
159 perhaps the most notable instance of this type of promotion during the earlier period was 
presented with Madame Mara in 1796. Two were presented as benefits for Master Parker in 
1798, and Mr and Mrs Ashe gave concerts followed by a farce in 1813. Chron 1796: 9, 1798: 7, 
8, 1813:17,18. The events with Ashe are noted above, see pp. 242, 243.
16(1 For details of their visit see Walsh, Opera 2. pp. 63 - 80.
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C Mortellari presided at the piano.161 None of the group were involved in concerts in Dublin 

during this visit and their performances from 20 August to 15 October dominated musical 

activity at this time.162 Only two concerts by local musicians were given during the second 

half of 1808 and both were outside the period of this visit. In August 1811 Kelly arrived with 

a third group of Italian performers, mostly from the King's Theatre.16-1 This began an 

extensive tour proceeding to Belfast, Glasgow, Edinburgh, Manchester, and Liverpool before 

returning to London. Kelly's company included six singers and gave an Italian opera season 

of eighteen performances between 17 August and the end of September.164 This visit was 

most notable for the first performance of a Mozart opera, Cos! fan tutte. on 31 August 1811 

Four of the six singers had been involved in the first London performance less than four 

months earlier at the King's Theatre on 9 May.165 Some of the roles were redistributed and 

adapted to suit the voices and there was no chorus but, as five performances were given, it 

would appear to have been popular.166 Their visit resulted in just one concert. After the 

opera season Kelly promoted an extra event for his benefit on 1 October.167 He presented the 

hybrid type of entertainment with 'the First Act of the Grand Serious Opera Zaira ' followed 

by 'A Grand Concert’. 168 Kelly appeared for the first time during this visit, singing in two 

duets and two songs composed by himself, and in one song accompanying himself at the

161 T Cooke led the orchestra. Kelly also bought two French ballet dancers: Monsieur St 
Pierre and Mile Presle, who was ill and unable to dance and died in December 1808 on the 
boat back to the continent. She was replaced by Madame Nora. All three were from the 
King's Theatre, Walsh, Opera 2, pp. 69, 71, 72.
162 Their tour in Ireland and the identity of the theatre orchestra in Dublin at this time are 
given above, p. 239 n. 30 n. 31.
163 For details see Walsh, Opera 2, pp. 105 -123.
164The company comprised: Kelly who did not sing but was stage manager; Teresa Bertinotti- 
Radicati, soprano and her husband Felice Alessandro Radicati, leader of the orchestra; 
Guiseppi Naldi, baritone, his wife who danced in incidental ballets and daughter Carolina, 
aged ten, who sang in at least one duet with her father; Carlo Cauvini, tenor and his wife 
Angiolina Cauvini, soprano; Francesco Balassi, tenor; and Nicola Manni, bass. Mme 
Bertinotti and Signor Naldi were the leading singers. Haydn Corri, the youngest son of 
Domenico, directed from the piano. He would settle in Dublin soon and become a leading 
musician. For an outline of their careers and abilities see Walsh, Opera 2. pp. 105-112.
165 Naldi sang in the first London performances of the four main Mozart operas, all at the 
King’s Theatre: Don Alfonso in Cosi fan tutte, 9 May 1811; Papageno in Die Zauberflote. 6 
June 1811; Figaro in Le nozze di Figaro, 18 June 1812; and Leporello in Don Ciovanni. 12 
April 1817. Also Figaro in Rossini's II barbiere di Siviglia. 10 March 1818. 'Naldi', NC.
166 The London cast was: Fiordiligi, Bertinotti; Dorabella, Collini; Despina, Cauvini; Ferrando, 
Cauvini; Guglielmo, Tramezzani; and Don Alfonso, Naldi. The Dublin cast was: Fiordiligi, 
Bertinotti; Dorabella, Cauvini; Despina with a name and sex change, now Vespino sung by 
Balassi a tenor; Ferrando, Manni a bass; Guglielmo, Cauvini; and Don Alfonso, Naldi. Walsh, 
Opera 2. pp. 114, 116,117.
167Chron 1811:11. This was their nineteenth and final event.
168 Walsh concludes that La Zaira was by Francesco Federici rather than Vincenzo Federici. It 
is not clear whether the first act of the opera was performed, or excerpts from the opera 
formed the first act of the entertainment. Walsh, Opera 2. pp. 118,119.
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piano.169 Cauvini sang a cavatina and Naldi and Madame Bertinotti a duet from The 

Enchanted Flute' by Mozart. As before, this visit dominated musical activity and no other 

concerts were held in the second half of 1811.

The decision by Jones to use the musical festival as a form of promotion was principally as a 

forum in which to present Catalani, primarily, and the other visiting musicians. To sustain a 

series of public concerts it was necessary to engage one or more distinguished visiting 

musicians. Concert promoters intending to attract a substantial audience undertook one or 

sometimes two events, but the conditions seem not to have encouraged promoters to attempt 

a longer series. Catalani's engagement developed into numerous appearances, but after the 

three Festival concerts these took the form of theatrical events, with, economically at least, a 

larger potential audience. Jones could have announced Three Subscription Concerts' but 

clearly chose the Musical Festival' title to signify a special event and to suggest parallels with 

events in mainland Britain. The status of the 1807 Festival was high, not only because it was 

among the more extensive promotions, but because it brought very distinguished musicians 

to Dublin and was perhaps the most economically exclusive public concert promotion. The 

Festival did not reach the proportions typical of events in Britain: it had no civic function and 

there is no evidence that the impetus for later developments was derived from it. However, 

as a form of concert promotion, the Musical Festival of 1807 may be viewed as a transitional 

step towards the introduction of a full-scale civic musical festival in Dublin.

The Dublin Grand Musical Festival of 1814

In the spring of 1814 Britain and her allies forced the abdication of Napoleon at 

Fontainebleau, on 6 April, and restored the Bourbon monarchy with Louis XVIII as King 170 

Napoleon was exiled to the island of Elba and finally it seemed that the war begun in 1793 

had come to an end.171 The Peace was celebrated across Europe, and in Dublin the Lord 

Mayor and Corporation announced the Dublin Jubilee Festival’ would be held from 8 to 16

169 Walsh points out that Kelly incorrectly asserts, on the 5th of September 1811, I made my 
last appearance on any stage, on the stage where I had made my first appearance when a boy 
in 1779'. This was his final appearance on 1 October 1811 and his first was in Piccinni’s La 
Buona Figliuola on 17 May 1777 at Fishamble Street Theatre. Walsh, Opera 2. p. 121, Kelly 
Reminiscences, p. 319.
170 The key political development was the alliance between Britain, Russia, Prussia and 
Austria in the Treaty of Chaumont of 9 March, to unite to overthrow Napoleon and 
guarantee the peace of Europe for a twenty year period. A concise overview of the latter 
stages of the war is given in Rud£, Revolutionary Europe, pp. 274 - 283.
171 The period of the ’Aborted Peace’ ended in March 1815 when Napoleon escaped from 
Elba and arrived triumphant in Paris on 20 March 1815. With The Hundred Days’ of 
Napoleon's restoration the war was renewed, until Wellington’s victory at the Battle of 
Waterloo on 15 June 1815. Napoleon abdicated for a second time and was exiled to St 
Helena, where he died six years later.
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August to celebrated the happy coincidence of the Centenary of the Reign of the Illustrious 

House of Hanover, with the Birth Day of His Royal Highness the Prince Regent, and the 

Celebration of the Glorious and Honourable Peace .'72 The celebrations were organised by 

the Lord Mayor, John Claudius Beresford, and a committee from the Corporation, and were 

administered from the City Assembly House in William Street.172 173 Only the identity of the 

secretary of the committee, Edward Stanley, was announced, although it is almost certain 

that the committee had advice from musicians in Dublin, and possibly in London acting as 

agents. The Duke of Wellington was announced as President and the Lord Lieutenant 

Viscount Whitworth and the Duchess of Dorset led a list of twenty-six very distinguished 

patrons.174 175 176 Amid the other celebrations a 'Grand Musical Festival' took place, modelled 

directly on the civic events held across the British mainland.173 Three morning' concerts of 

sacred music were given at St Werburgh s Church, and three evening concerts of secular 

music were given at the Rotunda.17(1

The celebrations began with the first two sacred concerts at St Werburgh's Church on 

Monday 8 August and Wednesday 10 at 12am, alternating with the first two secular concerts 

at the Rotunda on Tuesday 9 and Thursday 11 at 8pm. On Friday 12th the Lord Lieutenant 

reviewed the troops in the Phoenix Park, laid the foundation stone of the new Post Office in 

Sackville Street and at 9pm attended a fireworks display.177 This was the day appointed for 

the more respectable class' to wear specially struck Centenary Medals, suspended from the 

button by an appropriate ribbon'.178 The fireworks display in St Stephen's Green was 

directed by Major Tobin and an extensive platform' was erected along the south wall to 

ensure the view.179 It was reported that 'this part of the festival is intended to gratify the 

more humble ranks of Citizens', and orders were given for hedges to be cut down, and 

whatever could obstruct the view to be removed', and that being aware that persons will

172 DJ 02 08 1814*.
173 Beresford is noted above among the Irish Musical Fund Society's patrons, see p. 77 n. 136 
and Appendix 2.
174 See Patrons. Wellington acted as a figurehead but did not attend. The Duchess of Dorset 
retained the title from her late husband the Duke, when she married Whitworth. Walsh, 
Opera 2. p. 129.
175 This was the first musical festival organised by civic authorities in Ireland. Occasionally 
civic occasions were marked in Dublin with a concert or church service, but not on such scale. 
Civic services were usually held in Christ Church Cathedral.
176 Chron 1814: 14 -19. A single admission rate of 10s lOd applied to each concert, and the 
public were requested to provide themselves with tickets for the church events, as no money 
would be taken at the doors.
177 The G.P.O., General Post Office, remains in O'Connell Street. Walsh reports a State Dinner 
on 12 August, but this would appear to have been on 13th. Walsh, Opera 2. p. 134.
178 FJ 10 08 1814*.
179 Initially the display was to be in the gardens of Dublin Castle, FJ 06 08 1814*. The builders 
of the platform, O'Neill and Walsh, assured the public that an architect would vouch for its 
permanency', or in other words its safety. FJ 12 08 1814.
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climb into the trees’ they 'ordered all dangerous and decayed branches to be cut away’.180 On 

Saturday 13th the third sacred concert was given at St Werburghs Church, and at 6:45pm a 

Grand Dinner was served in the Rotunda, followed by an Ode written by an Irish 

Gentleman’ and performed by the first musical talents of this city'.181 Tickets for the dinner 

were two guineas each and guests were requested to wear clothes of Irish Manufacture’.182 183 

The Lord Lieutenant was absent from the dinner on account of the death of his sister, but 

’more than two hundred Noblemen and Gentlemen’ attended, and Spray and VVeyman sang 

in the Ode.185 It was announced that on Monday 15th the Lord Mayor and Corporation 

would attend an event at Dublin Castle hosted by the Lord Lieutenant, but in the 

circumstances this may not have occurred.184 A special service was held in St Patrick's 

Cathedral but there were conflicting dates advertised. Initially it was announced that the 

children of the charity schools would attend a service with the Lord Lieutenant on the 

morning of Saturday 13th; then that a grand procession with Lord Mayor, Lord Lieutenant 

and 4,000 children would go to the Cathedral on Monday, possibly the 8th or 15th; and 

finally that to preserve order' the Dean would issue tickets for 12 August.185 In view of the 

morning concerts, the 12th or 15th might have been more likely. The celebrations concluded 

with the last of the evening concerts at the Rotunda on Monday 15th, and a Grand Fancy 

Dress Ball’ at the Rotunda in aid of the Hospital on Tuesday 16th.186

An impressive array of musicians was engaged from London with Catalani again as the star 

attraction.187 The most distinguished of the other musicians was Madame Camilla Ferlendis, 

an Italian contralto. After her debut in Lisbon in 1801 she appeared in Paris in 1805, St 

Petersburg in 1812, and in London at the King's Theatre on 13 May 1813.188 Madame Bianchi 

Lacy from the King's concerts and Carlton House' was an English soprano, born Jane Jackson 

in London in 1776. She appeared at the Concert of Antient Music on 25 April 1798, and in 

1800 married the Italian composer Francesco Bianchi who died on 27 November 1810.189 She

180 FJ 10 08 1814*.
181 FJ 11 08, 13 08 1814. Glees and catches were also performed.
182 This was a common suggestion in social entertainment and provided an element of 
philanthropy intended to promote local industry.
183 DJ 16 08 1814.
184 This was announced quite early then not mentioned again, so perhaps the plans had 
already been changed before the family bereavement. DJ 02 08 1814*.
185 DJ 02 08*: FJ 06 08, 10 08* 1814. The most notable element was the extraordinary number 
of children.
186 Admission to the ball was £1 5s for gentlemen and £1 for ladies. Again it was requested 
that 'Irish Manufacture' be worn.
187 She and her husband Paul Valabr£gue had arrived in Dublin and attended an 
entertainment hosted by the Lord Lieutenant at Dublin Castle on 4 August. FJ 05 08 1814.
188 Walsh provides an outline of the career and abilities of the visiting musicians from which 
the following material is summarised. Walsh, Opera 2. pp. 134 -140.
189 Not to be confused with the one-time leader of the orchestra at the Theatre Royal Crow 
Street and composer John Bianchi.
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retained Bianchi's name combining it with that of the English bass John Lacy, whom she 

married in 1812, and who also was engaged for the Festival.* 191’ Giuseppe Chiodi was 

announced as principal bass singer at the King’s Theatre', but appeared there only in 1814. 

Miss Hughes and Master Stansbury, George Frederick Stansbury aged thirteen or fourteen, 

were 'from the Nobility's concerts London’. Spray, Tinney, a countertenor called Garbett, and 

Telt completed the vocal soloists. The announcement of the choruses assisted by the 

celebrated Lancashire Singers' was the first instance of a choir from Britain being engaged to 

reinforce local singers. Garbett, Tinney and Telt are not otherwise identified in concerts in 

Dublin and would appear to have been visitors, perhaps leading members of the Lancashire 

Singers.191 Curiously, there was no mention of Irish Cathedral choirs being involved, 

although individual members of the Dublin cathedral choirs and local amateurs probably did 

take part. The orchestra was led by John David Loder, who joined the orchestra of the 

Theatre Royal in his home town of Bath in 1799, and was leader there for much of the period 

to 1836. Nicholas Mori, aged seventeen or eighteen, appeared as a soloist at the second 

Philharmonic Society concert in 1814, and was engaged as the principal second violinist.192 

Alessandro Ferlendis, husband of Mme Ferlendis, played oboe, and Robert Lindley was the 

principal cellist.193 Lindley was appointed principal cellist at the King's Theatre in 1794 and 

appeared in most of the major concerts in London and in numerous provincial festivals. He 

was the leading cellist in the British Isles until his retirement in 1851.194 195 Luigia Gerbini, a 

former pupil of Viotti, appeared as the violin soloist and was the first female violinist to visit 

Dublin since Louisa Gautherot. She appeared as a singer and violinist in Paris in 1790 and, 

from 1798 to 1803, in Madrid and Lisbon.193 She sang in the King's Theatre from December 

1802 to the end of the 1803 season and appeared in concerts in various European cities 

thereafter, but appears to have been regarded as a more accomplished violinist than a

1911 Walsh reports that she has been confused with the contralto Angiola Bianchi who sang at 
the Sao Carlos Theatre Lisbon in 1807 and 1808 and King's Theatre from 1809 to 1814. Also 
that Mrs Bianchi Lacy was 'almost entirely a concert singer’. Walsh, Opera 2. p. 138.
191 Walsh suggests they were probably local, but this would seem not to be so. Walsh, Opera 
2, p. 135. He gives Telt as Tett, but Telt appears in a few issues of FJ. Walsh reports one 
source advertised 'the Manchester Chorus Singers' but presumably this was the same 
ensemble. Walsh, Opera 2. p. 140, from SNL 11 07 1814.
192 ’Mori', NG.
193 Alessandro's elder brother Angelo, their father Guiselle for whom Mozart and Michael 
Haydn composed, and Antonio probably his uncle, were all Italian oboe and/or cor anglais 
players. Alessandro married Camilla Barberi in Lisbon in 1802. 'Ferlendis', NG.
194 Dragonetti, the virtuoso double bass player who was responsible for elevating the 
instrument's capability and status to unimagined heights, joined the King’s Theatre orchestra 
in the same year. He and Lindley became inseparable companions, sharing a desk at the 
Opera, the Philharmonic, the Ancient Concerts and provincial festivals for 52 years' until 
Dragonetti's death in 1846. Quotation from 'Lindley’, NG. For a detailed study of 
Dragonetti's remarkable life and career, see Palmer, Domenico Dragonetti.
195 Fuller details of her career are given in Walsh, Opera 2. pp. 139, 140.
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singer.196 Each of the above, except Catalani and Spray, were making their first appearance 

in Dublin and together form the largest group of musicians to arrive specifically for concerts 

up to this date.

Eleven solo singers and thirty-six instrumental performers were identified in the 

announcements. The extent of the chorus is not revealed, but it was under the direction of 

Jonathan Blewitt who had settled from London in 1811 and was now the organist of St 

Andrew's Church and musical director of the Theatre Royal Crow Street.197 The Musical 

Festival began at St Werburgh's Church on 8 August with a performance of Handel's 

Messiah.198 Madame Catalani gave four of the solo items, including the tenor recitative 

'Comfort ye' and air 'Every valley', and also a 'Grand sacred bravura', Gratias agimus tibi' by 

Guglielmi. This was announced to be her first appearance before an Irish public’ in sacred 

music and was eagerly awaited. A review reported that there were 'more than a hundred 

vocal and instrumental performers', and that Catalani's voice appears, if possible, more 

forceful and electrifying than ever'.199 Madame Bianchi Lacy's voice was reported to have 

’great sweetness and considerable compass', and Miss Flughes's was similar though 

'somewhat weaker’ but with more distinct and commanding’ shakes. Spray was decidedly 

the most distinguished of the male singers', and Garbett’s voice pitched to a higher key' was 

'well managed'. Of Telt, at first mistaken for Lacy, it was reported that he fails most in high 

notes [but| in proportion as he descends his voice becomes strong and commanding'. The 

combined effect in choruses concluding each part 'was transporting beyond description’. The 

concert at the Rotunda on Tuesday the 9th attracted a capacity audience, the immense room - 

benches, recesses, and all - was so completely filled, that it was inconvenient, if not 

impracticable, to move'. Comments that it would have been difficult to wade through a mass 

of between two and three thousand persons', even without forms or chairs', exaggerate the 

attendance, but around half of this range may have been present. In contrast to general 

praise for the performers, it was commented that 'we did not think much of Signor Chiodi's 

effort. His voice is not very commanding, and there is much mischief done to any powers it 

possesses by his striking affectation'. Lindley's cello concerto introducing the air Molly 

Astore', was 'executed with peculiar tenderness and expression' and delighted the audience. 

He was hailed as a complete master' with few superiors'. Madame Gerbini's violin concerto 

attracted the greatest interest and a rather curious comment:200

1% YValsh reports comments to this effect from concerts in Berlin in January 1804, Paris in 
1811, and Amsterdam and Stockholm in 1812. Walsh, Opera 2. p. 140.
197 Blewitt was born in London in 1782 and came to Ireland to be the private organist of Lord 
Cahir. In June 1813 he succeeded Cooke in Crow Street and soon after was appointed Crand 
Organist to the Masonic Society of Ireland by the Duke of Leinster. Hogan, p. 191.
198 Chron 1814: 14.
199 FJ 09 08 1814*. It was noted that Madame and Signor Ferlendis, Signor Chiodi and Mr 
Tinney did not attend.
200 FJ 11 08 1814*.
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This Lady holds the instrument up, or, in other words, in the ordinary way, and certainly 
manages it with great skill. We have seldom heard more difficult or rapid passages than 
she got through, and in all, her taste, precision, and execution, were equally conspicuous. 
In one of two of her shifting flights we thought we could discover an occasional false 
note, but it did not surprise us. Her bow-hand, and general distinctness and fullness of 
tone, are amiable.

Perhaps the opening comment simply expressed her confident stance, but there is a 

surprising implication that some female violinists may not have held the instrument in the 

ordinary way'.3’1

The second sacred concert at St Werburgh's Church on Wednesday 10th presented a selection 

of items from the most esteemed works of Handel, Haydn, Mozart, Pergolesi, &c’.3)2 The 

audience was reported to be 'much greater than it was on the first day’. John Lacy appeared 

for the first time and, although labouring under the effects of cold', 'exhibited ... many 

advantages of a good tenor voice’.203 At the second concert at the Rotunda on the 11th, one 

review reported that 'the crowd was immense’, and another that it 'considerably overflowed' 

and that 'upwards of sixteen hundred persons were collected'.3M Madame and Signor 

Ferlendis were unable to attend and a trumpet concerto by the unrivalled [Henryl Willman’ 

from the Crow Street Theatre orchestra was substituted. The last performance at St 

Werburgh's Church on the 13th comprised a selection from Haydn's The Creation. Few 

details of the selection were published but Catalani sang four of the solo items. At the final 

concert of the Festival, at the Rotunda on the 15th, Madame and Signor Ferlendis advertised 

the song and oboe concerto they had intended earlier. Lindley played cello concertos in each 

of the Rotunda concerts, Gerbini played violin concertos in the first two, and as usual 

orchestral overtures introduced the acts, but otherwise the programmes were dominated by 

vocal music. The chorus would seem to have appeared only in the sacred concerts at St 

Werburgh's and there may have been quite a contrast of scale with the Rotunda concerts. 

Concerts in the Rotunda may have involved in the region of 45 to 50 musicians, from those 

identified in the initial advertisements without allowing for unnamed amateurs.* 36 If the 

report in the press was accurate, the chorus may have added in excess of fifty singers to the

3.1 It is a faint possibility that some may have played with the instrument pressed against the 
upper arm. Perhaps not desirable, but in repertoire from the national music tradition, largely 
encompassed within first position, this was at least feasible. Playing with the instrument 
supported on the knee, in the manner of the viol, must surely have ceased by this time.
3.2 Chron 1814:16.
30 As noted above, Lacy was a bass.
3,4 FJ 12 08 1814*, SNL 12 08 1814 respectively; the latter from Walsh, Opera 2. p. 140. The 
implication that not all 1,600 got in seems likely. Chron 1814: 17.
36 It was announced that the orchestra would be 'completed on the most extensive scale' but 
the involvement of amateurs as such is not mentioned in advertisements or reviews. It is 
possible that the list of 36 names identified the full ensemble, although no pianist was 
reported.
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church performances.2116 Substantial audiences attended the Festival. The capacity of St 

Werburgh's Church may have been around two-thirds that of the Rotunda, and the audiences 

may have numbered around 700 and in excess of 1,000 respectively.206 207 * *

After the Musical Festival many of the principal performers stayed in Ireland. After a short 

series of engagements in Cork, then Limerick, a group of eight returned to Dublin.™ 

Catalani, Madame and Signor Ferlendis, Signora Gerbini, Miss Hughes, Chiodi, Loder and 

Mori were engaged by Jones for performances at the Theatre Royal beginning on 7 September 

1814. These took the hybrid form of presentation used sporadically earlier, with a concert 

followed by opera scenes. Many of the scenes were repeated from Catalani's earlier visits, 

and as Walsh comments, it is not clear if they involved costumes or scenery, and there was 

undoubtedly little production'.™ There were six of these events during September, and the 

group performed in a charity concert for the new St Michan's Church on 13 September.210 

There were few programme details of the concert portion of the theatre events, beyond that 

Catalani would be singing the first verse of Rule Britannia' or God Save the King', and, as 

was common in the Musical Festival and before, the company would join in the choruses. A 

review of the second concert reported a clarinet concerto played by Thomas Willman, 

Gerbini's 'astonishing flights on the violin’, and that ’Catalani, of course, "o'ertops the rest"'. 

Curiously, it was reported that Madame Ferlendis sang for the first time in this capital' on 7 

September, and that her beautiful voice, in the counter alto, surpasses all we have heard’.211 

As noted above, neither she nor her husband appeared on 8 or 11 August and although 

advertised to appear on 15th this is unconfirmed. Taken at face value, it seems that they may 

have been absent from the Musical Festival, but no confirmation or reason appeared.212

Most of the visiting musicians left Dublin after the Theatre Royal concerts. John Lacy and 

Madame Bianchi Lacy, who were not engaged by Jones, had already gone, and along with 

Spray and Jager, gave a concert in the Belfast Theatre on 12 September on their way to 

Scotland.213 Signor and Madame Ferlendis were reported to be leaving soon for Belfast, but 

there is no confirmation that they gave concerts there. By 30 October, if they had left,

206 FJ 09 08 1814*. Noted above, p. 288.
207 The floor area of St Werburgh's Church, 80 feet by 52, was about two-thirds that of the 
Rotunda, but in addition it had a gallery. MacCregor, New Picture of Dublin, p. 102.
21)8 Walsh, Opera 2 , pp. 141,142. Nine, including Catalani's husband.
2119 For further details see Walsh, Opera 2, pp. 141,142.
210 Chron 1814: 20 - 26. The charity concert is mentioned above p. 229.
211 FJ 10 09 1814*. Signor Ferlendis, 'well known to be the first professor in Europe', 
accompanied on the 'English Horn'. Madame Ferlendis had sung with Catalani in Cork.
2,2 A review of the last concert at the Theatre Royal on 14 September notes 'Madame 
Ferlendis, who possesses a very extraordinary voice, canteralto |sic) which we never heard 
before'. Perhaps this means the reviewer had not heard the voice-type. FJ 16 09 1814*.
213 See Johnston, p. 304. Only these four took part. Mrs Lacy accompanied at the piano. 
Spray appeared in Dublin again on 16 October, Chron 1814: 27.
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Madame Ferlendis was back in Dublin and appeared at a charity sermon.™ She and her 

husband held a benefit concert at the Rotunda on 8 November, with Mahon directing the 

orchestra, Logier at the piano, and Spray, Urbani and Hamerton singing.™ On 22 November 

Luigia Gerbini, now announced as Mademoiselle Gerbini', arrived from Liverpool with her 

brother, a tenor.2,8 On 1 December they held a concert at the Rotunda with Madame and 

Signor Ferlendis assisting, and Mahon enlisted the help of the four of them for his concert on 

December 13.2,7 This concluded the appearances by the distinguished visitors engaged for 

the 1814 Festival, although on 23 February, 4 and 5 March 1815 the Gerbinis appeared in 

Belfast, so they may have remained for a time.214 215 216 217 218 Miss Hughes was engaged by Jones to 

appear at the Theatre Royal from 18 February 1815 to the beginning of June, and during this 

time she made three concert appearances.219 Later it was reported that she had been 

persuaded by Catalani to appear on stage for the first time in February 1815, and she went on 

to make her debut at Covent Garden on 22 September.22"

The Dublin Grand Musical Festival of 1814 was a significant occasion in the concert life of the 

city. It attracted substantial audiences and provided an opportunity for an unusually large 

number of distinguished musicians to visit, many of whom made a notable contribution to 

concert activity beyond the duration of the Festival. The Festival marked an important point 

in the development of concert life. As the first civic promotion of comparable scale to events 

in mainland Britain, it asserted Dublin’s musical status among British cities. Although it 

arose from the special combination of circumstances which occurred in that year, and which 

would not be repeated, it established a precedent which would eventually form part of the 

model for the Festival in 1831.

Conclusions

Three distinct characteristics of the continuing revival of concert life in Dublin in the period 

1807 to 1814 have been examined in this and the preceding chapters which form Section two 

of this thesis. While particular aspects of concert activity show evidence of consolidation, 

expansion and innovation, these traits were of course very closely related. Taking a holistic 

view of concert activity, the period from 1807 may be considered one of consolidation and

214 Chron 1814: 28. She performed without charge.
215 Chron 1814: 30.
216 She had consistently been referred to as Signora Gerbini during earlier appearances but 
was unmarried. Her brother was named only as Signor Gerbini.
217 Chron 1814: 31, 32.
2,8 Johnston, p. 305.
219 For her theatre appearances see Walsh, Opera 2, pp. 154 -156; and her concert appearances 
on 22 March, 3 and 6 June, see FJ 09 03 to 22 03, 29 05 to 09 06 1815.
2211 She sang at the King's Theatre from 1817 to 1821 and appeared in the first performances of 
Don Giovanni as Donna Elvira, and II barbiere di Siviglia as Berta. Walsh, Opera 2. p. 155.
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initial expansion, which prepared for more rapid and general expansion. After the sudden 

increase in public concerts in 1805, a level was reached which remained relatively static. 

Charity sermon events, along with the Commemorations promoted by the Irish Musical Fund 

Society, fuelled the revival. Benefit concerts promoted by individual musicians remained 

relatively infrequent. At the same time, some 'private' concert series became more visible and 

accessible, as promoters adapted them for commercial purposes, imitating the exclusivity of 

the social elite. There were some attempts to lead concert life in new directions: to present 

concerts in combination with readings, opera scenes or drama; and to expand the elements of 

Irish national music and military music. These innovations were not temporary fashions, and 

most continued beyond this period, but at best they were peripheral developments which 

failed to influence significantly the generality of concert-giving.

There was a notable increase in the number of large-scale events during this period. Some of 

the Musical Festival concerts in 1814 presented a vocal and instrumental ensemble in excess 

of 100 performers and, for the first time, the military performances presented instrumental 

ensembles of between 100 and 150 musicians. The impetus for events of this scale came from 

outside the music profession: from civic celebrations of events of national importance. There 

was, in this sense, a clear external rationale for large-scale concerts. To reach this scale, 

concert life in Dublin was dependent on external musical resources: on an imported chorus in 

the case of the 1814 Festival, or on the coincidence of large numbers of military bandsmen 

gathered in the city. Large-scale musical performances were popular in their own right for 

the sensation they created, but an element of the importance and attraction of these occasions 

derived from their extra-musical significance. In the broader context of concert life, such 

special promotions were isolated events, but they were not uninfluential . The promotion of 

concerts on this scale for their own sake, and their introduction as a more regular feature of 

concert life, did develop later. There were signs that amateur involvement in the choruses of 

sacred performances was beginning to establish a resource for such events. Finally, visits bv 

groups of distinguished musicians sealed the recovery of Dublin's musical status among 

British cities. This process did not come to final fruition until after this period, when virtuoso 

musicians like Spagnoletti and Kalkbrenner undertook visits with the primary purpose of 

concert promotion.
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SECTION 3

CONCERT REPERTOIRE 1792 - 1814 

Chapter 12 

Repertoire survey 

Programme information

Some 276 concert promotions from 1792 to 1814 have been identified. A survey of the 

repertoire of the period is made possible by the publication of programme details in the 

press.1 Programme information falls into three broad levels of detail: announcements 

provided full, partial or no details of the intended repertoire. For about 30% of the events, 

there was no indication of repertoire given in the announcements.2 In these cases it may still 

be possible to infer the general character of repertoire, sacred, secular, or perhaps mixed, 

from the choice of title or venue for the event.3 Quite a number of events in this category 

were private concerts or charity sermons. Some involved small venues and with some there 

was evidently an expectation of reliable support without the need for further detail. Larger- 

scale events, for the bigger charities or for commercial purposes, naturally played upon the 

attraction of their programme as a means of motivating attendance. About 25% of the events 

were announced giving only partial details of the programme, perhaps drawing attention to a 

few specific items, or to a notable performer or favourite piece. Others give a broad 

indication of the source of the programme. This was a common device in announcing sacred 

programmes selected from the works o f a particular composer, most often Handel, or a 

group of composers, or from one or more named oratorios. Announcements of oratorios fall 

into this category. In practice, Handel's Messiah was the only oratorio which appears to have 

been given complete performances. While such announcements might be taken at face value, 

an element of caution should guard against concluding that every item was actually 

performed. In the third category, somewhat under half of the events gave an itemised 

account of what appears to have been the full programme.

The caveat to all published programme information is recalled: that it recorded what was 

intended at the time of the announcement. Changes undoubtedly occurred for a variety of 

reasons, and some of these can be identified in reviews or occasionally in subsequent

1 In a small number of instances also from the Transaction Books' of the Irish Musical Fund 
Society.
2 Percentages in this survey are rounded to the nearest whole number.
3 Or in a few cases the presence of the cathedral choirs signiiying a sacred programme.
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programmes.4 Reviews are potentially a more reliable record of what was performed, but 

these rarely give an itemised commentary on the entire programme. Precise identification 

was much more common for items of vocal music than for instrumental music. Titles of 

vocal music were often given: or at least the stage work with which they were drawn. The 

allocation of specific titles to instrumental music was less frequent, and a significant 

proportion of pieces were described according to their genre and composer. It is not possible 

to establish the identity of these items nor the number of times they were performed. 

However the number of performances in any one genre by a particular composer at least 

provides an indication of overall popularity.

It will be helpful to consider various categories of repertoire, and an impression of the most 

popular items within each will contribute to a definition of what was the core repertoire of 

concert music in Dublin.5 The extent to which each of the categories contained local, national 

or international repertoire may be illustrated, and the distinctive features of repertoire in 

Dublin identified. A useful measure of cultural dependence or independence may be gained 

from the extent of repertoire shared with Britain. The following survey considers repertoire 

in eight categories: overtures, symphonies and sinfonias; sacred music; glees; concertos and 

concertantes; instrumental chamber music; English vocal music; Italian vocal music; and 

music of patriotic or political significance.

Overtures, symphonies and sinfonias

The separation of genres implicit now in the terms overture, symphony and sinfonia' was 

less clear in concerts around the beginning of the nineteenth century. A plausible case could 

be made that in practice these titles were interchangeable. A clear illustration is Haydn's 

Surprise' symphony which was announced equally often as his Surprise' overture or 

sinfonia. A potential ambiguity is whether the announcement of a symphony or sinfonia 

implied that only one or all of the movements were played. References to Haydn's Military' 

symphony in 1805 and 1806 actually identify a single movement.6 In other instances all the 

movements may have been played, but there is no reference in concert reviews to confirm 

this. It is also possible that the term symphony was deliberately deployed in order to make

4 The original items and the changes are included in the concert chronology, but in the 
relatively few instances where changes are identified only the items which it seems were 
performed are included in the repertoire survey.
5 A distinction is made between core repertoire, that which was performed frequently, and 
canon, that which was accorded revered status. For a definition of canon see 'Canon (iii)', 
NC2, and for the establishment of the canon see, De Val and Ehrlich, Repertoire and canon', 
and Weber, Musical Classics.
6 In 1805 it was announced that the overture would be the 'Introduction and Grand March', 
the first movement, and in 1806 that Haydn's 'Military Movement' would begin the second 
act of a concert. These are the only references to Symphony 100 in G. Chron 1805: 3, 1806: 5.
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programmes appear grander or more substantial than they actually were. The position of an 

item in the programme had some influence on its description. When an orchestral item 

began a concert it was almost always announced as the overture'. All but two of the eleven 

items described as ’sinfonias' began concerts, but only six of the 39 items described as 

symphonies were placed first. Most items announced as symphonies began the second act It 

is a moot point as to whether performances of symphonies and so-called overtures should be 

considered separately. Undoubtedly a great number of the overtures' by Haydn and Pleyel 

were selected from their symphonies, but alternatively many of the overtures’ were 

accurately described as such and were often drawn from stage works Overture 

symphonies and sinfonias will thus be presented separately, while acknowledging the 

certainty of considerable overlap.

In this period, concert announcements report 142 performances of overtures, 39 performances 

of symphonies and eleven performances of sinfonias. These have been tabulated with the 

year of their performance in Appendix 12. Handel and Haydn were by far the dominant 

figures in this repertoire, with their music being used for 24% and 32% of the performances 

respectively. Both composers featured consistently throughout the period. While items by 

Haydn were performed in both sacred and secular concerts, all except two of the 

performances of Handel s overtures were in sacred concerts.7 Handel's overtures retained 

their association with his oratorios and were perceived and performed almost exclusively in 

the context of programmes of sacred music, whereas overtures by Haydn, plainly drawn 

from his symphonies, functioned in both sacred and secular events.8 Overtures drawn from 

stage-works were viewed strictly as secular and none appeared in sacred events. A high 

proportion of the performances of Handel's overtures were of identified works.9 Seven 

works were performed, with the overtures to Messiah, E_sther and the Occasion.-,! 

clearly the favourites, accounting for at least twenty-nine of the 41 performances. Relatively 

few Haydn overtures were identified: 'La chasse', Symphony No 73 in n  was announced as 

an overture in 1807; the 'Military', Symphony N o.100in r, was announced in 1805 and 1806- 

and the overture to The Creation once in 1814. The most popular, or at least the most 

frequently identified, was The Surprise’, Symphony No. 94 in n  identified in te

7 The overture to the Occasional Oratorio and Acis and Galatea. These concerts presented a 
mixture of sacred and secular music, see Chron 1805: 2, 3.
8 It may be noted that Handel s overture to Acis and Galatea, and other items from this work, 
while best described as a masque, was performed in the same context as his oratorios.
9 Only five performances were of unidentified overtures and these may well have been 
further performances of the identified works. The level of identification was much higher for 
overtures by Handel than for any similar sized body of orchestral music. Items by Haydn 
could possibly have been announced by their number or key, but fewer had titles as such. 
Handel's overtures were more readily identifiable, but it seems that a larger number were 
known to the public and that there may have been more publicity value in announcing 
specific items.

- Chapter 12: Repertoire survey -



2 %

performances. A significant number of the Haydn overture performances remain 

unidentified. Pleyel was the next most significant figure in this repertoire, with seven 

performances of overtures and eleven performances of symphonies, none of which were 

identified. These occurred within the period 1792 to 1805 and roughly equate to the period of 

popularity and rivalry between Pleyel and Haydn in London, and its pattern.10 After 1805 

there were no further performances of music by Pleyel identified in these genres, and his 

popularity appears to have receded.11 There was a small vogue for Kreutzer's overture to 

Lodoiska which received nine performances between 1795 and 1809.

From 1805 the number of composers represented in this repertoire broadened considerably 

Six new' composers appeared in that year. This quite sudden increase corresponds with the 

revival of concert life in 1805. The most significant addition to the repertoire was the 

appearance of overtures by Mozart in 1812. Cost fan tutte had been performed in the Theatre 

Royal on 31 August 1811 and vocal items from Mozart's opera had appeared in public 

concerts from 1805 and in private events from 1803, but the appearance of his overtures in 

public concerts was significantly later.12 Two performances of the overture to Le nozze di 

Figaro were given in 1812 and two of Die Zauberflote in 1814, and one of an unidentified 

overture in 1813 and 1814. It is likely that these performances were encouraged by those of 

Cost fan tutte in the Dublin theatre and the relatively recent first performances of the three 

operas in London. Each of these was given at the King's Theatre, with Cost fan totte on 9 

May 1811, Die Zauberflote on 6 lune 1811, and Le nozze di Figam on 18 June 1812 13

Two performances of concerti grossi by Corelli are identified: his Eighth Concerto’ (the 

'Christmas Concerto') in 1798, and an unspecified 'concerto' in 1808.14 Weber reports that in 

London Corelli's concertos 'died out in the 1760s but regained popularity in the 1780s and 

1790s, owing chiefly to the 1784 Commemoration and the ensuing fad for Handel . IS The

10 See above pp. 37, 38, also McVeigh, Concert life, pp. 18, 20.
11 There were a few examples of instrumental chamber music by Pleyel in this period, but the 
next performance identified of a symphony was not until December 1816. FJ 11 12 to 17 12 
1816.
12 A Mozart overture was announced in 1789, but no other mention of Mozart's orchestral 
music appears from 1792, see Boydell, Rotunda, p. 137. For the introduction of vocal items 
see above, pp. 135,136,158.
t3 'Naldi' NC. Don Giovanni followed on 12 April 1817. The King's Theatre performances 
and visit by some the cast to Dublin in 1811 are noted above, pp. 283, 284. The first 
performance in Dublin of Le nozzejjjFigaro was on 7 October 1819, and of Don Giovanni 
was on 27 September 1819, both at the Theatre Royal Crow Street. Walsh, Opera 2. p. 248. 
The first performance of Die Zauberflote has yet to be confirmed but was after 1820.
14 Chron 1798: 1,1808: 3.
15 Weber, Musical Classics, p. 179. He reports that between two and four concertos or 
overtures by Corelli appeared in every programme of the Antient Concerts giving this 
literature a special canonic status. Also that the Christmas Concerto' was the one most 
frequently performed, appearing on eight occasions. For details see Weber pp. 177 - 180, and 
tables 9, 10, pp. 254, 255.
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situation in London was to some extent paralleled in Dublin. Boydell identifies numerous 

performances of instrumental music by Corelli in the Rotunda concerts up to 1791.16 The 

’concerto' performed in 1808 was used to begin the Irish Musical Fund Society's 

Commemoration of Handel, and in 1792 Corelli was listed among the composers represented 

in a ’Selection of Sacred Music'.17 Two performances of violin solos, in 1810 and 1814, 

complete the surprisingly few reports of music by Corelli.18 Performances may still have 

occurred in private settings, but Corelli's position in the repertoire of public concerts appears 

to have diminished by the early 1790s, somewhat sooner than was the case in London. This is 

understandable in that Dublin lacked organisations, like the Academy of Ancient Music or 

the Concerts of Antient Music, dedicated to the promotion of old' music and as a result, apart 

from that of Handel, it featured much less strongly.

Of the twenty-three composers of overtures, symphonies or sinfonias who have been 

identified, only six were local or resident in Dublin. This area of repertoire in Dublin was 

thus very highly dependent on imported music: in fact only 7% of the performances were of 

locally composed music. Indigenous repertoire was entirely absent for much of the period. 

Single items composed by Yaniewicz appear in 1802; by Stevenson in 1805; by T Cooke in 

1809; and by Broad in 1811; no more than three by Fallon from 1809; and a maximum of six 

bv Alday in 1804 and 1805. Local or resident musicians were undoubtedly active in 

composing works for the stage and it is curious that so few of their overtures transferred into 

concert life, and that notable figures such as Giordani, John Bianchi or Addison were not 

identified in this genre. There is very little to distinguish the repertoire presented in this 

genre in concert life in Dublin from that which was presented elsewhere.19

16 He identifies Corelli's Fifth Concerto performed on 28 August 1754 and 36 performances of 
an unknown number of instrumental pieces in nine seasons between 1771 and 1791. Boydell 
Rotunda, pp. 36, 149,150 and appendix 1.
17 Chron 1792: 5, noted below in Table 16 p. 298. It may be suspected that instrumental music 
by Corelli was included in this sacred concert as no sacred vocal music by Corelli has been 
identified during this period, see 'Sacred Music' below pp. 298 - 303 and Appendix 13.
Corelli was probably regarded as a sacred’ composer on the strength of the ’Christmas’ 
concerto. The association of Corelli's concertos with the Commemoration of Handel suggests 
that other unidentified examples may have included in these events, perhaps in 1786 to 1791 
see Appendix 6.
18 Chron 1810: 8,1814: 33 and noted below in Table 28 p. 312. Both solos were played bv
Fallon in sacred concerts
19

A valuable comparison is provided in Burchell, Polite or Commercial Concerts, pp. 298 - 
301, identifying composers whose music was performed in London, Edinburgh, Bath, 
Oxford, Manchester and Newcastle in the period 1755 to 1790. VVransky and Romberg, who 
were later figures, are the only composers noted in Dublin who do not appear in this list.
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Sacred music

The most striking but not unexpected feature of this genre is the dominance of Handel. In no 

other area of repertoire was there such an overwhelming reliance on the works of one 

composer. The only composer who came close was Haydn. As noted above, the level of 

detail provided in newspaper announcements to some extent frustrates a comprehensive 

survey of this repertoire. Two aspects create uncertainty: programmes announcing a 

selection of sacred music', and advertisements for what appear to have been complete 

performances of oratorios. There are 117 concerts of sacred music identified from the period 

1792 to 1814. Of these, 42 provided no details of the intended repertoire. A further group of 

33 events gave a broad indication of the source of their selection' or suggested what may 

have been a complete performance of all or parts of an oratorio, but provided no other detail. 

In this group the twenty-five programmes which presented selections from one or more 

composers or works are tabulated below, and illustrate some of the general features of sacred 

repertoire.211

Table 16: Selections of sacred music ...

number of performances years
from Handel 4 1805, 1808,1809, 1811
from the most favourite works of Handel 3 1794, 1795, 1797
by Handel, Corelli, and Pergolesi 1 1792
from Handel and Haydn 1 1811
from Handel, Haydn and other composers 1 1814
from Handel, Haydn, Mozart and Pergolesi 1 1814
from the oratorios of Handel and Haydn's The Creation 1 1801
from Handel and Haydn, from The Seasons in act two 1 1811
from Messiah 4 1800, 1801, 1809, 1810
principally from Messiah 2 1813
favourite songs from Messiah 1 1810
from The Creation 2 1801, 1802
from The Creation in the second act 1 1813
by Giordani 1 1792
composed and selected by T Cooke 1 1807

As expected Messiah was the most frequently presented work. The proportion of music by 

Haydn is also expected. Of some significance were the earliest announcements of items from 

The Creation and The Seasons.20 21 As with Corelli noted above, music by Pergolesi was well 

established in London and formed a significant component of the repertoire of the Academy 

of Ancient Music and the Concert of Antient Music. Weber reports that the Concert of 

Antient Music performed Pergolesi's operas and sacred music and that the Academy of

20 Some slight adjustment of the word order used in the announcements has been necessary' 
in compiling this table.
21 Both were introduced by the Irish Musical Fund Society, for details see pp. 191, 192, 221.
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Ancient Music performed his motets and masses.22 Boydell has identified items of sacred 

music given in concerts at the Rotunda in Passion Week in 1782, and Walsh has identified 

several performances of Pergolesi operas, but the two references in Table 16 to sacred music 

by Pergolesi forming part of two selections, and a reference in 1808 to a song O Lord have 

mercy', are all that have been identified in concerts during this period.23

The remaining eight performances in this group announced what appear to have been 

complete performances of all or specific parts of an oratorio. It may be more accurate to 

regard these as near complete' performances, as omissions may have been made. Messiah 

was the most likely to have received a complete performance, reflecting not only widespread 

practice elsewhere, but also the conscious historical pride that the city had hosted the first 

ever performance. In total, six performances of the Messiah were announced in 1795, 1798, 

1799 [21, 1809, and 1814, and two of parts one and two were announced in 1793 and 1799.24

Full or partial details of the remaining sacred concerts, and those which presented mixed 

programmes of sacred and secular music, facilitate a survey. The individual pieces identified 

are collated in Appendix 13 with the number of performances they received and the period in 

which they were given. A relatively small group of composers are represented in the 

repertoire of sacred music. Table 17 identifies the composers, the number of individual items 

and the number of performances recorded.

Table 17: Composers and items of sacred music

composers items performances
Handel 118 434
Haydn 20 61
Boyce 4 15
Arne 1 3
Guglielmi 1 3
Allegri 1 1
Pergolesi 1 1
Baumgarten 1 1
Cima rosa 1 1
Luther 1 1
Cereramic 1 1

22 'In 1749, 1750, 1751, 1755 and 1756 the Academy performed Pergolesi's five-part motets on 
psalm texts; in 1761, 1773 and 1775 it offered his settings of the mass'. Weber, Musical 
Classics, p. 65. See also Weber, Musical Classics, pp. 178, 181 -182 and tables 9, 10, pp. 254, 
255.
23 Bovdell. Rotunda, p. 153 identifies the Stabat Mater. Gloria and chosen Pieces of Sacred 
Music' at two Spiritual Concerts for the Hospital. For details of the opera performances see 
Walsh, Opera 1. There are no references to Pergolesi's operas being performed at the Theatre 
Royal Dublin from 1798 in Walsh, Opera 2. The song is noted below in Appendix 13.
24 For details see Chron 1793: 2, 1795: 1,1798: 2, 1799: 1, 4, 11,1809: 1, 1814:14. The final 
performance was the only one for which a review confirms a significant selection of the items 
These are included in the survey below and in Appendix 13.
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local composers
Stevenson
Giordani
Broad
Logier
Fallon
Urbani

unidentified composer

The extent of the dominance of Handel in this repertoire is clear with almost 70% of all items 

ind 80% of all performances of sacred music attributed to him: and this excludes the 

complete performances of Messiah noted above. Haydn was the only other composer of any 

real popularity, with around 11% of the items and performances noted above. There were 

references ^  ThP Creation from 1801, but the identification of individual items came later, 

from 1804. As the work rose to prominence, the relative popularity of Haydn was for a time 

rather higher than the figures reported above might suggest. A few items by Boyce were 

popular and some by Stevenson had a passing vogue, but the others are not of statistical 

significance. Details of the favoured oratorios of Handel and Haydn are given in Table 18.

Table 18: Repertoire of sacred music by Handel and Haydn

items performances

Handel Messiah 33 191
Judas Maccabaeus 20 47
Acis and Galatea 17 37
Samson 9 27
Israel in Egypt 8 21
Jephtha 5 21
L'Allegro, il Penseroso ed il Moderato 3 10
Deborah 3 5
Theodora 2 14
Semele 2 6
Athalia 2 5
Redemption 2 9
Saul 1 4
Solomon 1 4
Esther 1 1
Joseph and his Brethren 1 1
Alexander's Feast 3 6
Alcina 1 2
Ode for St Cecilia's Day 1 2
Coronation Anthem (unidentified) 12
Coronation Anthem Zadok the Priest 1 1
Funeral Anthem The ways of Zion 1 1
song, O magnify the Lord 1 7

Havdn The Creation 20 61
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After Messiah and The Creation, the next most favoured works were Judas Maccabaeus and 

Ark and Galatea. This reflects the relative popularity of the works of Handel throughout 

Britain since the composer's death. McVeigh reports that Messiah had already gained a 

special status and that the vogue for the war-mongering M a s  Maccabaeus persisted'.** 

Weber confirms that p.dns Maccabaeus was second to Messiah in both the theatre and 

festival repertoire; also that no distinction was made in festival performances between 

oratorios, odes and masques; and that of the latter, Acis and Galatea was the most popular.28 

He reports that as the century progressed, Alexander's Feast and Acis and Galatea became 

more central to the repertory, probably because of their convenient brevity and relatively 

simple orchestration'. The enduring popularity of )udas Maccabaeus owed something to its 

original function as an expression of loyalty to the Hanoverian monarchy following the 1745 

Rebellion and the defeat of the Scots Jacobites and the Young Pretender.*7 Thomas Morell 

intended and dedicated his libretto as a compliment to the Duke of Cumberland upon his 

victory at the Battle of Culloden in April 1746.28 By the time of the first performance on 1 

April 1747, its message had been superseded by events, and it gained meaning and 

popularity as an expression of patriotism encompassing the wider context of the 1744 to 1748 

Anglo-French war. Its calls for strong military action, courage, piety and the recovery of 

freedom, as Smith comments deploying the prime emotive political trigger-word of the 

period 'liberty", remained contemporary as various conflicts involving Britain arose.29 * In the 

circumstances of the current war with France, its message was undoubtedly endorsed by the 

audience in Dublin.'1’

Selections from Samson, Israel in Egypt, lephthjL Theodora and the Coronation Anthems 

were fairly popular. 'Zadok the Priest' was the only one of the Coronation Anthems to be 

identified, but it is likely that it was the one most frequently performed. McVeigh comments 

that the particular preference of the Concert of Antient Music for slow music of unadorned 

but profound expression' promoted a trend towards 'pure classical simplicity’ in the last two 

decades of the eighteenth century.31 He reports that an extraordinary number of those 

Handel airs favoured there and at oratorio selections are of this Largo or Larghetto type'. The 

examples he cites of expressions of pathos and serenity are all, bar one, among the favourite

25 McVeigh, Concert life, p. 31.
26 See Weber, Mimical Classics, pp. 123, 127, 136, 173.
27 McVeigh, Concert life, p. 28, see also Dean, Handel's Dramatic Oratorios pp. 460 - 463, and 
a detailed treatment in Smith, Hamjel s oratorios and eighteenth-century thought
28 Morell's various motives for doing so and his political opinions are detailed in Smith 
Handel's oratnrins and eiehteenth-centurv thoueht. pp. 195 - 199.
29 smith, Handel's oratorios and eighteenth-century thought p. 299.
30 For further repertoire of patriotic significance see below, pp. 319 - 324.
31 McVeigh, Concert life, p. 141.
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items performed in Dublin, including 'Verdi prati’ from Alcina.32 This aria was among the 

operatic excerpts collected and furnished with biblical texts to provide bogus or pastiche 

oratorios when Handel's death stemmed the supply of genuine ones.33 The taste for 

simplicity which these illustrate in London was shared in Dublin and replicated in the same 

repertoire. 'Verdi prati' assumed its place in oratorio selections, as it had in London but in 

Dublin was referred to by its original title in the opera Alcina. rather than in the pastiche 

oratorio Redemption. It is not known if Urbani sang the Italian or English text of this item 

the English may have been in keeping with the surrounding programmes - but in his singing 

and teaching he boasted 'the true Italian style'.-34 In either case the melodic expression of the 

music was fully in keeping with the ethos of sacred concerts.

The works of Handel and Haydn provided almost the entire repertoire of sacred music in 

Dublin at this period, but setting the parameters of what may be considered the core 

repertoire is not straightforward. Single performances may certainly be omitted, and those 

performed two, three or four times may not merit special status. The most popular items 

may be identified by taking a measure of more frequent repetition. An arbitrary cut-off point 

of a minimum of eight performances would identify the items detailed in Table 19.35

Table 19: The core repertoire of sacred music

composer work genre title
Handel Messiah recitative Comfort ye my people
Handel Messiah chorus Hallelujah
Handel Messiah air Every valley
Handel Samson air Let the bright Seraphim
Handel Messiah chorus And the glory of the Lord
Handel
Handel

Theodora air
chorus

Angels ever bright and fai 
Coronation Anthem

Handel Messiah chorus Lift up your heads
Haydn The Creation chorus The heavens are telling 

For unto us a child is bornHandel Messiah chorus
Handel Messiah recitative Thus saith the Lord
Handel Messiah air But who may abide
Handel Messiah air He was despised
Haydn The Creation air In native worth

20
1915
16 
15 
13 
13 
13 
13 
11 
11
9
9
9

I sereno

32 Seven of the eight he comments on were popular in Dublin: Total eclipse', Farewell, ye 
limpid springs', 'Angels ever bright’, Pious orgies', T know that my redeemer’, 'Rendi T sei 
al ciglio', and 'Verdi prati'. McVeigh, .Concert life, p. 141.
33 Four pastiche works resulted: Gideon, Nabal, Redemption and Omnipotence One item 
from Redemption was already popular in Dublin: Rendi I sereno al ciglio' from Sosarme 
became 'Lord remember David' noted in Appendix 13. 'Dove sei amato bene’ from Rodelinda 
became Holy, holy, Lord God Almighty' and became popular from 1816. This last item 
would have completed the list identified by McVeigh. McVeigh, Concert life, pp. 141,264 n 
30, Dean, Handel’s Dramatic Oratorios, p. 146.
34 Also a specialism in the Caledonian or Scots style, see above p. 125. This may of course 
indicate Italian techniques of vocal production and not necessarily Italian words.
35 A cut-off point of seven performances would widen this group to twenty-two items, and so 
on, for details see Appendix 13.
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Flandel Messiah air Why do the nations
Flandel Redemption air Lord remember David
Handel L'Allegro air Sweet bird
Handel Messiah air The trumpet shall sound

9
8
8
8

Some general points arise from this table. First an issue of identification. In the case of 

paired items, usually a recitative and air, as in the example here of Comfort ye' and ’Eve 

valley', the title of either or both items may have been announced. It was not uncommon for 

only the air to be announced, and these were entirely effective in performance in their own 

right.36 37 However, in some instances when just the recitative was announced, it is likely that 

the air was also performed.17 It is likely that, in these cases, the airs were performed as often 

or more often as their recitatives, and that 'Every valley' was in fact the most frequently 
performed piece of sacred music.

There were a significant number of choruses among the most performed items noted above,

n  ripirlv the favourites were selected from Messiah and were the and in Appendix 13. v-ieany

rhythmic, up-tempo', major-key, and perhaps more masculine examples. For unto us' was 

performed quite often and required some vocal agility, but 'And he shall purify' was not 

dentified and 'All we like sheep' occurs just twice. Technical difficulty was a consideration. 

Darker examples focusing on motivic or extended counterpoint, or with slower tempos and 

minor keys, tended to be performed less frequently. 'He trusted in Cod', 'Worthy is the 

lamb', and Since by man', are identified just a few times; and Surely' and And with his

n ir, ii,p rase of the choice of airs, there is an observable balance between stripes not at all. in me

those requiring some virtuosity, such as 'Every valley' and Let the bright Seraphim', and 

slower lyrical items, such as 'Angels ever bright and fair' and He was despised'. Both styles 

caught the attention of the public. It may be noted that Sweet bird' from ¡¿Allegro is 

included (an aria with an entirely secular text), but it would seem that its pastoral imagery 

made it suitable There were surprisingly few performances of 'I know that my redeemer 

liveth' (just five are identified) and only one of 'How beautiful are the feet'.

Glees

There was a very substantial repertoire of glees in public concerts in Dublin at this period 

They were usually for between three and five voices, but in a few inslances for sis vokTs.0 It 

is likely that most were unaccompanied, but this was not always so. A few examples

16 In some cases there may be tendency now to begin with the recitative as a matter of course 
but it is not clear whether this was always the convention.
37 The material in Appendix 13 reports items as they appear in announcements and
assumptions as to whether additional performances of airs were included have been avoided
unless there was a clear suggestion: for example, in the announcement of the recitative and 
air Every valley’.
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announced to include voices and instruments and, in some instances, when a glee concluded 

the performance it is likely that an ensemble setting involving many or all of the performers 

was adopted as a 'grand finale.38 39 Support may also have been provided on occasions by 

piano accompaniment. While in England in 1795, Haydn composed piano accompaniments 

to assist Lord Abingdon with his Twelve Sentimental Catches and Glees for Three Voirpc and 
this style of performance was quite common.3y

The singing of glees originated, and was most actively pursued, in the social context of 

gentlemen's clubs and societies and, as a consequence, male-voice settings dominated the 

genre from the outset. At least one society in London, the Noblemen and Gentlemen's Catch 

Club founded in 1761, held ladies' nights and no doubt female participation in glees occurred 

in social gatherings in private houses. By the 1790s mixed voice settings were becoming 

increasingly common. There is no evidence that the Dublin societies held ladies' nights, and 

the repertoire performed in this particular private context seems to have been exclusively 

male-voice.40 Yet this was not the case in public concerts. Although there were not many 

indications of the performers before 1805, it is clear thereafter that mixed voice performances 

outnumbered male-voice performances.4' As well as reflecting the increasing number of 

mixed voice settings, this resulted from the practical consideration of involving all the 

available vocal soloists. Two distinct peaks in the prominence of glees in public concerts 
appear during this period, as shown in Fable 20.

Table 20: The frequency of performances of glees

17-/ 18- 93 96 97 98 99 00 05 06 07 08 09 12 13 14
6 2 9 1 1 2 35 12 1 3 5 29 8 15

Glees obtained particular prominence in public concerts around 1805 and in 1812 The 

increase in 1805 followed the recent upsurge in the popularity of private glee clubs 

manifested by the foundation of the Irish Harmonic Society by Stevenson and Spray 

January 1803.42 All of the glees identified in 1805 were performed in Stevenson's subscri tion 

series, or the benefit concerts of his principal soloists.43 The increase in 1812 can be attributed 
to the glees presented in the 'private' subscription series promoted by Spray, Jager and Log

1er

38 For examples see Chron 1793: 2, 1800: 4, 1805: 3 - 7, 10.
39 Abingdon composed the vocal parts and their collaboration was published in London in 
1795. ’Glees', NG, Land on, Haydn in England, p. 272.
40 An indication of the activity of the Dublin glee societies is given above, pp. 133 - 137.
41 1805 was an especially busy year for glee performances, and in other years the proportion 
was not as heavily weighted, but of the twenty-seven performances which provide details of 
the singers only two involved male ensembles.
42 For details see above, pp. 134,135.
43 Stevenson presented between two and four glees in each concert of his series, and five were 
given in a concert he directed for St George's Hospital. Chron 1805: 1 - 8, 10, 12, 20, 21.
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and to the events which followed from it.44 Stevenson's and Spray's particular promotion of 

glees in public events was closely related to their private musical activity.

During this period, 69 glees and 129 performances have been identified.45 These are collated 

in Appendix 14. Some twenty-eight composers are represented. Almost half of the 

composers are represented by a single performance of one glee, and nearly two-thirds of the 

glees announced were identified only once. This low level of repetition strongly suggests a 

transitory repertoire, but still with a few perennial favourites. Only six glees are known to 

have had more than three performances.46 The presence of three active glee clubs in Dublin 

accounts for the particularly high representation of local composers in this genre47 * There 

was a strong market for glees which were not too demanding for amateur performance in this 

context and in domestic settings. The following Table illustrates the balance between glees 

composed by local musicians and those drawn from the wider national tradition 46

Table 21: Local and national composers of glees

local items performances
Stevenson 22 50
Clarke 2 4
T Cooke 2 3
Clifton 2 2
Mornington 1 3
Cogan 1 1
Ford 1 1
Geary 1 1
King 1 1
Logier 1 1
Moore 1 1
Phelps 1 1
J Smith 1 1

total items performances
13 composers 37 70

national
Stevens

items
5

performances
14
10
A

Webbe 5
Callcott 4
Harrison 3

T-
Q

Dan by 
Corfe

2
2

y

3

Purcell 2
Z
7

Storace 2
Z
7

Cooke 1
z

Bishop
Arne

1
1

ó
2
1
1
1
1
1

performances
56

Braham 1
Mazzinghi
Shield

1
1

Smart 1

15 composers
items

32

Almost half of the number of composers identified were local. This area of activity had
greater independence from the mainland tradition than any other area of concert 

Stevenson was clearly the most active local composer. Items by some of the mo t | f
British composers were also popular in Dublin. Samuel Webbe

senior was the librarian and

44 Chron 1812: 3,6  -11, 15, 18, 20.
45 There is a slight discrepancy between the number of performances noted here and in the 
table below, as three of the performances were announced without the composer or title 
being given. Otherwise the highest level of identification of all genres was for glees.
46 For details see Appendix 14.
47 The Hibernian Catch Club, the Beefsteak Club, and the Irish Harmonic Society, noted 
above pp. 133,134.
46This information is summarised from Appendix 14. 'National' in the sense of British.
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secretary of the Glee Club established in London in 1787.49 His 'Glorious Apollo’ which 

opened every meeting of the London Club was performed in Dublin, and his When winds 

breathe soft' was popular. Some glees were substantial compositions, complete with 

overtures. Webbe's When winds breathe soft’, when performed in full, is 154 bars long with 

six sections. John Danby, Webbe's pupil and recipient of prizes from the Glee Club, was 

identified, as was John Callcott. Samuel Harrison’s O Nanny wilt thou gang with me' was 

popular, and among the glees by Richard Stevens three of his well known Shakespearean 

glees were performed: 'Ye spotted snakes', 'Sigh no more ladies', and O mistress mine'.50 A 

number of glees were arranged from other composer's works or from known airs. Stage 

works were a common source for arrangements. Stevenson, for example, drew on some of 

his own works, and on melodies by Thompson, Shield, and Thomas Moore.

Concertos and concertantes

The concerto was a fundamental component of the majority of concerts It was the primary
genre of instrumental display. During this period 112 concerts had a concerto performance, 

and often more than one. It may safely be concluded that many were performed in concerts 

for which few programme details are available. Overall, 204 performances of concertos have 

been identified. Table 22 reports the relative frequency of the solo instruments involved.51

Table 22: Concerto performances

Violin 75 Horn
Piano 50 Organ
Flute 25 Bassoon
Cello 20 Bass horn
Clarinet 10 Two flutes 11 soloist)
Trumpet 7 Two flutes) 2 soloists)
Pedal harp 6 Clarinet and bassoon
Oboe 2

As expected, concertos for the violin or piano were the most frequently performed and those 

for flute or cello were quite common.52 53 Most of the performances of clarinet concertos were 

given by one player, the instrument’s chief exponent in Dublin, John Mahon.55 Concertos for

49 'Webbe, Samuel (i)', NG. The common spelling Webb' has • , .
*> Stevens, Richard John Samuel', NC. 8 Earned ,n .he chronology.
51 The final few items could be included in the concertante cateenrv u..» •
their original description are included here.  ̂ In orc êr 1°  retain
52 There is an intriguing announcement in 1808 of a flute k,
Stevenson. If this was Sir John, and there is no evidence to m n f  ^ lenne P|ayec* by 
same name, it is the only evidence of him having played this ¡nsT™ ° not^er ^autlst of the
53 Seven concerto performances were given by Mahon- two bv T w i?6"* CJ?u°n 1808: h
and one each by Carter and S Willman, Chron 1806: 2 181T 4̂  ' man' <̂ 1ron 1809: 4, 13;
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bassoon, oboe or horn might be expected to have been uncommon, but those for organ were 

surprisingly rare.

The proportion of the concerto performances given by female soloists is detailed in the 

following table.

Table 23: Female concerto soloists

instrument piano
Miss E Logier 15
Miss Cheese 2
Miss Fallon 2
Madame Dussek 2 
Miss H Ashe 1
Miss Poole 1
Miss Rock 1
a young lady 1

violin
Madame Cautherot 
Madame Gerbini

4
3

harp
Miss A Cheese 2
Mile Dupree 2

Women soloists had a significant presence in concertos for piano or harp. The study of the 

piano or harp by women was in line with social convention and, like singing 

encouraged as an accomplishment. The profile of professional female pianists and harpists in 

public concerts was becoming ever more prom inentM u ch more surprising were thTviolin 

concerto performances given by women, since their choice of this instrument defied social

convention. Leppert comments that girls and women were for the mr,c .c most part restricted to
two types of instruments, keyboards and plucked strings' ss There .  c6 "ere were a tew high profile
women violinists who provided a rare but visible exemplar: Maddalena Sirmen a ̂niiien, cind more so

by their presence in Dublin, Louisa Cautherot and Luigia Gerbini, whose visits coincidental! 

frame this period.54 55 56

Just over half of the concerto performances announced durine th;c „ , . ,"b  m,s period identify the
composer, and a few specify the work performed. In most instances the focus of tl

announcement was on the performer. This might suggest that the attraction of heari

favourite performer was the motivating factor in attendance. Composers also a d o p ts  th^
tactic of incorporating favourite melodies into their works. Two features of this

may be examined: the extent to which soloists performed their own music, and the b ^ ' ^

between local and national repertoire. Table 24 details the concertos boy named composers
giving individual works where known, and the number of times thev vy were performed. There

54 In the period prior to 1803 just two appearances by women nmnictc • .
Poole and a young lady’, see Chron 1795: 4 and 1802: 3 respectivelv ‘ r e ‘dentified: by Miss 
of women musicians see above pp. 253 - 257. or e emerging profile
55 Leppert, Music and Image, p 147. For a discussion of the instruments viewer! ,
appropriate for female use, see Leppert, pp. 147 - 154. “ as
56 For Sirmen and Gautherot in London see McVeigh, Concert life pp 79 87
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are three categories: (i) foreign composers who had no personal connection with Dublin- (ii) 

foreign composers who visited Dublin, but whose music more accurately belongs in the 

category of national repertoire; (iii) local composers including those who became resident for 

a time and were closely involved with local activity.57

308

Table 24: Concertos by named composers

(i) composers with 
composer 
Dussek

Krumpholtz

Viotti

Steibelt

Cramer

Devienne

Duport

Ciornovichi
Criffin
Handel
Hoffmeister
Hugot
Kreutzer
Rodolph

no personal connection with Dublin 
title
piano concerto 
new piano concerto (17941 
piano concerto, air The Plough Boy' 
harp concerto
harp concerto ¡arranged for piano| 
piano concerto 
harp concerto
violin concerto with favourite polacca
violin concerto
piano concerto
harp concerto La Chasse'
piano concerto The Storm'
violin concerto
piano concerto
flute concerto
bassoon concerto
cello concerto
cello concerto, air My lodging is on the cold ground’
piano concerto
piano concerto
violin concerto
flute concerto
flute concerto
new violin concerto ¡1808)
horn concerto

performances 
11 
1 
2 
1 
1 
2 
2 
1 
2 
1 
2 
3 
1 
2 
3 
1 
3 
1 
1 
1 
1 
1 
1 
1 
1

(ii) foreign composers visiting Dublin
i m a  I i n r > r \  iYaniewicz

Ciornovichi

Mme Dussek
Lindley
Ferlendis

violin concerto
piano concerto ¡arranged from violin concerto 1798|
violin concerto, with Military Rondo'
violin concerto, airs of several nations'
violin concerto
violin concerto, air 'Lullaby'
violin concerto, air With lowly suit & Rule Britannia'
new violin concerto, air 'My native land' |1797|
piano concerto
piano concerto
cello concerto
oboe concerto

4
1
1
1
4

57 The placing of some composers in these categories in not clear cut, and different views may 
be taken: for example, whether Mahon s concertos belongs to a local or national repertoire. In 
cases like this the view has been taken that for the time a composer was in Dublin the items 
identified belong to local repertoire. Giornovichi appears in two categories: a piano concerto 
was played while he was in Dublin, but the one played (perhaps the same one) when he was 
not present has been viewed as national repertoire.
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(iii) local composers 
Alday violin concerto 4

violin concerto, Grand Polacca' 4
violin concerto, Military Concerto' 2
violin concerto, on Turkish rondo Roxalana’ 1
violin concerto, air Auld Robin Grey’ 1
violin concerto, arr. from Viotti, air The poor man's labour' 1
violin concerto, 'composed for the occasion' 1

|J| Mahon clarinet concerto 4
violin concerto, air The Quaker's Wife’ 1
violin concerto 1

Logier 'Medley concerto for clarinet and bassoon' 1
trumpet concerto 1
piano concerto 3

Cogan piano concerto 5
T Cooke violin concerto 3

violin concerto, introducing Psalm 149' 1
Nicholson flute concerto 2

flute concerto, 'with favourite airs’ 1
Fallon violin concerto 'with several popular airs' 1

violin concerto 1
Ashe flute concerto 3
Giordani piano concerto 1
Bird flute concerto 1
Clarke piano concerto 1
Bianchi violin concerto 1
Attwood cello concerto, Harmonic Rondo' 1

Dussek was the most frequently performed composer of piano concertos and Cogan the most 

frequently performed local composer. Works by many important international composers 

were performed in Dublin. Although a precise definition of what constituted a local' 

composer is difficult to establish, an approximation of the extent to which the conce t 

repertoire comprised local compositions illustrates the degree of independence in this » 

in Dublin, as given in Table 25.

Table 25: Statistical summary of local and imported concerto repertoire

local repertoire 
13 composers 
47 performances
42%

imported repertoire 
18 composers 
66 performances 
58%

From the announcements of the concertos noted above, 63 of the performances involved 

soloists performing their own works and 50 involved soloists performing the work of another 

composer. Many distinguished performers were in the habit of performing mostly their owm 

music. By contrast, young performers and in almost all cases female performers performed 

the works of other people. It would be going loo far to conclude that all of the concertos for 

which no composer was announced were written by their performer, but the broad balancT 
between local and imported repertoire is suggested in Table 26
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Concerto performances by known performers and unidentified composers 

local performers

T a b l e  2 6 : L o c a l  a n d  im p o r t e d  c o n c e r t o  r e p e r t o ir e

Bird flute 10 Schmidt trumpet
Bianchi violin 6 Alday violin
Attwood cello 5 Miss A Cheese harp
Haigh cello 5 T Cooke I

violin
Miss Logier piano 4 Field piano
H VVillman trumpet 4 Mulligan horn
Cogan piano 3 Master Owens piano

organ 1 Miss Rock piano
Ashe flute 3 Seybold harp
T VVillman clarinet 3 Terischer

r
bass horn

Mahon clarinet 2 Weidner flute
violin 1 S VVillman clarinet

Miss Cheese piano 2 a gentleman violin
Nicholson flute 2

visiting performers
Yaniewicz violin 12 Ferlendis oboe
Mme Gautherot violin 4 Giornovichi violin
Mme Gerbini violin 3 Loder violin
Lind ley cello 2 Reinagle cello
Bridgetower cello 1

local performers 
25 performers 
65 performances

visiting performers 
9 performers 
26 performances

A small number of concertantes' were announced in this period Thpc^r • i ntrse were very closely
related to concertos, the primary difference being the presence of more than one sol

instrument with the orchestral ensemble.58 The genre was popular from the mid-1760s to the

early nineteenth century, particularly in Paris, but receded as attention concentrated on solo

virtuosity. The term continued to be used, but was confined mostly to chamber music a d

was adapted to have new meaning.59 Two solo instruments, often two violinc „ •vi'j niis or violin and
flute, commonly appear, but groups of three or four solo instruments were occasional!
announced. A variety of combinations was used, and in what was a sm,n .

wus a small and peripheral
area of repertoire a few points illustrating preferences can be drawn. Four of the elev

examples identified appear in 1805, signalling a slight concentration of performances .
(he time of (he revival of concert activity. Performances occurred
period and this increase was probably more to do with the • .

e availability or inclination of
solo'sts ^an with any particular fashion. Pleyel would appear to have been the most

58
s e ^  3060 n5b,OVe' S° me C° nCerlOS With lwo sol°  instruments could be included

59 See 'Concertante', NG. In the later nineteenth centurv dnw  
symphonie concertante, signifying an emphasis on one solo instrumem Wi,h ^

in this genre,
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frequently performed composer in this genre. Table 27 provides details of the concertante 
repertoire and the range of solo instruments involved.

Table 27: Concertantes

composer solo instruments performances
Pleyel two violins 2
Pleyel violin, viola 1
Pleyel clarinet, violin, flute, cello 1
Pleyel violin, clarinet, viola, cello 1
Vaniewicz violin, flute 1
Haydn violin, flute, cello 1
Giornovichi piano, violin 1
unidentified two violins, viola 1
unidentified violin, flute 1
unidentified two horns 1

A natural assumption would be that concertos and concertantes

title

Grand concertante 

Symphonic concertante

orchestral accompaniment. There were a few occasions when this was stated explicitly in
announcements.* 61’ This was doubtless the usual practice, but genre titles were more loosely 

applied than now, and there were likely to have been some instances when solo or ensemble 

items without orchestral accompaniment, or possibly involving piano accompaniment, 
termed concertos or concertantes.

were

Instrumental chamber music

For the purpose of the current survey, the description instrumental chamber music' will be 

used to cover the remaining instrumental genres. The use of the term chamber music' is 

intended to signify non-orchestral music. Many items involving small scale ensembles were 

included in what were in other respects, quite large orchestral and choral concerts, and the 

t ast of scale which these items brought was a deliberate characteristic of programme 

lanning ‘Instrumental chamber music' includes: solos; instrumental airs; sonatas; and 

ensemble pieces comprising duets, trios, quartets and quintets. Many of these were of 
limited significance in the overall picture of concert repertoire.

The first group
---- --- at.toii group ot nine

performances which announced a 'solo'. The implication was that they involved

performer, even though all were given on melody instrument n  i ° Sln8*e
. 7 ents- u nly one announcement

made reference to an accompamment: a violin solo by Corelli played by Fallon in 1810 with 

Redmond Cooke accompanying on the cello.61 A small number of airs or pieces b J "

MThese were quite rare, but for examples seeChron 1798- 7 isns. n
61 Chron 1810:8. Noted above p. 297. ’ '  1 '
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airs, appear to have been given as solos. Others contrasted the characteristics of adagio' and 

rondo'. Table 28 summarises this repertoire.

Table 28: Solos and instrumental airs

title
solos

airs
'Lullaby'
Lowly suit'
Rule Britannia'
How sweet the woodlands'

air and variations
air and harmonic variations
air and variations
air and recitative
adagio and rondo
air and rondo
Military rondo

performer instrument items composer

Attwood cello 3
Mahon clarinet 1
Fallon violin 1 Viotti
Fallon violin 2 Corelli
T Willman clarinet 1 Mitchel
T Cooke violin 1

Giornovichi violin 1
Giornovichi violin 1
Giornovichi violin 1
| Willman two flageolets 1
Alday violin 2 Alday
Attwood cello 1 Attwood
Attwood, Alday cello, violin 1
Nicholson flute 1 Nicholson
Nicholson flute 2 Nicholson
Mme Dussek harp 1 Dussek
Mme Dussek piano 1 Dussek

Somtas were a small but perhaps more significant area of repertoire. During the period,

seventeen performances of sonatas were announced. Most were for solo piano or harp, but a

ennatas' for piano and violin, possibly with cello. No indication was few were accompanied sunm«* r
as to the number of movements performed and, as with concertos, in cases where the

8 ‘VCn ‘ ¡Humified it is likely that the performer played their own work. Cogancomposer was not laenuucu, j
cs the most frequently identified composer of piano sonatas, but most significant within

,, Uv Beethoven, the only reference to a performance of his music
this genre was the sonaiu uy

throughout this period.« Table 29 summarises the sonatas performed.

Table 29: Sonatas

composer
Cogan

Beethoven
Logier
Morey
unidentified
Dussek
Lewis
unidentified
unidentified

title items
piano sonata 1
piano sonata 1
piano sonata 1
piano sonata 1
piano sonata 1
piano sonata 1
piano sonata 2
harp sonata 1
harp sonata 1
harp sonata 4
violin sonata 1

for the occasion [1798] 
rondo on Moll in the wad' 
for the occasion [1807]
'Hope told the flattering tale'

Premiers pensées'

«  The item by Beethoven is commented on above, see pp. 255, 256.
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Pleyel
Haydn

sonata
sonata

1 for piano, violin and bassoon 
1 for piano, violin and cello

A similar number of instrumental duets and trios were identified. Quite a number of th 

duets were for piano and harp, currently a very fashionable combination. Much repertoire 

was published for use by women amateurs on these instruments. Table 30 details the duet 
and trio repertoire.

Table 30: Instrumental duets and trios 

duets
composer instruments items
Dussek piano, harp 1
Steibelt piano, harp 1
Krumpholtz two harps 1
Dussek piano 1
Latour piano 1
Mahon piano, violin 1
Stamitz flute, cello 1
Harrington trumpet, clarinet 1
unidentified violin, viola 1
unidentified piano, harp 2
unidentified

>s
Yaniewicz

two harps 1

with violin solo 1
Pleyel 1
Ebaci three clarinets 1
Viotti two violins and cello 1

air 'How sweet in the woodlands'

with a Polish rondo

The remaining instrumental ensemble pieces comprised quartets and quintets There
nineteen performances of quartets, but only one of a quintet during this period In all but

two instances the composer was recorded and, very clearly, the dominant fi
repertoire was still Pleyel, whose profile in this genre corresponds entirely with the ^
noted above in relation to his symphonies.63 It is surprising to find ,  • ■r  6 mmo just a single performance
of a string quartet by Haydn, and it is possible that in private performances his quartets w
played more often. The performances of a quartet and quintet bvy iviuzdri, in 1« 12 and 1814
respectively, were significant as the first examples of his chamber mi.cir u.-

music in public concerts
Alday was the only local composer identified in this repertoire

Some caution is necessary in determining what the comDonemc ~r
F nen,s of a" instrumental quartet 

were. In some cases the announcement of a quartet provided do»,ur  u details of the musicians plavine 
the two violins, viola and cello, but other combinations were nncciu r 5

were possible: for example, the flute
quartet' or bassoon quartet’. The 'piano forte quartet' by Mozart played by Miss Logier

was

63 See p. 296.
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very likely to have been the Quartet K. 478 or K. 493.M Table 

quintet as they were announced during the period.

Table 31: Quartets and quintets

composer title items
Pleyel Quartet 7
Pleyel Quartet 1
Pleyel Quartet 1
Pleyel Quartet for 2 violins, tenor, cello 1
Pleyel Quartet for 2 violins, tenor, cello 1
Pleyel Quartet for 2 violins, tenor and bass 1
Pleyel Flute quartet 1
Pleyel Flute quartet 1
Pleyel Violins quartet 1
Pleyel Favourite quartet 1
Alday Quartet for 2 violins, tenor, cello 1
Haydn Quartet 1
Mozart Piano forte Quartet 1
Pleiter Bassoon quartet 1
unidentified Quartet, Clarionet and Obligato 1
unidentified Instrumental quartet 1
Mozart Quintet for Piano forte, violins &c 1

31 presents the quartets and

confirmed players

violin, viola, flute, cello 
1 violin

all identified 
| probably cello]
1 flute

1 violin
all identified
2 violin, viola, cello 
1 piano

1 clarinet

Rnglish vocal music

This blanket description is used to signify all vocal music in English, with the exception of 

sacred music and glees outlined above. This large and diverse genre was central to concert 

life in Dublin. Vocal music, in some form, was included in virtually every concert during this 

period. For the purpose of this survey, English vocal music will be outlined in two 

categories: songs and ensemble items.

During this period there were 103 songs identified in announcements by both their title and 

composer.6'’ These are collated along with the frequency with which they were performed in 

Appendix 15. This information is summarised in Table 32, and illustrates the balance 

between local and national composers of songs. 6

---------------------• nlin viola and cello. K . 478 in G minor and K. 493 in Eb major
M Both comprised piano, vl°  ' respectively. For details of the performance see
were written in Vienna in 1785 ana i/o p

above p. 261. , ne songs identified only by their composer; these have a
65 In addition there were ,w . yof |ocai to national composers of songs, see below p. 315 n. 
slight bearing on the propor l jfied on)y by their title, which along with those 
67. There were also six song ^  |ittje information to this survey and are not
announcing only the Pert””11 ,q  :our charmant’, was the only vocal item identified in this 
considered. A song by Ad is 'Fre|Jch> and js included in this area.
period which may have oeen / e ^  music stemmed more from his association-  Kelly was of course Irish bolas <h^
With the London stage he is consi
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Table 32: Local and national composers of songs

local items performances national items
Addison 3 6 Andreozzi 1
Broad 1 1 Arne 4
Clarke 4 9 Arnold 2
Clifton 2 3 Bianchi-Lacy, Mme 1
Cooke, T 2 2 Bishop 3
Doyle, Darcy 1 1 Bland 1
Fallon 1 1 Braham 12
Giordani 1 1 Callcott 2
Logier 2 2 Carter 1
Moore 2 3 Duchess Devonshire 1
O'Moran, Mme 1 1 Dussek, Mme 1
Urbani 1 1 Fiorio 2
Spray 3 3 Haydn 1
Stevenson 14 19 Himmel 1

Hook 4
Horn 1
Kelly 4
Mazzinghi 3
Mozart 1
Paisiello 2
Percy 1
Purcell 5
Rauzzini 3
Shield 4
Storace 3
Webbe 1

total items performances items
14 composers 38 53 26 composers 65

performances
1
8
2
1
3
1

18
3
2
1
1
2
1
1
4 
1 
6
5 
1 
5 
2 
9 
3

1 1
3
1

performances
96

Of the composers of songs represenled here, around one-third were local.“  The two most 
significant figures in this repertoire were Stevenson and Braham. A much wider range of 
their songs were presented than of any other composer. Stevenson was clearly the most 
prominent local composer of songs. A notable feature is the presence of some women 
composers. Details in Appendix 15 illustrate a very low level of repetition in the song 
repertoire: 74 songs were announced only once; nineteen, just twice; six, three times; two,

-and one, six times. Novelty is detectable as desirable in concert four times; one, five times, ana o.. ,
. .I, ,j.„s,-ti<;pments of music-sellers. Attention was often drawn to a new' programmes and the advertisements

a '.nnetite for the latest item may account for such low repetition, song, or 'MS’ song, and an appeme k
As with glees outlined above, this appears to have been a transitory repertoire, with a very
small number of perennial favourites. Table 33 details the favourite songs. 67

67 Twenty-one performances of unidentified songs by thirteen composers were announced as 
follows: local composers Cogan 1, Giordam 5, Stevenson 1, J Mahon 1, Clarke 1; national 
composers Shield 3, Caruso 1, Anfossi 1, Handel 1, Arne 1, Rauzzini 1, Kelly 2, Braham 1. 
Those not identified in Table 32, alter the balance of local to national composers to 16 to 29 
but again just over one-third are local. The bravura song' announced as by ') Mahon' was 
significant as one of the few reports that confirm the identity of John Mahon in Dublin.
Chron 1797:12.
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T a b l e  3 3 : F a v o u r i t e  s o n g s

composer
Shield
Clarke
Braham
Paisiello
Addison
Arne
Kelly
Purcell
Stevenson

title
The wolf 
The last words of Marmion 
Fair Ellen. The Cabinet 
Hope told a flattering tale 
With sweetest smiles 
The soldier tired 
Little blind boy 
Mad Bess 
Faithless Emma 
My Henry is gone

performances
6 
5 
4 
4 
3 
3 
3 
3 
3 
3

The announcements of many of the songs, noted in Appendix 15, make reference to the 

theatrical work from which the song was selected. Operas and musical dramas were a large 

and important source of song repertoire in concerts and doubtless many other examples 

could be traced to these sources. There was also a repertoire of miscellaneous songs and 

ballads in common use and these were quite naturally adopted in concerts. Songs were 

clearly an inherent part of concert repertoire, but there is a sense in which this was an 

adopted repertoire. The proportion of secular vocal music written primarily for use in 

concerts was much lower than that of instrumental or sacred music.

There would appear to have been a relatively small repertoire of vocal ensemble pieces. The 

duets identified in this period, and ensemble items for up to six voices, are collated in 

Appendix 15. The modest number of ensemble items was undoubtedly a consequence of the

popularity of glees.

Italian vocal music

The proportion of Italian vocal music to that in English was high nuri tu-5 • curing this period a

repertoire consisting of 113 items with 174 performances has been identified This

almost equivalent to the repertoire of English vocal music outlined in u,xmea in the previous section

though it excludes glees and sacred music. Vocal music in Italian was a" M6n,t|cant area of

repertoire, but was not a consistent element in concerts. Table 34 reports th ' 

performances each year and illustrates several distinct phases in the popular't f I ^  ^  

vocal music. These mostly correspond with the visits of Italian singers to Dublin
Table 34: Performances

17- / 18- 92 93
1 1

of Italian vocal music

94 95 96 97 04
1 1 1 3  2

05 06 07 09 11 
40 15 39 4 4

12 13 14
21 10 31
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With a few notable exceptions, the highest celebrity musicians at this period were the stars of 
Italian opera. Their status to some extent elevated the intrinsic value of this repertoire and 
heightened the perception of its prestige. There was thus a strong motivation for singers to 
perform Italian repertoire, for reasons of professional sfanding. Urbani s offer of teaching the 
true style' has been noted, but non-Italian performers also drew attention to having studied 
in Italy.68 69 * 71 72

Most performances of Italian vocal music were given by foreign performers, mainly by 
Italians and few local singers performed this repertoire. All of the Italian music performed 
in 1805 was given by the visitors engaged by Stevenson for his series, or by Urban!/* 
Madame Dussek performed almost all of the arias and was assisted in duets by Miss Tyrer. 
Similarly in 1807, 1 8 1 1  and 1814 the Italians visiting along with Catalani, or else Urbani, gave 
nearly all the performances.™ Spray, his daughter Julia and Jager in the private series, or 
Madame Bianchi-Lacy, gave the repertoire reported in 1812, as did Philipps with Urbani and 
MissSharp in 1806, or with Mrand Mrs Willman in 1809/.

The repertoire of Italian vocal music is collated in Appendix 16 with the number of 
performances. Most of the repertoire was given in the ten years from 1805 and quite a range 
of composers were identified. Undoubtedly a substantial part of this repertoire came from 
operas, although relatively few of the sources were announced: it is likely that these were 
among the most widely recognised. Aside from the aria INIel cor piu non mi sento' by 
Paisiello, and the duet 'Me n'andro di Giove al piede' by Winter, it is difficult to establish 
favourite items from the generally low frequency of performances identified in Appendix 16. 
Table 35 summarises this material, reporting the number of arias, duets and ensemble items 
by each composer and the number of performances of their work.7*

68 For Urbani see above p. 125. Miss Mortimer announced her recent -_j
when she appeared in Dublin, see above p. 263 n. 41. êri °f study in Italy
69 For details see Chron 1805:1 - 8, 10 -13.

For details see Chron 1807: 8 -14, 1811:11, 1814: 1 0  1 1  15 y j in
71 Chron 1812: 6 -12,14, 15,18, 20, 1806:1 - 9, 1809: 4,1013. The item, ' ‘ .
performed by Signora Rosa, Mrs Ashe, Miss Spray and John Sprav ChrePorted in 1813 were
72 A variety of terms was used to announce solo-voice items: aria so ^  1§13: 9' 10,17- 
bravura, scena, cavatina and air. For the purpose of the current ts'ur0n&,r0n?0'.P0,acca, 
blanket term. Original descriptions are retained in the chronoloev l̂CT VVil1 ** used 
invariably referred to as Mayer and Portogallo, and these have been ret*  ̂^  PortUgal

as a 
were
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composer
Alday
Andreossi
Asioli
Benelli
Bianchi, Francesco
Braham
Caruso
Cherubini
Cimarosa
Cimarosa /Mengozzi 
Cimarosa / Portogallo

arias
items
1
2

2
1

1
6
1
1

Farinelli
Ferrari
Fioravanti
Fiorio
Caluppi
Generali
Giordani
Guglielmi
Handel
Haydn
Lanza
Marcello
Martini
Mayer |Mayr|
Mengozzi
Mozart
Nasolini
Newman
Paer
Paisiello
Portogallo | Portugal!
Pucitta
Radicati
Rauzzini
Sacchini
Sarti
Sterkel
Tarchi
Urbani
Winter
unidentified composer

1
1
2
1
1
1

6
1
3

1
3
6
4 
6 
1

2
9

1
4

5

total

39 composers

arias
items
74

1
8
1
2

1
1
2
1
1
1

10
2
4

1
4

11
7

11
2

4 
14

1
6

5

peri.
109

duets
items peri.

1 1

2 4

1
1
2
1

1
1
3
3

1
1
1
1

1
2
1
1

3 8 
1 2

1 1 
1 1 
1 1

3 10

duets
items perf. 
22 41

ensembles total
item perf. items perf.

1 2
2 2

1 1 1 1
2 3

1 1 2 2
1 1

1 1 1 1
1 1

1 2 9 14
1 1
1 2
1 1
1 1
2 3
1 3
1 1
1 1
2 2
1 1
1 1
2 2
1 2
1 1
1 1
6 10
1 2

3 4 9 16
1 1 2 3

1 1
3 4
7 12
5 8

3 6 10 18
1 2

1 2 1 2
1 2 3 6
1 1 10 15
1 1 1 1

1 1
4 6

2 2 5 12
5 5

ensembles
item perf. items perf.
17 24 113 174

dominant in this repertoire. However, a group of seven or eight
ici

U11 position. Cimarosa, Mayer, Mozart, Paisiello, Pucitta, Sarti, Winter,
.  i  C r \ n r (r\rm O n  r i M Y \ l 3 A C P r c  \ 4 n 7 a r f  u r a c  f K n

and possibly Portogallo, vver

No single composer was 

shared a roujihly equal p̂
the most frequently performed composers. Mozart was the
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most important of the group, and a useful indication of the earliest items from his operas to 

be introduced in public concerts is given.71

Italian vocal music in Dublin, more than any other genre, drew on the works of composers 

from mainland Europe. Most, but not all, were Italian, and as in other genres their music 

transferred to Dublin either directly from concerts or the theatre in London, or via the theatre 

in Dublin. Although this was predominantly an imported repertoire it was not exclusively 

so. The presence of Braham is notable as a British composer of music in Italian, and a small 

number of local musicians made a contribution to this genre in Dublin. For Urbani and 

Giordani this was their native tongue, and the Frenchman Paul Alday composed at least one 

aria, but there is no evidence of such experimentation by other resident musicians.

Music of patriotic or political significance

Concerts in Dublin made no attempt to forward overtly a domestic political agenda, for to 

have done so would have been inappropriate.* 74 Concerts were a testament to refined living 

and as such projected the dominant social values, which in the broader political context were 

resolutely pro-establishment. Concerts were a natural forum for the expression of 

generalised patriotic sentiments, so long as they were devoid of contentious domestic 

political elements. In this guise moderate expressions of both British and Irish cultural 

patriotism could be freely asserted.

Expressions of British political patriotism are readily identifiable, as for the most part are the 

expressions of Irish cultural patriotism, represented by a repertoire which arose from the 

revival of Irish national music. Other items already considered had clear patriotic overtones. 

Anthems used on state occasions, like Handel's 'Coronation' or Funeral’ anthems, are a case 

in point, and it is likely that there were glees and songs whose patriotic sentiments are not 

apparent from their title.75 To this extent, the following is a provisional survey. Table 36 

details the extent of repertoire with national and patriotic associations.

71 The circumstances of their introduction have been commented on above pp 135 yxf. ica
74 See above, pp. 43 - 51, 264,265. P P - I * .  136, 156.
75 There may be some justification for including various items by Handel, particularly those 
from ludas Maccabaeus noted above, in this category, but on account of their context and 
popularity in relation to the rest of his sacred music they have been considered above See 
pp. 298 - 303.
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T a b le  36 : P a tr io t ic  a n d  n a t io n a l m u s ic

British patriotic music
genre composer

song Braham

Stevenson
Corri

chorus Stevenson
Pucitta

choral Logier
glee [? Dibdinl
orchestral Keile

Kotzwara
Logier

Raimondi 
T Cooke

Mahon

Ashe
Yaniewicz

Mixed national music
genre composer
full concert Mahon

Irish national music (t|
genre composer
songs Carolan

arr. T Cooke

Fallon

Kelly
arr. Logier 
arr. Stevenson

unidentified

song and glee arr. Logier

arr. Stevenson

glee arr. Stevenson

Idle performances
God save the King 24
Rule Britannia g
Behold the Briton j
Nelson
The death of Abercrombie 2
Trafalgar Bay ^
While notes of triumph j
The Patriot Sailor ^
In the hour of victory 2
Exulta Britannia, for Wellington s arrival in London 1 
Jubilee Ode I
Britons strike home 2
The Battle of Salamanca
The Battle of Prague 2
The Battle of Trafalgar ^
The Battle of Vittoria ^
The Surrender of Paris j
Battle Piece 2
Lord Hardwicke’s March I
Duke of Bedford's March j
The Duke and Duchess of Richmond's welcome 
The Duke of Richmond's New Grand March 
The Duchess of Richmond's Waltz ]
March composed for the Volunteers of Dublin 1
March composed for the Lawyers Corps

tj[|e performances
The Glory of Britain and Pride of Hibernia 1

Idle performances
Blessington maid j
Drimmindhuo Deelish* 1
Dear Erin my sister 2
Once the harp through the valleys l
Planxty Kelly* 2
Death of the hound I
When last I strayed o'er the moor 
The Bard of Erin I
Savourns Deelish*
Remember the glories of Brian the brave*
The harp that once through Tara's halls* 2
When for our laws and native land 1
Coolin* j
Molly Malone ^
Robin Adair* 2
Aileen Aroon* 2
Crookau a venne* 2
The brown thorn* 2
Gramachree* 2
[text Moore, The harp that once through Tara's hallsl 
Ye lasses of Dublin*
Fairy Queen*
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Robin Adair* 1
instrumental Alday Air and Rondo on Ellen Aroon'*, for violin 1

arr T Cooke Cappricio for piano 2
Fallon Fairy Queen*, as a piano duet 1

concertante Fallon air 'Fairy Queen'* 1
concerto Fallon on the air 'Roslin Castle' and 'Eamun-a-chuuk'* 1

arr. Logier Air and Rondo on The Bard’s Legacy'*, for clarinet 2
orchestral arr T Cooke Medley overture 2

arr. Logier Medley overture 1
Cardan's Concerto* 2

Fallon Grand Medley overture 1
Irish Airs [selection of 10 from those below| 1
Irish Airs [selection of 14 from those below] 2

Carolan's concerto* 
Pawsteen Feunn*
Shawn O'Duier an Ghlanna or The woods are cutting
Planxty M'Guire* 
O'Rourke's noble feast* 
Cathileen nee Oolahawn
Planxty O'Reilly*
Lord Mayo*
Fairy Queen*
Brian Borovey's Grand Irish March* 
Rory O'Moor*
Maurshal Balia Hocketh
Noreen Glearough 
O'Hara's cup*
The summer's our own
Planxty O'Rourke* 
Gracey Nugent*

air unattributed St Patrick's Day* 1
harp airs selection of National Airs played by Patrick Quin 3

Scottish national music
genre composer title performances
songs unidentified Scots air 1

It was within a mile 1
One day 1 heard Mary say 1
Open the door softly 1
The last time I came o'er the moor 2
The Birke of Invermay 1

duet unidentified Ye banks and braes, text by Burns 3
instrumental Alday Scotch air and variations, for violin 1

t  Irish national music table addendum
Drimmindhuo Deelish, Drimndoo deelish, Drimin dhu deelish, An druimfhionn dubh dilis: 
The black cow
Coolin, Coolun, An chuifhionn, An Cailin: The Coolin
Aileen Aroon, Ailen A Roon, Allen a Roon, Ellen A Roon, Eibhlin a Ruin: Eileen my love 
Crookau a venne, Crookaun a venee, Cruachdn na feinne [or bhfainnl: The small hill of the 
warriors
Savourns Deelish, Savouneen deelish, Savournah deelish, Savourna deligh, 'S a mhuirnin 
dilis: The faithful lover
Drioghan Don, An Drighnean donn: The brown thorn 
Gramachree, Gramachree Molly, Grd mo chrof: Love of my heart
Eamun-a-chuuk, Emon O Knuck, Yemon O Nock, £amon an Chnuic: Eamonn [or Ned| of the 
hill
Pawsteen Feunn, Pausteen Fewen, Pausteen feaun, An pdistin fionn: The fair-haired child
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Shawn O'Duier an Ghlanna , Sean O'Duibh an Ghlanna, Sedn G Duibhir an Ghleanna: Sean 
O'Dwyer of the glen
Cathileen nee Oolahawn, Cathillen Nee Oolahene, Cathilien Nee Ootakene, Kathleen Ni
Houlihan, Caithn ni Uallachdin: Kathleen Houlihan
Brian Borovey, Brien Borombe, Brian Boroihme: Brian Boru
Rory O'Moor, Rory O'More, Ruaidhri O Mordha: Rory Moore

The circumstances surrounding the increased promotion of military music and Irish national 

music have been commented on above, but some general characteristics of this repertoire 

may be noted.76 As expected, the most common expression of British patriotism was the 

National Anthem. Two dozen performances were identified and doubtless further 

performances were given as a formal courtesy in the presence of the Lord Lieutenant.77 Some 

common features may be identified in repertoire projecting British patriotic sentiments. In 

most instances the items served to express the celebration of victorious battles, renowned 

military heroes, particularly Nelson and Wellington, or, at the local level, respect for the 

office of Lord Lieutenant. At least two thirds of this repertoire was instrumental.

Various factors are reflected in the selection of items of Irish national music presented in 

concert programmes. The upsurge of interest in Irish national music with the 

Commemoration of Carolan events was clearly illustrated in a large proportion of the 

repertoire being performed in 1809 (items marked •). The availability of material in printed 

collections had an important influence. Among the items which can be confirmed from 

Sources of Irish Traditional Music to have been available before they were performed in 

concerts (items marked *), were a group which appeared in numerous publications. Some of 

the most widely available repertoire were the airs: 'An druimfhionn dubh dilis', 'An Cailin, "S 

a mhuirnin dilis', 'Grd mo chroi, and 'An pdistin fionn', each of which appeared in ten to 

fifteen publications; and, most of all, 'Eibhlin a Ruin', in around twenty-five. Some airs had 

been drawn on for use in concerts before 1792. Boydell has identified 'Eibhlin a Ruin’, Gra 

mo chrof and others, in programmes of the Rotunda concerts, reporting that "Eibhlin a Ruin' 

... had become an almost obligatory addition to the repertoire of any visiting singer 

throughout the 1740s and '50s', and Walsh refers to airs by Carolan which had been 

performed in the theatre.78 There was an established repertoire in common use, but in 

addition, the popularity of particular publications appears to have encouraged the use of 

some repertoire in concerts. It is difficult to establish definitive links, and in some instances 

individual airs could have been found elsewhere. However, it has been shown that at least 

five of the items performed in the Commemoration of Carolan were taken from the Irish

76 See above pp. 264 - 278.
77 Even in concerts for which an itemised programme does not report such a performance.
78 See Boydell, Rotunda, quoting from p. 36 and Walsh, Opera 1. McVeigh refers to the 
regular appearance in London of pieces drawing on 'Gramachree Molly'. McVeigh, Concert 
life, p. 113.
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Melodies publications.79 In this collaboration, Moore and Stevenson drew freely on Bunting’s 

published collections, which may also have provided a resource for Fallon’s orchestral 

arrangements. Eleven of the airs he arranged may have been taken from Bunting's first or 

second volumes of A General Collection: from the first volume, Carolan's concerto’, 'An 

pdistin fionn', 'Fairy Queen', and 'O'Hara's cup', each attributed to Carolan, and ’Planxty 

O’Reilly' and 'Gracey Nugent'; and from the second volume, 'Planxty M'Guire' and 'Planxty 

O’Rourke' attributed to Carolan, O'Rourke's noble feast’, ’Lord Mayo', and 'Rory O'Moore'.80 

Carolan became the iconic figure of the Irish harp revival and his music gained special status 

in this repertoire.

This area of repertoire, more than any other, was based on existing material, on old vocal and 

instrumental airs. The use of existing texts, provision of new texts, and removal of texts, 

interchanged what were originally vocal or instrumental airs, but an approximate balance of 

vocal and instrumental items appeared in concerts. The movement to preserve this oral 

heritage, in itself, encouraged themes of nostalgia, loss and regret, which were already 

present in the tradition. Love and honour, which formed the subject material of many 

repertoires of ’national’ music, were commonly portrayed in Irish national music in both old 

and new vocal repertoire, in terms of unrequited love, love denied by fate, honour shown in 

the past, and images of myth and legend. One such instance in concert repertoire was the 

song Remember the glories of Brian the brave’. The text, written and set to the air Molly 

Macalpin' by Moore, with piano accompaniment arranged by Stevenson, begins: Remember 

the glories of Brien the brave, Tho' the days of the hero are o'er; Tho' lost to Mononia and cold 

in the grave, He returns to Kinkora no more!'.81 This refers to the High King of Ireland Brian 

Boru.82 He was also commemorated in the existing tune used for a ’Grand Irish March’ by 

Fallon, and he and the likes of Chu Chulainn were among the legendary warriors (na feinne) 

alluded to in the air ’Crookau a venne’, used for a song and glee by Logier. Ireland itself was 

commonly personified in female form, and an instance of this may be found in the song Dear 

Erin my sister’ arranged by Thomas Cooke.83 Perhaps the clearest subject of nostalgia and 

regret was the Irish harp itself. This was reflected in the song arranged by Cooke, 'Once the 

harp through the valleys', and most famously of all in Moore's text to the air 'Gramachree', 

which begins: 'The harp that once through Tara's halls, The soul of music shed, Now hangs as 

mute on Tara's walls, As if that soul were fled'. Moore concludes with implied praise for the

79 See above pp. 267, 268. These can be confirmed from the manner of the arrangement or 
from Moore's texts.
8(1 Published in 1797 and 1809 respectively. 'Planxty O'Reilly' appears in both volumes. In a 
number of cases these could have been found in other printed sources.
81 Moore's, Irish Melodies, vol. 1, p. 10. Programmes give 'Brian', and Moore's song 'Brien'.
82 He was killed at the beginning of the eleventh century in the Battle of Clontarf. 'Kinkora' 
and 'Mononia' refer to Boru’s castle in Munster.
83 In Penal times, Ireland personified in female form in songs of mistreated love, or the 
cruelties of fate, alluded by way of sub-text to the treatment of the country by England.
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efforts to revive the fortunes of the harp: 'Thus freedom now so seldom wakes, The only 

throb she gives, Is when some heart indignant breaks, To show that still she lives!'.84

Five of the Irish melodies arranged by Stevenson and Logier were presented as songs 

followed by glees on the same air. There is a parallel in this solo and ensemble format with 

some performances of the National Anthem' and 'Rule Britannia', in which the first verse was 

given as a solo, with the other singers, and perhaps the audience, joining in subsequent 

verses. The most notable instances of this involved Catalani in 1814.85 This mode of 

performance has not been identified in any of the song or glee repertoire performed in public 

concerts, but there is an unconfirmed possibility that it may have been used in private glee 

clubs.

Irish national music came to prominence in 1809 and, for the most part, faded away quite 

quickly. In the period 1792 to 1814 none of the items identified appeared more than two or 

three times.86 A small repertoire of Scottish national music has been identified, almost all of 

which was vocal. This formed a minor area of repertoire, but it does signify the wider 

exchange of national music between regions.87 Irish national music and music by Irish 

composers in other genres of concert repertoire were in their turn exported to Britain and 

beyond. A fundamental contrast is apparent between the celebration of mostly contemporary 

British political patriotism, and generally retrospective Irish cultural patriotism, which 

reflects distinctive facets of each cultural and political heritage.

Summary

The above survey provides an indication of the characteristics of the various genres of concert 

repertoire during this period. A statistical overview provides a comparative analysis of the 

main areas of repertoire. This gives an impression of the scope of each genre and the extent 

to which each comprised local or national repertoire. The statistics should not be taken too 

literally; they provide a broad representation of the repertoire identified in announcements. 

Table 37 summarises the main areas of repertoire.88

84 Moore's, Irish Melodies, vol. 1, p. 22.
85 Chron 1814:15,17,19, 25, 26, also Madame Ferlendis Chron 1814: 30. For an example with 
Spray and Weyman singing the verses of Rule Britannia see Chron 1806:1.
86 Some of the airs used by Fallon appeared regularly in his concerts in later years, and some 
of the other items may be found in later years, see above, pp. 271, 272.
87 Performances by Welsh harpers have been noted, but no distinctively Welsh repertoire has 
been identified. See above, p. 271 n. 91.
88The symbol ’+’ is used to indicate that the number of items was likely to have been 
significantly higher. Repertoire outlined above in ’Music of patriotic or political significance’ 
was drawn from most of the genres of repertoire. For consistency with the repertoire detailed 
in other sections and Appendices 12 to 16, this has been excluded from Table 37.
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Table 37: Statistical summary of repertoire

genre repertoire 
items perfs.

local composers 
items perfs.

national composers 
items perfs.

orchestral music 
sacred music 
glees

43 192
169 547
69 126

6 21% 7%
6 7% 3%
13 54% 56%

17 79% 93%
12 93% 97%
15 46% 44%

concertos
composers
soloists

63+ 113
34+ 91
48+ 78
128 179
113 174

13 59% 42%
25

18 41% 58%
9

chamber music 
English vocal music 
Italian vocal music

6 22%  22%
14 34% 33%
3 6% 6%

17 78% 78%
32 66% 67%
36 94% 94%

The overall characteristics of the repertoire are clear enough. Sacred music was by a 

considerable margin the largest genre. Around a quarter of all the items identified, and a 

third of the performances, were of sacred music. Yet of all the genres this was, in a sense, the 

most narrowly focused: the works of just eighteen composers have been identified, whereas, 

even in the smallest genre, chamber music, a broader range of composers were represented. 

Also, in no other genre did the works of one composer occupy such a position of dominance, 

as did those of Handel in sacred music.89 As a result of the tendency for musicians to 

perform their own works, the concerto comprised the widest range of composers, relative to 

its size.

The varying extent to which each genre contained local repertoire, illustrates the specific 

characteristics of Dublin's dependence or independence. The areas which exhibit the highest 

dependence on imported repertoire were clearly orchestral music, sacred music, chamber 

music and Italian vocal music. Dublin enjoyed a vibrant tradition of performance of sacred 

music, but this was the weakest of all genres in terms of local composition. The most 

distinctively local genres of concert repertoire were glees, concertos and English vocal music. 

These exhibit a marked independence from imported repertoire. A little over half of the 

concertos and glees, and around a third of the English vocal music, was by local composers. 

Sir John Stevenson emerges as the leading composer of glees and English vocal music, and he 

was the only Irish musician whose works were dominant in any category of repertoire.

Despite this local element, concert repertoire in Dublin was, in the fundamental sense, drawn 

from that which was in common use across Britain. This survey has shown the extent of 

shared repertoire, together with some regional independence. There may have been little to 

distinguish concert life in Dublin from that of cities across mainland Britain, but there were 

some distinctive traits of its Anglo-Irish heritage.

89 This excludes unidentified selections from Handel's sacred works and complete 
performances of Messiah, which increase his dominance.
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Conclusions: 1792 -1814

The central aims of this thesis have been 'to analyse the development of concert life in Dublin’ 

within the ’context of social, political and economic developments’, and to examine ’the 

nature of the musical relationship between Dublin and London’.1 It has been shown that 

public concert activity in Dublin during the period 1792 to 1814 followed a pattern of decline 

revival. This pattern was consistent with concert activity across Britain, and with London in 

particular. The changing social mores and economic constraints of the Revolutionary Wars, 

which underscored the general decline, were shared in Dublin, but a unique dimension of 

political influence, which arose from the domestic situation in Ireland, has been found to 

have exacerbated this decline. It has been established that the negative effect of domestic 

political developments resulted primarily from the 1798 Rebellion, and not the Act of Union: 

thus revising the traditional perception of influence. Although the Rebellion had a limited 

direct influence on concert promotion, causing the temporary closure of some venues and 

requiring some promoters to adopt alternatives, the domestic circumstances during the 

surrounding years projected an image abroad of political instability in Ireland, which was an 

effective deterrent to prospective visiting musicians. It was a particular feature of concert 

activity from the 1790s to the early years of the 1800s that most of the visiting musicians, who 

formed a sizeable proportion of concert promoters, had some prior experience of the city. A 

significant element in the pattern of decline was the conspicuous absence of ’new’ performers 

to visit Dublin.

The traditional association of a reduction in the role of patrons with the Act of Union, has 

been challenged. Based on the evidence of the patrons of the Irish Musical Fund Society, 

around the critical period 1794 to 1806, it has been shown that the potential still existed for 

the sustained involvement of the upper class and, moreover, the increasing involvement of 

the professional class as concert patrons. Changes in the pattern of patronage may more 

aptly be associated with a longer-term process, which was evident across Britain, than with 

the Act of Union. Whereas those at the pinnacle of the aristocratic elite, in the Irish context 

the Lord Lieutenant and a hand-full of the nobility, continued to have an important role, a 

gradual shift occurred in later decades away from the announcement of patrons and towards 

the attraction of a wider audience.

Significant structural parallels between Dublin and London have been found in central 

features of concert activity and musical organisations. Dublin, like other important 

provincial centres, continued to derive its models of concert promotion, much of its repertoire 

and many of its principal musicians from London. Benefit concerts and subscription series

1 Quotation from above, pp. viii, 1.
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were long-established models of promotion, but contemporary developments in Dublin 

brought the regular promotion of events in Commemoration of Handel, and the introduction 

of musical festivals. Organisational parallels with London included the formation of the core 

of the musical profession around the theatres and cathedrals, the private glee clubs and 

amateur societies, and, most significantly at this time, the founding of the Irish Musical Fund 

Society. The nature of the musical relationship between Dublin and London was complex. 

The features noted above suggest significant cultural dependence on London. Similarly, 

Britain was a crucial source in the supply of leading musicians and of specific areas of concert 

repertoire. While many aspects of concert life were adopted from Britain, or from Europe via 

the British mainland, they were integrated, with varying degrees of permanence, into an 

autonomous tradition of musical activity. Dublin cherished its own Handelian tradition and 

although the Commemoration model was clearly imported from London, it was quickly 

established as a local practice. Some distinctive aspects of concert life in Dublin have been 

identified. Most notable were attempts to bring Irish national music into the forum of public 

concerts, and to expand the profile of military music and musicians. Strong local 

contributions to specific genres of concert repertoire have been found, particularly in glees 

and concertos.

An important aspect of this thesis has been to identify the specific characteristics of the 

revival of concert life in the period following the re-establishment of order. As may 

sometimes be the case, the catalyst for renewed activity came from a single initiative. Sir 

John Stevenson’s promotion in 1805 of a subscription series, a useful barometer of the climate 

for concerts, provided a much-needed impetus. In the following years, to 1814, three 

essentially nineteenth-century trends begin to emerge and bring into focus significant 

contrasts with earlier activity: the expansion of the musical profession, of the concert 

audience, and of amateur participation in performances. Existing areas of the musical 

profession were supplemented with a growing number of free-lance instrumental musicians, 

a dramatic increase in the number and involvement of military musicians, the appearance of 

the first generation of young local women musicians, and the return of singers of 

international repute.

Evidence from the Irish Musical Fund Society performances suggests that, even when concert 

promotion was at its most reduced level, some events had the potential to attract substantial 

audiences. In addition, two lines of development confirm increasing access to concerts and 

an expansion of the audience. First, in the wake of Stevenson's series, which revived the 

public profile of concerts, more charitable organisations were encouraged to promote events. 

An increased number of charity sermons and sacred concerts were given in existing and 

recently-built church venues. These began to gain a potential audience for concerts in secular 

venues. Secondly, some diversity appeared in the models of concert promotion. So-called
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'private concert series' were promoted as a commercial venture, imitating the prestige of 

exclusive entertainments hosted by the fashionable elite, but marked towards the general 

concert-going public. Attempts were made to present concerts interspersed with readings 

from literature or recitations, and to juxtapose them with opera scenes or dramatic 

entertainment. These may have encouraged an additional element of cross-over' from the 

theatre audience.

Occasional glimpses of private music-making reveal this to have been an important 

background activity, and raise two significant issues. First, that important new repertoire 

may have been introduced in the context of private performances, as has been found in the 

case of Mozart's operatic music. Secondly, and more elusively, that private musical activity 

may gone some way to address the dearth of public performances during the period of 

decline. A vibrant trade in music and instruments sustained the demand for amateur music

making both in domestic settings and private societies. There were references throughout 

this period to the involvement of individuals in public concerts, the ubiquitous 'support of 

several amateurs', and occasionally to organisations, the Sons of Handel, Anacreontic Society 

and Charitable Musical Society. There was an upsurge in the popularity of glee clubs from 

the early years of 1800, and perhaps most characteristic of nineteenth-century trends, the 

Philanthropic Musical Society, founded in 1814, for a time proposed to assist amateurs so that 

they might learn to join in large concerts or bands'.2

In many respects the decline and revival of concert life in Dublin during this period may be 

considered as a process of transition. Many of the traditions of the eighteenth century were 

firmly rooted and survived the challenging circumstances, and many of the innovations were 

subsumed into the evolving traditions of the nineteenth century. While the turn of the 

century and the political circumstances delineate a natural separation of eras, even the most 

dramatic developments or significant musical occasions took time to influence the generality 

of concert life. Change was gradual, but yet the premise of concert life in the nineteenth 

century was subtly and irrevocably altered. Trends moved towards diversity and inclusion. 

The spectrum of concert promotion would range from chamber music concerts for the 

musical cognoscenti, to music-hall concerts for 'the masses', progressing both the 

intellectualisation and popularisation of concerts as entertainment. Concurrently, ever 

increasing access would bring a wider range of venues and admission prices, expansion in 

the profession, a dramatic increase in middle and eventually lower class participation, greater 

diversity of ensembles, and performances or unprecedented scale. Ultimately concert life 

would re-establish itself on a broader and more secure base.

2 FJ 29 06 1814*. Quoted above p. 231.
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THE FUTURE

The dual purpose of this final section is to underline the central characteristics of concert life 

during the 'Age of Revolution', and to look forward to the ways in which they influenced the 

evolution of musical activity in Dublin through to the 1840s. Additional research, similar to 

that compiled in the 'Chronology of Concerts' accompanying this thesis, has identified in 

excess of 1,250 concerts in the period 1815 to 1841. It is intended that this material will be 

made available as a database.

The continuing development of concert life in Dublin will be outlined by tracing the 

evolution of what have been shown to have been three central aspects of activity during the 

'Age of Revolution': the expansion of the profession; the expansion of the audience; and the 

expansion in amateur participation. The Dublin Grand Musical Festival in 1831 was an 

important milestone which, for its lasting influence, merits particular mention. Concluding 

comments will illustrate aspects of concert life which influenced the reception history of some 

of the most important composers.

The expansion of the profession

The churches and theatre continued to provide employment for the core of the professional 

vocal and instrumental musicians in Dublin. After the demise of the Theatre Royal Crow 

Street in 1820, the opening of the Theatre Royal Hawkins Street in the following year restored 

stability of employment. Some expansion came with the opening of the Adelphi Theatre in 

Great Brunswick Street in 1823 and a third theatre, the New Theatre Royal Abbey Street, in 

1841. A much greater increase occurred in the number of free-lance musicians, who like their 

salaried colleagues, often combined playing, teaching and commercial activity. As the period 

progressed, the degree of employment to be gained from concerts increased significantly. 

Three phases are apparent in the frequency of concert promotions in the period 1815 to 1841. 

Although there were considerable fluctuations, there were on average around thirty concerts 

each year until 1827, with a peak in 1821 of over 50 concerts. Usually in this period, concert 

series comprised between four and eight concerts, and there were rarely more than one or 

two series in the year. In the decade from 1828 there were usually around 40 concerts each 

year, and there was a marked increase in the number of concerts promoted in open-ended 

non-subscription series. An extraordinary increase occurred around the time of the 1831 

Festival, with a total of around 230 concerts in the years 1831 to 1832, and with some 

ensembles giving between twenty-four and 60 performances. At the end of the 1830s an 

upsurge in the number of concert series produced around 80 concerts in 1839,90 in 1840, and 

a peak of 160 in 1841. In this final year concert life reached a new level of activity, when for 

the first time rival series competed head-on' with concerts on the same dates.
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The number of local musicians and organisations involved in concert promotion increased 

significantly, and an increasing number of visiting musicians played important roles as 

soloists and promoters. Violinists had traditionally formed the majority of the virtuoso 

instrumentalists who visited Dublin, and appearances by renowned players continued. 

Yaniewicz returned in 1816 and 1817, and there were visits by Spagnoletti in 1817, 1827 and 

1829; by Franz Cramer and Nicholas Mori in 1831; by Ole Bull in 1837; and by the most 

famous of all, Paganini in 1831. The profile of the virtuoso pianist increased in the early 

nineteenth century and among this new group to visit Dublin were Kalkbrenner in 1824; 

Moscheles in 1825; Charles (Karl) Schunke in 1826 -1827; J B Cramer in 1828; Cianchettini in 

1831; Herz in 1834 and 1836;Thalberg in 1837 - 1838,1839 and 1842; Marie Louise Dulcken in 

1838; Theodor Dohler in 1840; and most notably Liszt in 1840 - 1841. Whereas the 

phenomenal response to Paganini's visit was without precedent, the response to the young 

Liszt may best be described as mixed.’

There was an increase in the number and scale of groups of performers who visited Dublin. 

Catalani made a number of return visits with groups of Italian and English singers. They 

often performed the hybrid concert and dramatic entertainments. Other touring parties gave 

concerts in Dublin, with visits by Sir George Smart and a group of singers centred around 

Mrs Salmon in 1817; the Mademoiselles de Lihu and Signor Puzzi in 1819; the harpist Bochsa 

with Miss Stephens and Monsieur Begrez during the 'Coronation' visit of George IV in 1821, 

and later Bochsa with Mrs Anna Bishop in 1839; and Liszt's visit was part of Lavenu's ill- 

fated British tour.

While most concerts retained vocal elements, in some instances the balance began to change 

to include a greater proportion of instrumental music. Instrumental chamber concerts 

formalised by Yaniewicz in 1816 and 1817, were more firmly established with the visit of the 

'Herrmann Brothers', in 1827 and 1830, the first string quartet to visit Dublin.* 2 Some family 

ensembles satisfied the taste for national' curiosity. There were visits by the Rainer family or 

Tyrolese Minstrels in 1828 and 1830; the Moligg family, also called Tyrolese Minstrels, in 

1832; the Four Bohemian Brothers in 1831; the Matweitsch family or National Russian

’ A review of his first public concert commented that 'Liszt is decidedly a great master of his 
instrument, but his school of playing can have but few admirers among musicians'. 
Comments after his second concert reported that 'his wild and enthusiastic style, and almost 
unequalled execution - while they can have but few imitators - cannot fail to excite universal 
admiration'. F] 22 12, 24 12 1840. For details of Liszt's visit to Ireland see, Williams, Portrait 
of Liszt, pp. 151 -157.
2 They were, in fact, neither brothers nor called Herrmann, but formed a string quartet on the 
example of Schuppanzigh and adopted the family idea from the famous example of the 
brothers Moralt. When they disbanded in 1830 Anton Popp, the second violinist, and Joseph 
Lidel, the cellist settled in Dublin and became leading musicians. See 'Zeugheer', NG.
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Vocalists in 1839; the Alpine Singers in 1840; and the Ethiopian Harmonists in 1847. Such 

concerts were often termed 'exhibitions', and frequently included appearances in national 

dress and examples of national dance. As the period progressed, visits by quite substantial 

bands and orchestras began to occur.3 In December 1831, February and April 1832, the 

Russian Horn Band, a brass and reed ensemble of twenty-five musicians, gave almost 60 

concerts.4 Johann Strauss the elder brought his band of twenty-eight musicians to Dublin in 

1838. The Dulang Band gave around thirty concerts in 1839, and in 1841 the flamboyant 

Louis Jullien, with his band of 'upwards of fifty performers', made the first of thirteen annual 

visits to Dublin before their departure to America in 1853.5 The visits by the Strauss and 

Jullien bands brought a number of virtuoso instrumental soloists of European fame to 

Dublin.

The expansion of the audience

The clearest evidence of the expanding audience is the great increase in the number and type 

of venues and concerts. Following on from the church building projects noted in the period 

1807 to 1814, the expanding population and growing support for not just religious toleration 

but full equality, resulted in a new phase of church construction. As the campaign 

championed by Daniel O’Connell finally led to Emancipation in 1829, there were a number of 

large Catholic chapels built which brought important benefits to concert life. Four of these 

became regular venues for sacred music soon after they were built: the Church of the 

Conception, Marlborough Street, consecrated on 14 November 1825 (now St Mary’s Pro- 

Cathedral); the Church of St Nicholas Without, Francis Street, consecrated on 15 February 

1832; the Church of St Francis Xavier, Upper Gardiner Street, which though unfinished was 

used from 14 May 1833; and St Andrew's Westland Row consecrated on 29 January 1834.6 

These undoubtedly increased the musical experience of their respective congregations, but 

the organist Haydn Corri, choirmaster Mr Latham, and choir of the Church of the 

Conception, and those of the Church of St Francis Xavier in particular, gave performances in 

other churches. In time a Catholic choral resource was established to balance the Anglican 

choral resource of the Cathedrals and some parish churches in Dublin. As a mark of social, 

political and religious change, it may be noted that the promised attendance of Daniel

3 As before, the term band was used in the sense of a group of musicians, and as well as 
applying to reed and brass ensembles it was often used to refer to an orchestra. In some cases 
a group of singers were referred to as a vocal band.
4 This high number resulted in part from their leader absconding with the band's earnings, 
and they were obliged to give further performances to raise funds.
5 FJ 31 051841,05 01 1853.
6 In many instances the consecration ceremony was followed by a concert. McCarthy, St 
Mary’s Pro-Cathedral, p. 15; FJ 13 02 1832,11 05 1833, 28 01 1834, respectively. Repeated from 
Collins, 'Music in Dublin', p. 15. Also, on the outskirts of the city, the new Kingstown Chapel 
consecrated on 29 September 1834. FJ 24 09 1834.
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O'Connell, now the first Catholic Lord Mayor of Dublin, was announced for a concert in 1841 

and had the same effect as that of the Lord Lieutenant.

A diverse range of small to medium sized venues came to be used for concerts. Music 

business premises and private houses continued to feature at times as venues for public 

concerts. Among the most significant private houses were Molyneaux Mansion, Merrion 

Square, the home of Sir Capel and Lady Molyneaux; and Bective House Rutland Square 

North, the home of the Earl and Countess of Bective. These and others were made available 

to Ashe for a series of four subscription concerts in the years 1824 to 1826. His series in 1825 

was notable as the first example in Dublin of concerts given exclusively for ladies. George 

Home did much to expand the range of concert venues. In 1819 he built Dublin's first 

enclosed shopping mall, The Royal Arcade, where with promenade and assembly rooms he 

promoted a season of 32 'Vocal Music and Promenade' concerts in the spring of 1821. These 

were clearly modelled on promenades at the Rotunda, but lasted for just one season. In 1832 

he was the first to undertake the sustained promotion of concerts in hotels. He presented the 

Tyrolese Minstrels, the Moligg family, at the Royal Hotel College Green, adjoining the 

Arcade, then later in Home's Hotel Usher's Quay. Although short-lived, these promotions 

accounted for 54 concerts in 1832.

As the number of pleasure gardens increased, promenade concerts given by military bands or 

orchestral ensembles became more common. This type of event was promoted most 

regularly at the Rotunda Gardens, but new examples appeared in Coburg Gardens in 1817, 

Kingstown Gardens in 1839, Portobello Gardens from 1840, and Monkstown Castle Gardens 

in 1841. In response, the number of indoor promenade concerts increased, particularly at the 

Rotunda. The pleasure gardens had potentially a very significant capacity and, although 

some of the new indoor concerts venues were relatively small, the growing tendency towards 

open-ended series suggests that they too may have reached a numerous audience.. Outdoor 

promenade concerts offered inexpensive admission, occasionally as low as lOd, but there was 

a general lowering of prices which facilitated a wider audience. Whereas the standard full- 

price admission to evening concerts had been half a guinea per person or one guinea 

admitting three, from the early 1820s it was usually 7s per person or one guinea admitting 

four, with day-time concerts lowering to 4s or 5s, and indoor promenades to around 2s.

The expansion in amateur participation

A spectacular increase in amateur music-making is evident. Early signs of this appear from 

the patenting of Logier's Chiroplast in 1814, which facilitated group tuition of the piano. In 

just over four years, seven 'Logierian Academies' were established by musicians in Dublin
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and five were established in England and Scotland.7 As a result, public concerts presented 

entirely by pupils became a regular feature of concert life from 1815. Although the total 

number of music shops declined from the mid-1820s, this was probably because smaller 

businesses were forced to give way to those which carried a vast stock.8 In 1837 Marcus 

Moses advertised a stock of 300 pianos at his Warehouse in 4 Westmorland Street, and in 

1820 Isaac Willis announced that his circulating library offered between 700 and 800 volumes 

containing up to 40,000 pieces of music.9

A wide variety of new musical societies came into being in a development which stemmed 

from amateur involvement particularly in the choruses but also in the orchestras of charity 

sermons and sacred concerts. Two of the most important were the Philharmonic Society 

(1826 - 1866) founded and conducted by Henry Bussell, and the Society of Antient Concerts 

(1834 - 1864) founded and conducted by Joseph Robinson.10 The Philharmonic Society was 

primarily an orchestral society and comprised both amateur and professional musicians. Its 

activity prior to 1845 is a little uncertain, but from then it averaged five or six concerts each 

season with an ensemble of 50 to 60 players, and on special occasions with external support 

as many as 100 or 150 performers. The Society of Antient Concerts was primarily a choral 

society, comprised mostly of amateurs, but it also had an orchestra. In 1843 the members 

built the Antient Concert Rooms, which had a capacity of between 900 and 1,000, with a 

further 200 in the gallery.11 This important facility was in a sense Dublin's first purpose-built 

concert hall, as previous venues had a charitable or commercial function.12 This group in 

particular began to present very large scale events and from the late 1840's gave some 

concerts with almost 200 members.

The number of amateur choral societies shows dramatic signs of expansion in the period 

from 1814, and particularly in the 1840s. Some are difficult to date precisely and appear to 

have been short-lived, but as many as fifteen new choral groups, undoubtedly of varying 

sizes, can be identified prior to 1850. The Dublin Musical Amateur Society founded in 1816 

by Cogan or William O'Rourke was identified in three concerts before 1818, and the Amateur 

Glee Club was identified in 1820 and 1822. The Dublin Festival Choral Society, founded in

7 Logierian Academies were established in Dublin by Blewitt, William Walsh, Spray and 
Smith jointly, Browne, W S Conran, and by E C Allen and Mrs Allen (née Elizabeth Logier). 
F J16 09 1815; 02 02,19 03, 25 11 1816; 26 06,10 11 1818 respectively. Also in Edinburgh, 
Glasgow, Preston, Liverpool and London. FJ 29 081816,1311 1817.
8 The decline is identified in Boydell, 'Music in Eighteenth-Century Dublin', p. 35.
9 FJ 17 01 1837. Willis took over Goulding’s business and library in 1815. In 1826 he 
announced 30,000 pieces of music were available. FJ 23 11 1815, 25 02 1820, 30 01 1826.
10 Some details of these and other societies appear in Beausang, [née Hogan] 'Dublin Musical 
Societies 1850 -1900', pp. 169 -178 and Collins, 'Music in Dublin', pp. 21 - 23.
11 The derelict remains of the building, used most recently as the Academy Cinema, may still 
be seen in Pearse Street, formerly Great Brunswick Street.
12 For details of this venue see Stephenson, The Antient Concert Rooms’, pp. 1 -14.
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1830 in preparation for the Festival in 1831, continued with around 60 members under the 

direction of John Barton. In 1836 it became the Dublin Choral Society and was active into the 

1840s. This group may have lapsed and been revived, or another formed, but a Dublin 

Choral Society founded by Joseph Lidel in 1847 became active. The Sacred Oratorio Society 

conducted by Ernest Augustus Crofton appeared in 1832. The University of Dublin Choral 

Society was founded in 1837 by Hercules MacDonnell, with Joseph Robinson as its first 

conductor, and continues to the present as the Choir of Trinity College. The Orpheus Choral 

Society was founded between 1837 and 1844, probably by Mr Yoakley, identified later as its 

conductor. A group of seven choirs made their first appearance in the 1840s: the Sacred 

Harmonic Society founded by Mr Maclagan in 1841; the Metropolitan Choral Society 

conducted by Mr Latham in 1842; the Amateur Melophonic Society founded and conducted 

by William Murphy in 1844; the Dublin Madrigal Society founded and conducted by Gustav 

L Geary in 1846; the Vocal Harmonists founded in 1848 and conducted by Mr Keane; and, 

finally, two which were identified in a concert in 1847, but which may have been founded in 

the period from 1842, the Amateur Harmonic Society conducted by J W Glover and, notably, 

the Ladies Choral Society. Eleven musical societies gave joint concerts on 5 and 12 February 

1847 for ’the relief of the poor' who crowded into Dublin to escape the Famine.13 These 

concerts were announced to present some 250 performers, although one review in typical 

fashion gave an estimate of over 400. The level of activity was such that one of the reasons 

for the foundation of the Irish Academy of Music in 1848 was to establish a supply of 

instrumental musicians for performance with the choral societies.

The military bands stationed in Dublin continued to have an important role as performing 

ensembles and as a potential resource of wind, brass and string players for orchestral 

concerts. Military bandsmen also became involved in training the amateur bands promoted 

nationally by the growing Trade Union movement and the Temperance Association founded 

in 1838 by Father Mathew. These in turn fuelled concert activity. An early example was a 

concert on 12 April 1841 in which ’the united Bands of St Paul s and St James's Temperance 

Societies' with a 'String Band’ formed ’a musical force of sixty performers'.14 As before, it was 

possible for numerous bands to be assembled into very large ensembles. On 27 and 30 

December 1847 a Grand Military Monster Concert’ with 'Upwards of Two Hundred Military 

Instruments' expanded this type of performance to an unprecedented scale.15

13 FJ 27 01, 29 01,12 02,13 02 1847 and MacDonnell, Book of Dates, p. 16.
14 This 'Grand Dress Musicale Festival and Tea Soiree' was given at Fishamble Street Theatre. 
FJ 10 04,12 04 1841.
15 FJ 24 12, 27 12, 29 12 1847. Promoted by Mackintosh at the New Music Hall Lower Abbey 
Street.
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The Dublin Grand Musical Festival of 1831

The Dublin Grand Musical Festival held in 1831 was by far the most ambitious event 

promoted in the first half of the nineteenth century, and was of landmark significance.16 Like 

the Festival in 1814, it drew on the example of provincial festivals in Britain and was 

promoted by a committee on behalf of the Lord Mayor and Corporation, but the scale of its 

preparations eclipsed all previous promotions. For the first time in concert life the 

Committee arranged for the King and Queen to lead the list of patrons, which contained 

more of the Irish nobility than ever before. Sir George Smart was engaged as conductor and 

agent in London, and engaged numerous vocal soloists and instrumentalists as orchestral 

principals. Paganini was engaged as the leading soloist, and Ferdinand Ries was engaged to 

conduct the first performance in Britain of his oratorio The Triumph of Faith.17 Twelve vocal 

soloists, an orchestra of 87, and a chorus of 161 were assembled. Most of the solo singers, 39 

of the orchestra, and 73 of the chorus, were brought over from England or Scotland. The 

chorus comprised members of the Liverpool Festival Choral Society, singers from 

Manchester, Leicester, Rochdale and Chester, and from the cathedral choirs throughout 

Ireland. The three evening and three morning concerts, from 30 August to 3 September, 

were a great social and musical success, but the Festival was a severe disappointment 

financially. The accounts show that an unprecedented expenditure of £7,173 19s, including a 

Distribution' to charities of £300, left a balance of just £118 9s 2d.18 That such a modest 

amount had been raised for charity damaged the prospects of any future festival.19

Three important benefits arose from the Festival. First, Paganini was induced to remain and 

gave concerts in Dublin, Cork and Belfast. Secondly, it helped encourage an appetite for very 

large scale performances. With just 44 of the orchestra and 61 of the chorus from Dublin, it 

was clear that very large scale performances required musicians 'imported' from across

16 Three manuscript sources relating to the 1831 Festival remain extant at RIA: Transactions 
of the Musical Festival Choral Society 1830 -1831'; 'Proceedings of the Dublin Festival Choral 
Society 1833'; and 'Committee attendance book of the Dublin Festival Choral Society 1834'. 
Also programmes and a collection of newspaper articles at NLI: The Dublin Musical Festival. 
It was announced as the 'First Dublin Grand Musical Festival', but was actually the second 
civic musical festival, and the third festival if Jones’ promotion in 1807 is counted, although 
this was by now a more distant memory.
17 The presence of a distinguished European composer and the premiere of an oratorio 
echoed that of Handel and Messiah almost 90 years earlier, and was perceived as a source of 
pride in the city's musical and cultural standing.
18 F J11 111831. It has been suggested that the £118 9s 2d was all that remained for the 
charities, but the present research suggests this was used to continue the Festival Choral 
Society, and the Distribution’ of £300 may have been mistaken as an actual expenditure. 
Boydell, 'Music, 1700 -1850, p. 613, from H L Morrow in The Irish Times. 31 03, 01 04,03 04 
1952.
19 Comparatively little research has been undertaken into concert life in the second half of the 
nineteenth century, but it appears that no comparable festival was attempted again.
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Ireland and Britain, or further amateur resources. This encouraged not only the Festival 

Choral Society to remain active, but the founding of groups like the Antient Concert Society 

and the University of Dublin Choral Society, and their future co-operation with others. 

Thirdly, the Committee considered building a new concert hall, accommodating 2,200 people 

at a cost of £15,000. Although they agreed plans and a site in Lower Abbey Street, they 

decided it could not be built in time and the project was abandoned.

The idea of having a new concert hall remained in circulation and was debated periodically 

in the press. Finally, in the late 1830s Mr Classon built the New Music Hall in Lower Abbey 

Street to a design remarkably similar to that considered by the Festival Committee. This 

offered seated accommodation for 2,000 people in three areas: 800 on the ground floor; 600 in 

the gallery; and 600 in the side boxes and dress circle.20 In addition a separate indoor 

promenade area over 100 yards in length could accommodate another 1,000 people. These 

facilities became the first serious rival to those of the Rotunda. The New Music Hall opened 

in 1841 with a series of nine 'Vocal and Instrumental Promenade Concerts' from 2 February to 

26 March. After the first concert with an orchestra of 50 and chorus of 60, further amateur 

support swelled the ensemble to almost 200 performers for the last three concerts. When the 

Winter season began in November 1841, an orchestra of 50 with vocal soloists faced direct 

competition from Jullien’s band, bolstered with local musicians to form an ensemble of 50, 

promoted by Pigott at the Rotunda. For the first time in concert life, both series of 'Winter 

Concerts' continued on the same days, and the fact that they were able to do so in substantial 

venues is perhaps the clearest indication of the expansion of the audience.

Repertoire developments

Some general features of the introduction of new repertoire in the period to 1814 are mirrored 

in the pattern surrounding the later reception of music. Some of the most important 

repertoire was introduced in the public concerts of musical societies, and in their private 

performances which began to attract greater notice in the press. This underlines the view 

that new repertoire may have been introduced first in private performances in the period to 

1814, when such events were largely unreported. In many instances the introduction of a 

particular composer's music began with popular vocal items. This has been illustrated in the 

case of Mozart, whose vocal items from operas preceded his opera overtures. This was 

repeated with Rossini, Weber, Donizetti, Bellini and Meyerbeer. Mrs Salmon sang the first 

aria identified in concerts by Rossini on 28 July 1817, and others followed in 1819. Vocal 

items by Weber appeared in December 1824; by Donizetti in January 1832; by Bellini in 

November 1836; and by Meyerbeer in September 1840. A second phase in the introduction of

211 Details from FJ 03 02, 03 11 1841.
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music by Mozart followed a similar pattern. The 'Benedictus' from his Requiem was 

introduced in June 1815 and quickly became a popular favourite. This led to other items 

from the Requiem and at the same time a growing number of performances of unidentified 

overtures. The Anacreontic Society was reported to have played 'a full symphony' by Mozart 

on 4 February 1822, the first confirmation of one since 1789, and in April 1824 gave the first 

named performance of the lupiter Symphony.21 This appears to have been the only 

symphony by Mozart which was specifically identified before the 1840s. In its 1826 season 

the Anacreontic Society gave what may have been the first complete performance of the 

Requiem.22

The introduction of music by Beethoven, after the single performance of variations for piano 

in 1809, developed along two lines. The first followed the introduction on 6 February 1815 of 

unidentified items from the oratorio Christ on the Mount of Olives, arranged by Logier for 

substantial musical resources, including military bands. This probably included Beethoven s 

'Hallelujah Chorus', which was performed frequently from 3 June 1815. The second stemmed 

from the popularity of Logier's battle pieces. On 18 and 21 March 1818 two oratorio concerts 

presented Beethoven’s Battle Symphony, depicting Wellington's victory at the Battle of 

Vittoria, with an orchestra and two military bands. This introduced Beethoven's orchestral 

music and among performances of unidentified overtures from 1820, and symphonies from 

1822, the following were named for the first time: the overtures Prometheus in August 1821; 

Fidelio in May 1833; Egmont in April 1835; Leo no re in June 1841; the Second Symphony in 

May 1833; Fifth Symphony in December 1835; Sixth Symphony 'Pastoral' in May 1841; and 

the Eighth Symphony in June 1848. In many instances these appeared in concerts given by 

the Anacreontic or Philharmonic societies.

What appear to have been the earliest reports of some of the more significant items of 

orchestral repertoire may be noted briefly. Items by Weber appeared with the overtures to 

Per Freischiitz in March 1825, which became very popular; Oberon in August 1831; 

Eurvanthe in September 1831; and Preciosa in September 1833. Mozart's overture to 

Idomeneo appeared in September 1831. Rossini's overtures appeared first with an 

unidentified example in January 1823, then with: Tancredi in June 1824; and in 1829, J1 

barbiere di Siviglia in February, Semiramide in May, Guillaume Tell in November, and 

Zelmira in December; Otello in March 1830; Torvaldo e Dorliska in September 1831; La gazza 

ladra in December 1832; and in 1835 L'italiana in Algeri in March and La Cenerentola in 

April. A very wide range of overtures and waltzes were performed with the visit of Strauss 

and Jullien, both of whom introduced many of their own works.

21 See Boydell, Rotunda, p. 137. FJ 08 02 1822,16 04 1824.
22 FJ 14 06 1826.

-THE FUTURE-



338

A broadening of the chamber music repertoire resulted from the visits of Yaniewicz and the 

Herrmann string quartet. In his concerts in May and June 1816, Yaniewicz presented string 

quartets by Haydn, Mozart and Beethoven, and again in June 1817, adding a sextet by 

Boccherini, who was identified for the first time, and an arrangement for sextet of a Pastoral 

movement, representing a Rustic Dance interrupted by a Storm &c' by Beethoven. The latter 

piece prefigured the appearance of Beethoven's symphonies. During the visit by the 

Herrmann Brothers, in the 1827 - 1828 season, they performed string quartets by Haydn and 

Beethoven, some of which were identified by key, and the first example of music by Spohr. 

In 1830 they played quartets by Haydn, Mozart, and Beethoven. Few specific quartets can be 

identified but these visits undoubtedly brought significant new repertoire to public attention 

in performances by a professional central-European quartet.

Although music by Handel remained the staple diet of sacred choral performances, the 

introduction of movements from mass settings by Haydn and Mozart followed on from the 

popularity of The Creation and Requiem. While Rossini's Mose in Egitto is more accurately 

viewed as an opera, items from it were included in sacred concerts from August 1821, and 

later from his other sacred works. The Dublin Festival Choral Society in the early 1830s, and 

the emerging choirs of Catholic churches, began to perform an increasingly wide selection of 

mass movements and other items by Haydn, Mozart and Rossini. A significant development 

came with the particular interest taken by the Antient Concerts Society in the works of 

Mendelssohn. It gave the first Irish performance of the oratorio Elijah on 7 December 1847, 

just over sixteen months after the premiere in Birmingham. The Dublin performance 

involved nine vocal soloists, a chorus of 150, and orchestra of 38, and was hailed as the most 

important event since the premiere of Messiah.23 The Society continued with similar large- 

scale performances, introducing Psalm 42 in February 1848, St Paul in February 1849 and 

Athalie in February 1850.24 Mendelssohn's overture A Midsummer Night's Dream had been 

introduced in May 1834, and in December 1838 Madame Dulcken gave the first performance 

of an unidentified piano concerto.25 Concluding the introduction of important symphonic 

repertoire in the first half of the nineteenth century, the Philharmonic Society gave 

performances of Mendelssohn’s Third Symphony the 'Scottish' in January 1848, and the First 

Symphony in February 1849.26

23 For details see FJ 07 12,10 12 1847.
24 FJ 18 02 1848, 24 02 1849, 09 02 1850.
25 FJ 30 05 1834, 08 12 1838. This was probably Mendelssohn's Piano Concerto No 1 in G 
minor, published in 1832, but there is a slight possibility that it was No 2 in D minor. 
published in 1838.
26 FJ 01 02 1848, 01 03 1849. They repeated the 'Scottish' in June 1850. FJ 06 06 1850. The 
report that they performed the Second Symphony at this time is incorrect. Collins, 'Music in 
Dublin', p. 22. Subsequent research has shown that Madame Dulcken returned and gave a 
performance with the Philharmonic Society of the Second Piano Concerto on 16 February
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Finally, there is evidence that the 'Bach Revival’ in England began to spread to concerts in 

Dublin.27 The two earliest references to music by 'Bach' appear in a charity sermon event at 

John Street Chapel on 25 October 1829, which began with a 'Symphony' played on the organ 

by Haydn Corri, and secondly in a sacred concert at St Andrew's Chapel Townsend Street on 

12 January 1830, which began with an 'Introduction' played on the organ by William 

Conran.28 At a concert on 30 March 1838, Bochsa presented 'a practical illustration of The 

History of Music, during a period of 2,500 years' in which Conran played 'a celebrated piece 

by Sebastian Bach' on the piano.29 Quite a number of years later, on 16 December 1847, a 

concert by the University of Dublin Choral Society, conducted by Robert Prescott Stewart, 

was reported to have presented 'an anthem of Sebastian Bach, the first vocal piece of that 

great composer ever performed in Ireland'.30

The concluding comments are perhaps aptly reserved for the visit of Liszt during December 

1840 and January 1841. Like many soloists, he played his own works and, following the 

practice first illustrated in Dublin by Herz in 1834, he performed 'extemporaneously' on 

themes presented by the audience. Liszt's performances were the first of his music in Dublin. 

He played his 'Grand galop chromatique', Hexaméron' variations, operatic paraphrase on 

Donizetti's Lucia di Lammermoor, transcription of Rossini's overture to Guillaume Tell, and 

fantasia on the cavatina 'I tuoi frequenti palpiti' from Pacini's Niobe.31 He accompanied Miss 

Steele in what appear to have been the first examples of music by Schubert in public concerts, 

the songs 'The Wanderer' and 'The Erl King'.

There is a sense in which concert life in Dublin came full circle with the visit of Liszt. There 

were visits by important composers, but Liszt was the first of the great composers’ to visit 

Dublin since Handel arrived a century earlier.32 If Handel's visit and the first performance of

1847. This contained the first performance of a new cadenza composed specially for her by 
Mendelssohn. FJ 09 02, 12 02 1847.
27 The only reference to an item by a member of the Bach family in the period from 1792 was 
to a 'Full Piece' for orchestra which was cancelled in a programme in 1793. This was most 
likely by J C Bach. See Chron 1793: 6.
28 FJ 22 10 to 24 10 1829; 09 01, 11 01,12 01,15 01 1830.
29This attracted much press attention, see FJ 13 03 to 30 03 1838. Bochsa announced that the 
entertainment would illustrate music from the Ancient Greeks to George II. Along with 
pieces by Corelli and Lully, an 'English ballad of the sixteenth century' was accompanied by 
Pigott on the viola da gamba.
30 FJ 17 12 1847. Italics as used in the report.
31 For details see FJ 17 12, 21 12 to 24 12 1840; 07 01, 09 01, 12 01,13 01 1841.
32 A further neat historical coincidence may be noted in that Liszt was the star soloist at the 
Centenary Concert of the Anacreontic Society on 18 December 1840. For this occasion Parry 
recorded in his dairy that 'there was a fine band of 60 or 70 performers, the Duke of Leinster 
playing the principal double bass, Sir Gore Booth violoncello etc ... and several lords, 
colonels and captains in the band as amateurs, besides the military brass instruments'. 
Williams, Portrait of Liszt, p. 151.
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Messiah have come to epitomise concert life during what has been regarded as Dublin's 

'golden age', further examination of the nineteenth century may reveal an equally vibrant 

era.33 In this context the transition between these two fertile periods of musical activity 

represents both an ending and a beginning, and also perhaps, a necessary time of re-ordering 

and re-establishment: something of a gradual and gentle Age of Revolution' in concert life 

itself.

33 Boydell makes the valid point that the first performance of Messiah was not characteristic 
... of musical activity in what is often thought of as Dublin's 'golden age". Boydell, 'Music, 
1700- 1850', p. 568.
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Appendix 1: Correspondence with the Lord Lieutenant

Charitable Musical Society1 
Wednesday the 28th January 1795
At a general Meeting of the Governors of the Charitable Musical Society, incorporated by an 
Act of Parliament, for lending out money, Interest free, to indigent and industrious 
tradesmen, at St Andrew's Vestry Rooms pursuant to notice.
Right Hon and Right Rev. Lord Bishop of Kildare V. P. in the Chair.
Resolved unanimously, that the following address be presented to His Excellency the Lord 
Lieutenant and that the same, with his Excellency's Answer, be three times published in the 
Dublin and Hibernian Journals.
Signed by order, Charles Laurent.

To His Excellency William, Earl Fitzwilliam, Lord Lieutenant-General and General Governor 
of Ireland.
May it please your Excellency,
We, the Vice Presidents and Governors of the Charitable Musical Society, incorporated for 
lending out Money, interest free, to indigent and industrious Tradesmen beg leave, with the 
utmost respect, to approach Your Excellency, and to express our unfeigned gratification on 
His Majesty's gracious appointment of your Excellency to the Supreme Government of this 
Kingdom; the choice of a Nobleman enriched with every endowment, of approved integrity 
and zeal of the honour of his Royal Master, our most Gracious Sovereign, and of firm and 
invariable attachment to the Liberty, Prosperity, and Happiness of His fellow subjects, cannot 
fail to be highly acceptable, to the free, generous, and loyal people of the Kingdom of Ireland. 
The Society, which has deputed us to this honour, looks up to your Excellency for favour and 
protection, from a nearer degree of alliance, than most other Corporations can boast - you, 
my Lord, are our President by Charter: nor would we claim to presume to claim this 
relationship, if we were not fully convinced, that our Institution tends most powerfully to the 
promotion of Industry and Morality, to the discouragement of Riot and Combinations among 
the Manufacturers, and to the relief and support of many hundred distressed families. This 
representation will be found, on the nearest investigation, to be strictly conformable to truth - 
With equal truth, we are ambitious to add our earnest wishes for the ease, honour and long 
continuance of your Excellency's Administration.

The Right Hon. Lord Viscount Ranelagh and the Committee having waited upon His 
Excellency, he was pleased to return the following answer.
"My Lord Gentlemen
"I return your thanks for these your Congratulations on my Appointment to the chief 
Government of this Country. The institution over which you preside, is obviously of so useful 
a tendency, that it must command any countenance and support.

Irish Musical Fund Society2
Copy of the Memorial presented to Lord Cornwallis.
To His Excellency Marquis Cornwallis Lord Lieutenant General and General Governor of 
Ireland.
May it please Your Excellency
The President and Committee Appointed for Conducting the affairs of the "Irish Musical 
Fund Society" Instituted for the relief of Decay'd Musicians and their Families Incorporated 
by Act of Parliament. Beg leave to solicit your Excellency's kind patronage of the Annual 
Sacred Oratorio to be performed in Aid of this Charity, which Oratorios have been Honor'd 
with the Sanction of your Excellency's Predecessors since the First Institution and to Humbly 
Supplicate Your Excellency will be Graciously pleas'd to appoint any Day in Passion Week 
for said performance.
Signed by Order, Peter Smith Secretary.

1 DJ 10 02 1 795.
2 TB1MF 04 03 1 799.
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Appendix 2: Patrons of the Irish Musical Fund Society 1794 to 1806

17- / 18- 94 95 96 97 98 99 00 01 02 03 04 05 06

The Lord Lieutenant 
and Countess of Camden 
and Countess of Hardwicke 
and Duchess of Bedford 
The Lord Primate 
Archbishop of Cashel 
Archbishop of Tuam 
Archbishop of Dublin 
Bishop of Clogher 
Duke of Leinster 
and Duchess of Leinster 
Marchioness of Antrim 
Marchioness of Waterford 
Marchioness of Clanricarde 
Marchioness of Headford 
Marchioness of Donegall 
Rt Hon Lady Emily Henry 
Countess of Farnham 
Countess of Belvedere 
Countess of Mayo 
Countess of Lismore 
Countess of Moira 
Countess of Shannon 
Countess of Charlemont 
Countess of Bective 
Countess of Aldborough 
Countess of Kingston 
Countess of Clanwilliam 
Countess of Portarlington 
Countess of Kilkenny 
Countess of Fingal 
Countess of Carrick 
Countess of Clare 
Countess of Leitrim 
Countess of Ormond 
Countess of Clonmel 
Countess of Clanricarde 
Countess of Granard 
Countess of Miltown 
Countess of Antrim 
Countess of Mountnorris 
Countess of Normanton 
Viscountess Dillon 
Viscountess Gosford 
Viscountess Allen 
Viscountess Mountjoy 
Viscountess Carleton 
Viscountess Somerton

• • • •

• • • • 
• • • • • •

• • • •

• • •

• •

• •
• •

• • •

• • • • •

17-  /  18- 94 95 96 97 98 99 00 01 02 03 04 05 06
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17- / 18- 94 95 96 97 98 99 00 01 02 03 04 05 06

Lady Fitzgibbon
Lady Leitrim
Lady Lismore
Lady Portarlington
Lady Kilkenny
Lady Mountjoy
Lady Piers
Lady Clonbrock
Lady Aldborough
Lady Shannon
Lady Gosford
Lady Dillon
Lady Somerton
Lady Elinor Butler
Lady Charlotte Jocelyn
Lady Maria Meade
Lady Hariet Daly
Lady Louisa Dawson
Lady Harriet Dawson
Lady Cathcart
Lady Norwood
Lady Castlecoole
Lady Ashtown
Lady Castlereagh
Marquis Waterford
Marquis Donegall
Earl of Ormond
Earl of Westmeath
and Countess of Westmeath
Earl of Granard
Earl of Shannon
Earl of Belvedere
Earl of Barrymore
and Countess of Barrymore
Earl of Arran
and Countess of Arran
Earl of Charlemont
Earl of Glandore
and Countess of Glandore
Earl of Miltown
Earl of Belvedere
Earl of Mountnorris
and Lady Mountnorris
Earl of O'Neill
Earl of Donoughmore
Bishop of Kildare
Bishop of Waterford
Lord Mountjoy
Lord Donoughmore
Lord O'Neill
and Lady O'Neill
Lord Mountnorris

• • • • • •

• • •

• •
• •
• •

• •
• •

• • •

17-  /  18- 94 95 96 97 98 99 00 01 02 03 04 05 06
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17- / 18- 94 95 96 97 98 99 00 01 02 03 04 05 06

Lord Carleton
and Lady Carleton
Lord Mathew
and Lady Mathew
Lord Cathcart
Lord Tyrawley
Lord Ashtown
Lord Charleville
and Lady Charleville
Lady Louisa Blake
Lady Piers Marley
Lady D’Oiley
Lady Steel
Rt Hon Mrs Grattan
Hon Mrs Lindsay
Hon Mrs Rourke/ Bourke
Hon Mrs Stewart
Hon Mrs Staples
Hon Miss Hutchinsons
Hon Mrs Trench
Hon Mrs Tolers
Hon Mrs Blackwood
Hon Mrs Walpole
Sir Hercules Langrishe
and Lady Langrishe
Sir George Shee
and Lady Shee
Sir Richard Steel
Sir Edward B Littlehales
D Latouche jun
and Hon Lady Cecilia Latouche
J Claudius Beresford
Rev Dean Allott
Rev Mr Cray don
Mrs J Latouche
Mrs John Latouche
Mr Peter Latouche
and Mrs Peter Latouche
Miss Gun
Mrs Bercaford
Mrs Neville
Mrs A Dawson
Mrs J Toler
Mrs Fitzgerald
Mrs H Foster
Mrs Agar
Mrs Temple
Mrs Moore
Mrs Stewart
Mrs Trench
Mrs Charles C Beresford 
Mrs Longfield

• • • •
• • • •

• • • • • •
• •

• •
• •
• •
• • • •

• • •

• • • •
• • •

• •

17-  /  18- 94 95 96 97 98 99 00 01 02 03 04 05 06
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17- / 18- 94 95 96 97 98 99 00 01 02 03 04 05 06

Mrs Ashworth 
Mrs Cooke 
Mrs Kearney 
Mrs Cockbournle] 
Mrs Armit 
Mr Trench

• • 
• • 
• • 
• • 
• •

•
MrTyghe •
Captain Ashe •
Captain Witherington 
Mrs J C Beresford

•
• • • •

Miss Waller 
Miss Graham
Mrs Austin
Miss Cooper
Miss Chaloner/Chatoner
Miss Scott
Miss Ashworth

• • • • • • •
• • 
• • 
• • 
• •

John Joseph Henry 
Dean of Ardagh 
Dean of Raphoe

• • • • • •  
• • 
• •

Dean of St Patrick's • • • • • •
Rev Dr Cramer 
Admiral Whitfield

• •
• •

Major General Cockbourne 
Lieutenant Colonel Cope 
Christopher Fortesque 
Steuart King

• • 
• • 
• •

• • • •
Henry Palmer • •

17- / 18- 94 95 96 97 98 99 00 01 02 03 04 05 06

totals 46 34 51 52 59 64 59 71 69 70 65 86 84
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Appendix 3: Dublin cathedral musicians 1790 to 1814

St Patrick’s Cathedral

From the 'Chapter Acts of St Patrick s Cathedral', Dean's Visitation reports for the years: 1790 
to 1793,1798 to 1810, and 1812.1 02 
[* see also Christ Church Cathedral]

Vicars Choral 
Dean's Vicar
* Rev Robert Shenton 
Rev Thomas Russel Cradock

Chantor's Vicar 
Rev Michael Sandys 
Rev Dr Robert Handcock 
Chancellor's Vicar
* Rev John Bayly 
Treasurer's Vicar 
Rev Samuel Murphy 
Rev John Fitzgerald 
Archdeacon of Dublin's Vicar 
Rev James Verschoyle 
Rev Crinus Irwin 
Archdeacon of Glendelagh's Vicar

1790 - 1793,1798 reported 'deceased' 16 November 1798 
1799- 1810,1812 appointed 16 November 1798 resigned 16 
January 1819

1790 - 1793,1798 -1810 editorial line 1810 R Handcock added 
1812- resigned 16 January 1819

1790-1793,1798-1810,1812

1790 -1793,1798 -1810 editorial line 1810 J Fitzgerald added 
1812 -

1790 -1793 appointed Dean 23 April 1794 
1798 - 1810,1812 resigned 8 July 1834

Robert Tuke 
Robert Hooper

1790-1793
1798 -1810,1812 appointed 22 October 1796 
editorial 'deceased' in or after 1812 
[FJ 17 11 1815 appointed c. November!

1790-1793,1798-1810,1812

* Robert Jager
Prebendary of Swords' Vicar
* Langrishe Doyle D.Mus.
Prebendary of Wicklow's Vicar
* John Parkinson 1790 -1793,1798 -1810,1812 - D.Mus from 1798
Prebendaries of Yagoe and Malahethard's Vicar
‘ Thomas Mathews 1790 -1793,1798 - 1810,1812 -
Prebendaries of Howth and Clonmethan's Vicars 
‘ John Mathews 1790 -1793,1798 - 1799
* John Andrew Stevenson 1790 - 1793, 1798 - 1810,1812 D.Mus. from 1798

Sir from 1803, reported 'deceased' 15 October 1833
* Humphry Bevan 1800 - 1810,1812 - appointed 6 January 1800
Prebendaries of Dunlavan and Maynooth's Vicar
Richard Woodward 1790 -1793
‘ John Spray 1798-1810,1812- appointed 6 June 1795

D.Mus. from 1823, reported 'deceased' 25 January 1827 
Prebendaries of Castleknock and Rathmichael's Vicars
* George Bourke 1790 - 1793,1798 -1801 reported 'deceased' 5 February 1802
* Robert Hooper 1790 -1793
* Samson Carter D.Mus. 1798 - 1810,1812 appointed half place 22 October 1796
* David Weyman 1802 - 1810,1812 - appointed half place 5 February

back-dated to 13 January 1802

1 Compiled from reports of the Dean's Visitation recorded in the 'Chapter Acts of St Patrick's 
Cathedral' as follows: by Rev William Cradock 12 01 1790,10 01 1791, 09 01 1792, 07 01 1793; 
Rev James Verschoyle 17 03 1798,18 01 1799,17 01 1800, 09 01 1801, 05 01 1802,14 04 1803, 09
02 1804, 05 01 1805,17 01 1806, 22 01 1807,29 01 1808,19 01, 1809,18 01 1810; and Rev John 
William Keating 10 02 1812.



Organist 
Philip Cogan 
John Mathews

1790 -1793,1798 -1810 D.Mus from 1793 
1812-

Master of the Boys
* Dr Langrishe Doyle 
John Clarke D.Mus
* Rev Charles Graydon Osborne 
Robert Tuke
John Elliot

1790-1793
1798 appointed 17 March 1798
1801 - 1804,1807 appointed 10 March 1801
1808-1809
1810,1812

Choristers
Timothy Garry [ GearyJ 1790
John Arnold 1790
* William Meally 1790-1792
William Patterson 1790 -1792
Thomas Robert Tuke 1790-1793
* Humphry Bevan 1790 -1793
Edward McAlister 1790-1793
John Russell 1790-1793
Henry Lemon 1792 -1793
Joseph Cornemell [Cornwall) 1792
William Cornwall 1793
Richard Laughlin 1793,1798 -1799
Robert Keating 1793,1798 -1799
James McCaskey 1798
Samuel James 1798-1799
John Clarke 1798- 1799
William Haughton 1798 -1800
John Walsh 1799 -1800
James Mosse 1800- 1806
Joseph Mosse 1800-1806
William Black 1800-1806
Alexander Campbell 1800-1806
William Henry Williams 1800-1806
John Carthy 1800 -1806
James Clarke 1801 - 1807
Denis Molloy 1804-1810
* William Henry Hamerton 1806-1810
William Murray 1806- 1810,1812
William Clarke 1806-1809
Richard Beatty 1808- 1810,1812
* Francis Robinson 1808-1810,1812
Thomas Mossom 1809-1810
John Armstrong 1810,1812
Charles Dalton 1810,1812
Francis Mossom 1812
Richard Eaton 1812
Henry Hooper 1812

[also given as Müssen]
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Christ Church Cathedral

From the 'Choir Attendance Books': 10 January 1796 to 31 January 1802; 11 November 1804 to 
25 July 1807.2
[* see also St Patrick's Cathedral]

Vicars Choral
* Rev Mr Shenton
* Rev Mr Bayly
* Rev Mr Osborne

1796 -1798 last mentioned 28 September 1798 
1796-1802,1804- 1807
1799 -1802,1804 - 1807 - first attendance 29 September 1799 
replaced Shenton

Stipendiaries
* TTiomas Mathews

Mr Murray
* Dr Stevenson

* Dr Carter
* Dr Parkinson

* [Robert] Tuke
* [George] Bourke

* John Mathews

* [John] Spray

* [Robert] Hooper
* Mr Mealy [* William Maley ?]
* [Humphry] Bevan

* [David] Weyman

1796 -1802,1804 -1807 - cathedral reopened specially for 
his burial service 24 Feb 1830, attended by the choir 
1796 -1802,1804 - 1807 - died c. 8 February 1829 
1796 - 1802,1804 -1807 - Sir from 1804 'in England'
November 1804, name crossed out 1 June 1828 
1796-1802,1804-1807
1796 -1802,1804 -1807 attending to 13 October 1799, 
marked 'deputy' or 'sick' until 2 March 1801, deputy' 
attending during 1807
1796, marked 'sick' from 6 March, 'dead' 25 September 1796 
1796 - 1801 marked 'absent' from 4 October 1801, 'dead' 3 
January 1802
1796 -1798 marked 'excused' from 29 September 1799, 
'present' 28 October 1798, 'dead' 6 October 1799
1796 -1802,1804 -1807 -marked 'sick' 20 March -17 April 
1796, Dr from 1822, marked 'absent' 7 January, sick' 14
January and d__d’ 21 January 1827 (dead or died|
1796-1802,1804-1807
1797 -1802,1804 -1807 - elected 24 April 1797
1800 -1802,1804 -1807 - first mentioned 16 March 1800, 
excused to go to England 20 April, attending from 20 July 
1800, in the place of John Mathews, fined for non-attendance 
27 August 1800
1802,1804 -1807 - first attendance 17 January 1802, marked 
’died'22 August 1822

Organist
* Dr Doyle 1796 -1802,1804 -1807 -

2 'Choir Attendance Books' held in RCB, C.6/1.23/4 - 7: C.6/1.23/4, 10 January 1796 - 31 
January 1802, (section missing 27 October 1798 - 28 September 1799); C.6/1.23/5,11 
November 1804 - 25 July 1807, (section missing 9 March - 9 June 1805 and 5 December 1805 - 
21 June 1807).
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Appendix 4: Act of Parliament Incorporating the Irish Musical Fund Society in 1794

An extract from Act 34 Geo. III. Cap. 20. entitled, An Act for securing a Capital Stock, 

belonging to the Members of the Irish Musical Fund, applicable to charitable Purposes’ 

passed 25 March 1794.1

'Whereas some time in the month of January, one thousand seven hundred and eighty-seven, 
a subscription was begun in the city of Dublin, amongst the Professors of Music, towards the 
charitable purpose of establishing a fund for the support of such Professors, belonging to said 
Society, as through age, infirmity, or accident, should be rendered incapable of earning a 
sufficiency to support themselves and their families, and for the occasional relief of 
Professors belonging to the said Society in case of sickness: and also for the relief and support 
of the widows and children of such deceased Professors as did belong to the said Society: and 
whereas by the profits arising from such subscriptions, and also by the profits which have 
arisen from some musical public performances for the increase of said Fund, a capital stock to 
the amount of one thousand pounds, or thereabouts, is now lodged in the hands of the Right 
Honourable David Latouche, the Treasurer to the said Society applicable to the purposes 
aforesaid: to the end therefore, that the said fund, and the growing produce thereof, may be 
effectually secured and applied: be it enacted: - That from and after the passing of this Act, all 
and every Subscriber to the said fund, for the time being, shall be, and they are hereby 
declared to be one body corporate and politic in deed and in name: and shall be called by the 
name of the Irish Musical Fund, and by that name shall have perpetual succession, and a 
common seal, and that they and their successors, by the same name may sue and be sued, 
implead and be impleaded, and be answered unto in all or any court or courts of record, and 
places of record and judicature within this Kingdom of Ireland; and that they and their 
successors, by the name aforesaid, shall be able and capable in law to have, hold, receive, 
enjoy, possess, and retain for the purpose aforesaid, all and every such sum, and sums of 
money as have been , or may hereafter be paid, given, demised or bequeathed to and for the 
ends and purposes hereinbefore mentioned; and that they and their successors, by the name 
aforesaid, shall and may at any time hereafter, without licence in mortmain, purchase, take or 
receive, hold and enjoy any lands, tenements or hereditaments, not exceeding the value of 
five hundred pounds a year, at the time of such purchase; and shall and may also grant, alien, 
demise or dispose of the same, or any part thereof, at their free will and pleasure. And be it 
further enacted, that from and after the passing of this Act, Thomas Giordani, the now 
President, Philip Coogan, the now Vice-President, the Right Honourable David Latouche, the 
now Treasurer, Robert Stokes, the now Collector, and George Fitzgerald the now Secretary, 
together with John Gorman Kennedy, Esq., Andrew Buck, Esq., the Reverend Thomas 
Gamble, Frederick Rhames, Henry Mountain, Anthony Bartoli, Bartholomew Cook, David 
Weyman, Thomas Bird, Alexander Thompson, William Adams, Frederick Seafort, and 
William Stephens, gentlemen, shall, and they are hereby appointed a Committee of managing 
the said fund until the first day of January, which will be in the year one thousand seven 
hundred and ninety-five.’

1 Quoted from Griffith, 'The Irish Musical Fund', pp. 365, 366.
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Appendix 5: Directors and stewards of the Commemoration of Handel performances 1786 to 

1791

Patrons
The Duke and
Duchess of Rutland
His Excellency the Lord Lieutenant and 
the Marchioness of Buckingham 
the Countess of Westmorland

Directors and stewards
The Archbishop of Dublin
The Archbishop of Cashel
The Archbishop of Tuam
The Duke of Leinster
The Earl of Meath
The Earl of Belvedere
The Earl of Charlemont
The Earl of Aldborough
Lord Viscount Valentia
Lord Viscount Fitzwilliam
The Bishop of Kildare
The Bishop of Kilmore
The Bishop of Coyne
Lord Viscount Delvin
Lord Carleton
Lord Mountjoy
Lord Viscount Headford
Rt Hon William Brownlow
Rt Hon Luke Gardiner
Rt Hon John O'Neill
Rt Hon William B Ponsonby
Rt Hon David Latouche
Hon John Baron Dillon
Rt Hon Sir Hercules Langrishe Bart.
Dean of St. Patrick's
Hon and Rev Dean Hewitt
Rev Dr Allott
Sackville Hamilton Esq
John Neale Esq

Senior Clergy
Members of the House of Lords 
Members of the House of Commons 
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St Werburgh's Church 
Thursday 3 May 10am 
ACT 1
First part of Messiah
He shall feed his flock, Mrs Stopford
ACT 2
Overture in Esther
Second part of Messiah
He was rejected, Lady Portarlington
Thy rebuke has broken his heart, and airs following Miss Marguerin 
Song, Pious Orgies 
Coronation Anthem

St Werburgh's Church 
Saturday 5 May 
Act 1
Overture to Samson 
Third part of Messiah 
Act 2
Overture to Tamerlane
Dead March from Saul
Song, The Lord worketh wonders
Song, Thou shalt bring them
Chorus, Great King of Kings
Duet, The Lord is a man of war
Chorus, Sing ye to the Lord
Song, Return O God of hosts
Song, Tears such as tender Fathers shed
Chorus, He gave them hail-stones

Lady Piers, Hon Mrs Stopford, Miss Marguerin, Mrs Trant, Dr AllottSingers: [from review] several ladies of distinction; soloists, Lady Portarlington, 
and the Gentlemen of the Choir [St Patrick's and Christ Church Cathedrals]

Instrumental performers: [from review] Dr Doyle conductor; Mr Cogan organ; first violin Messrs Weischell, Neill [Neale], O'Reilly; second violin 
Messrs Fitzgerald, Beatoy [Beatty], Rivers; tenors Sir Hercules Langrishe, Messrs Quinn, French, Wood; violoncellos Baron Dillon, Mr Ashworth, 
Lord Delvin, Rev Mr Quin; flutes Messrs Ash [Ashe], Black; hautboys Mr Cook [Cooke], Rev Mr Sandys. [300 performers reported in review]



1788
Christ Church Cathedral 
Saturday 12 April 12am 
Messiah

Christ Church Cathedral 
Wednesday 19 April 12am 
PARTI
Overture in Esther 
Dettingen Te Deum 
PART 2
12th Grand Concerto, first movement
Dead March in Saul
Select parts of the Funeral Anthem
Fifth Grand Concerto
Song, Ye sacred Priests (Jephtha)
Chorus, He gave them Hail-stones (Israel in Egypt) 
PART 3
First Grand Concerto
Song, Shall I in Mamre's fertile plain (Joshua)
Song, Total Eclipse (Samson)
Chorus, O first created beam (Samson)
Song, Return, O God of hosts (Samson)
Chorus, Sing ye to the Lord (Israel in Egypt) 
Coronation Anthem

Christ Church Cathedral 
Saturday 19 April 12 am 
PARTI
The First part of the Messiah 
PART 2
The Second part of the Messiah 
PART 3
Overture in Esther 
Song
Chorus, He gave them Hail-stones 
Song
Chorus, Sing ye to the Lord (Israel in Egypt) 
Coronation Anthem

Solo singers, Mrs Molloy late Miss Wheeler, Miss Jameson, Dr Parkinson, Mr Carter Bachelor of Music, Mr Stephenson, a boy of the choir, Captain 
Ashe: Chorus singers, several ladies of distinction viz, Lady Belvedere, Lady Valentia, Lady Piers, Hon Mrs Stopford, Mrs Trant, Mrs Sanders, Mrs 
Musgrave, Mrs Austin, the two Miss Cramptons and several others: Chorus singers, the gentlemen of both choirs [of St. Patrick’s and Christ Church 
Cathedrals], the gentlemen of the choir of Armagh [Cathedral]

Orchestra, all the professors in this city, a number of amateurs: Mr Sharman: violins, Messrs Neale, O'Reilly, Beatty, Rivers, Ledweth, Dodds, 
Wroughton, M'Laughlin and several others; double bass Rev Mr Sandys; violoncello Lord Delvin, Hon Mr Ponsonby, Captain Potiere, Messrs 
Ashworth, Rhames, Austin &c; Tenors [violas] Rt Hon John O'Neill, Sir Hercules Langrishe, Rev Mr Woods, Mr Trench, Mr Quin; flutes Ash [Ashe], 
Black; hautboys [oboes] and bassoons: principal performers First violin Mr Weichsel; Second violin Mr Fitzgerald; Organist Mr Coogan [Cogan]; 
Conductor Dr Doyle. The band will be even more numerous than last year.'
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St. Thomas's Church 
Saturday 16 May 
Messiah

St. Thomas's Church 
Thursday 21 May 
FIRST ACT
Overture, Occasional Oratorio
Air, Pious Orgies (Judas Mac.) Mrs Ambrose
Chorus, Great King of Kings (Deborah)
Duet, The Lord is a man of war (Israel in Egypt)
Chorus, Moses and the Children of Israel (Israel in Egypt) 
Double Chorus, The Horse and his Rider 
SECOND ACT
Chorus, Ye Sons of Israel (Joshua)
Air, Angels ever bright and fair (Theodora) Mrs Ambrose 
Chorus, Gird on thy Sword (Saul)
Air, Arm, arm ye brave (Judas Mac.)
Quartette & Chorus, Their bodies are buried (Funeral Anthem) 
Air, Mrs Ambrose, Chorus Hail-stones (Israel in Egypt)
THIRD ACT
Eleventh Grand Concerto
Air, Where e’er you walk (Semele) Mrs Ambrose 
Chorus, O first created beam (Samson)
Air, The Lord worketh wonders (Judas Mac.) Mr Weyman 
Recit. Accomp. and Air, Ye sacred priests, and Farewell 
ye limpid Streams (Jephtha)
Coronation Anthem 
God save the King

St Thomas's Church 
Wednesday 27 May 1pm 
ACT FIRST
Overture Occasional Overture 
Song, Why does the God (Samson) Dr Parkinson 
Chorus, For unto us a Child is bom (Messiah) 
Song, What passion cannot Music, Mrs Ambrose 
Semi-Chorus, Lift up your heads (Messiah)
Song, Why do the nations (Messiah) Mr Weyman 
Chorus, "Hie Lord shall reign for ever and ever - 
Sing ye to the Lord - The Horse and his rider 
(Israel in Egypt)
ACT SECOND
Introduction, Ye Sons of Israel (Joshua)
Song, Sweet Bird, Mrs Ambrose 
Chorus, O first created beam (Samson)
Song, Honour and Arms (Samson) Mr Hooper 
Chorus, Great King of Kings (Deborah)
Song, Softly sweet in lydian measure Mrs Ambrose 
Chorus, Hail-stones (Israel in Egypt)
ACT THIRD 
Grand Concerto
Recit & Song, When he is in his wrath, and When 
storms the proud to terrors doom, Mr Crofts 
Chorus, Worthy is the lamb (Messiah)
Recit & Song, Thus saith the Lord, and But who
may abide (Messiah) Mr Weyman
Recit & Song, Ye sacred priests, and Farewell
ye limpid Streams
Grand Chorus, Hallelujah (Messiah)

Principal singer Mrs Ambrose, who sung with universal applause at the Commemoration 
in Westminster Abbey. Solo singers, Rev Dr Allott, Mr Weyman, Dr Parkinson, Mr 
Mathews jun, Master Paterson; from the Cashel Choir Mr Waglin, Mr Crofts and Master 
Lowe: Chorus, considerably augmented by the Choirs of Armagh, Cashel, and Tuam in 
addition to Christ Church and St. Patrick's; amateurs Rev Mr Hail, Dr James Cleghom,
Mr Dyton, Mr Grierson, Mr Sharman, Mr Murphy and many others; ladies Lady Piers, Mrs Homidge, Mrs Saunders, Mrs Austin, the three Miss 
Cadelis, Miss Wallace, Miss Crampton, &c: Vocal and Instrumental Band of about 200, all the Gentlemen Performers and Professors in this 
Kingdom. Leader the celebrated Mr Salomon, from London. Violoncello, Signor Sperati from the Opera House in Haymarket: Mr Neale [violin], Mr 
Ashe flute, Dr Doyle harpsichord and conductor; Mr Cooke first oboe, Mr Kotzwara principal double bass, Mr Cogan organ; amateurs Lord Delvin, 
Baron Dillon, Sir H Langrishe, Rev Mr Quin, Rev Mr Kenny, Rev Mr Austin, Mr Ashworth, Mr Beaty, Mr Latouche, Captain Freemantle &c.
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St. Mary's Church 
Tuesday 10 May 1pm 
FIRST ACT 
Overture (Esther)
Chorus, Awake the trumpet’s lofty sound (Samson) 
Song, Ye men of Gaza (Samson)
Chorus, Awake the trumpet’s lofty sound (Samson) 
Anthem, O magnify the Lord 
Chorus, O first created beam (Samson)
Song, Honour and arms 
Song, Pious Orgies 
Récit, For the house of Pharaoh 
Chorus, The Lord shall reign 
Récit, And Miriam the Prophetess 
Chorus, The horse and his rider 
SECOND ACT
Symphony & Chorus, Ye Sons of Israel (Joshua) 
Song, Total Eclipse (Samson)
Select parts of the Funeral Anthem 
Song, What passion cannot Music raise or quell 
Chorus, Hail-stones 
THIRD ACT

St Mary's Church
Saturday 14 May 1pm
FIRST ACT
Grand Concerto
Recit, Comfort ye my people
Song, Every valley
Chorus, For unto us a child is bom
Song, Why do the nations
Song, What passions
Chorus, Lift up your heads
Song, Let the bright Seraphim
Chorus, Hail-stones
SECOND ACT
Grand Concerto
Song, Sweet bird
Chorus, Around let acclamations
Song, The Lord worketh wonders
Chorus, Great King of Kings
Duet, As steals the mom
Chorus, The Horse and his rider
THIRD ACT
Select parts of the Funeral Anthem 
Song, Praise the Lord with cheerful voice 
Chorus, Worthy is the lamb 
Song, When storms the proud 
Song, Return O God of Hosts 
Chorus, All we like sheep 
Song, Ye sacred priests
Chorus, Hallelujah, for the Lord God omnipotent

Concerto Violin, Madame Gautherot 
Song, Angels ever bright and fair 
Chorus, Around let Acclamations (Athalia)
Air, Reviving Judah (Athalia)
Chorus, Bless the true Church (Athalia)
Air, May God from whom (Athalia)
Chorus, Bless the true Church (Athalia)
Recit, Ye sacred priests 
Song, Farewell ye limpid springs
Coronation Anthem The band will be as numerous as on any former occasion: Principal singer Mrs Ambrose;

solo instrumentalist Madame Gautherot violin.

St Mary's Church 
Thursday 12 May 1pm 
The Messiah
between the 2nd and 3rd Acts 
Madame Gautherot will play 
a Concerto on the Violin

Source DEP 19 04, 21 04, 24 04, 26 04, 28 04,01 05, 05 05,10 05,19 05; DJ 21 04, 08 05,17 05; FJ 21 04,24  04, 28 04 1787: FJ 03 04, 05 04,10 04, 15 04, 17 
04 1788: DJ 02 05,16 05,19 05, 21 05, 23 05,30 05; FJ 30 04, 07 05,16 05,19 05, 21 05, 23 05 1789: FJ 28 04, 05 05, 10 05, 12 05 1791.
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Appendix 7: Rules of the Irish Musical Fund Society 1830

RULES, &c. of the IRISH MUSICAL FUND SOCIETY, for the relief of DISTRESSED 
MUSICIANS, their widows and orphans. Founded January 1st, 1787, and Incorporated by 
ACT OF PARLIAMENT March 25th, 1794.

Committee for the Year 1830.
J D Latouche & Co Treasurers, 
James Duncan, President,
John Mathews, Vice-President, 
James Tighe, Collector,
John Bowden, Secretary. 
Honorary Members:
Edward Graham,
Holbrook Davis,
Professional Members:
John Fallon, sen.
Robert Barton,
John Mulligan,
Thomas Burgess,
Thomas B Mathews.

James Rock,
John Maclean.

Dr Cogan,
Francis Southwell, 
Garret MacDonnell, 
Thomas Kelly,

E & S Rorke, Printers, Beresford-st Dublin.

TRUSTEES.
His Grace The DUKE OF LEINSTER,
The Right Honourable and Right Reverend The LORD BISHOP OF KILDARE, 
The Honourable and Right Reverend The LORD BISHOP OF WATERFORD, 
The Right Reverend The LORD BISHOP OF FERNS,
The Very Reverend The DEAN of ST. PATRICK'S,
THOMAS ELLIS, Esquire,
JOHN DAVID LATOUCHE, Esquire.

Irish Musical Fund Society, under the patronage of THEIR GRACES THE DUKE AND 
DUCHESS OF NORTHUMBERLAND, And the following Persons of Distinction:
HIS GRACE THE ARCHBISHOP OF DUBLIN,
HIS GRACE THE ARCHBISHOP OF CASHEL,
Duchess of Leinster, Viscountess - Allen,

Powerscourt,
Marchionesses - Waterford,

Donegal,
Hastings,

Countess - Westmeath, 
Belvidere, 
Granard, 
Carrick,
Arran,
Miltown,
Charlemont,
Kingston,
Clanwilliam,
Longford,
Portarlington,
Normanton,
Leitrim,
Charleville,
Rathdown,

Lorton,
Dillon,
Baroness - Ashtown.

Ladies - C Rawdon,
Emily Henry,
E Baker,
Maria Meade,
Cecilia Latouche, 
Harriet Daly,
Shaw,

Hon Mrs - Lindsay,
Knox,
Bourke,
Staples,
Trench,
Blackwood,
Wingfield,
Grattan,
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Duke of Leinster, 
Marquises - Waterford, 

Donegal, 
Thomond, 
Ormond, 
Westmeath,

Sirs - E B Baker,
Richard Steele, 

Deans of - Ardagh,

Lord - Ashtown,
Hon & Rev Mr Pomeroy,

Earls - Meath,
Raphoe,
St. Patrick s

Fingal,
Arran,
Charlemont,
Mountnorris,
O'Neill,
Donoughmore,
Shannon,
Normanton,
Charleville,
Ross,
Clancarty,

John Joseph Henry, Esq. 
David Latouche, jun. Esq. 
Peter Latouche, Esq.
Luke White, Esq.
W Sweetman, Esq.
John Pollock, Esq. 
Admiral Whitshead, 
Major Gen. Cockburn, 
Colonel Cope,,
Mrss - Dawson,

Viscounts - Allen,
Powerscourt,

Lords Bishops of - Kildare,
Waterford,
Derry,
Ferns,

Peter Latouche, 
John Latouche, 
J C Beresford, 
Longfield, 
Elrington,
J Latouche.

The Society return their sincere thanks to those Ladies and Gentlemen who have already 
become Subscribers; - Those who intend to become so, are requested to give in their Names to 
any of the Officers, or Committee.

COMMITTEE ROOM, 9 Aston’s-Quay.

At different Meetings of THE IRISH MUSICAL FUND SOCIETY, convened for that Purpose, 
it was agreed upon to appoint TRUSTEES to said Society:

RESOLVED - That the following Noblemen and Gentlemen, that is to say,
His Grace The DUKE OF LEINSTER,
The Right Honourable and Right Reverend the BISHOP OF KILDARE,
The Honourable and Right Reverend the BISHOP OF WATERFORD,
The Right Reverend the BISHOP OF FERNS,
The Very Reverend the DEAN of ST. PATRICK'S,
THOMAS ELLIS, Esquire,
JOHN DAVID LATOUCHE, Esquire, Treasurer to the Society,
having signified their consent to take upon themselves the duties of Trustees, are, by virtue of 
an Act of Parliament passed in the year 1794, and entitled "An Act to secure a Capital Stock 
belonging to the Members of the Irish Musical Fund, applicable to charitable Purposes," 
nominated and appointed Trustees of said Irish Musical Fund Society.

RESOLVED - That for the better security of the property of the Irish Musical Fund Society, no 
greater sum of money than £50 sterling, shall be drawn from the Treasurer of said Society by 
the Society itself, without the consent of at least three of the Trustees signing and sealing an 
order to the Treasurer for the particular sum of money required; but that the Society shall, as 
aforesaid, have full power to draw at any time, being specially summoned for that purpose, 
any sum not exceeding £50, and that the Committee may, at or between each monthly 
meeting, have a power to draw from the Treasurer, by their usual order, any sum not 
exceeding £20.
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RESOLVED - That on the death of any of the Trustees, the Committee, at a meeting convened 
for that purpose, shall elect such Noblemen or Gentlemen in the room of the Trustee or 
Trustees deceased, as to such meeting shall seem fit and proper for the Trust.

RULES, &c. of the IRISH MUSICAL FUND SOCIETY

Introduction.
THE Act of Parliament provides that the Business of the Society shall be conducted by a 
Committee, consisting of a President, Vice-President, Treasurer, Collector, and Secretary, all 
Professors of Music save the Treasurer, assisted by Thirteen other Members that is to say, 
Four Non-professors and Nine Professors of Music; and that the said Committee shall be 
elected on the First Day of January every year, or within Ten Days after, and shall have 
power to alter or make such Bye-laws as they may think necessary.

RULE 1 - THAT there shall be four general quarterly meetings of the Society in every year; 
the first in January, as set forth in the Introduction, the other three as follows, viz. first week 
in April, July, and October; and at each of those general quarterly meetings the Committee 
shall cause the Secretary to lay before the Society all proceedings and transactions, relative to 
the Fund, that took place since the last quarterly meeting, after which, the Committee may 
act, should it appear necessary, and that the required number are present, and also, that by so 
doing, it would render unnecessary the calling an immediate meeting of the said Committee. 
The Secretary to summon the Society for those meetings.

RULE 2 - That the Committee shall meet on the first week of every month, if requisite; not 
less than five to be a quorum. At general meetings seven members must be present.

RULE 3 - In case the President and Vice-president shall be absent from any meeting, after the 
hour specified in the summons, then the majority of the Members present shall appoint a 
Chairman for said meeting, and all acts so done shall be as valid as if the President or Vice- 
president had been present. The person in the chair to sign the transactions of each meeting.

RULE 4 - Any Member of the Committee, who shall be absent three meetings successively, 
without a sufficient excuse, shall be considered as refusing to act, and another may be elected 
in his room, pursuant to the statute.

RULE 5 - The Secretary shall summon a general meeting of the Society, on a requisition 
signed by any five Members.

RULE 6 - The Collector shall give security, either two persons in a bond of £50 each, or one 
person in a bond of £100; the securities to be approved of by the Committee. The Collector 
not to pay money without an order.

RULE 7 - The Collector shall pay all money in his hands, not required for the immediate use 
of the Society, to the Treasurer, some time in the month of May, and produce his receipts at 
the monthly meeting in July, in every year; and all such further sums as he shall receive, pay 
to the Treasurer some time in the month of October, and produce receipts at the monthly 
meeting in November; said receipts to specify its being received for the use of the Fund, and 
should he neglect so to do, he shall be dismissed from his office.

RULE 8 - At meetings to be summoned for the admission of professional or honorary 
candidates, the balloting to continue two hours from the time of taking the chair; one-third of 
the beans being black prevents admission. Summonses to be left with each Member three 
days previous to ballot. A candidate to remain on the books one month before he can be 
balloted for, and his admission money first paid. The Member who proposes or seconds such 
candidate, must be present at the ballot; and no observations or remarks are to be made on 
the conduct or part taken by any Member on such occasion, it being taken for granted that 
every Member does that which he conscientiously conceives will be for the interest of the 
Society.
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RULE 9 - That from and after the passing this Rule, each professional candidate shall, by 
affidavit, declare his age, and the number of his family; and if he shall be of the age of twenty 
and upwards, on the day of his signing the Book of admission, shall pay as follows, in 
addition to his annual subscription of One Pound, -

If 20 and under 25, £1
25 30, |£]2
30 35, |£| 3 10 |s
35 40 [£15 0 0

after which latter age, no admission. - If less than 20, he is only to pay, (in advance, to be 
considered the first year's subscription,) one Pound; but in all of the afore-mentioned cases, 
the individual must remain a subscribing Member three years from the date of admission, 
before he or his family are eligible to receive benefit from the Fund. - And to the end that the 
true intent for which this Society was founded may not be misunderstood, it is hereby 
declared, that the allowance is not to be considered as an annuity to every claimant, but only 
for those who are in real want; and that the Members must understand, that it was 
established for the relief of aged, the infirm, those whom by unforeseen accidents are 
rendered incapable of supporting themselves and families, and for the occasional relief of 
Professors belonging to the Society in case o f sickness; and not for those whose only plea is 
want of business; as it would be impossible for the Fund to answer the numerous demands 
which would infallibly take place, if that were admitted.

RULE 10 - That each Member, professional or honorary, pay not less than one Pound per 
annum; an honorary Member's Pound admission is to be considered as his subscription for 
the current year; the next year's subscription to commence on the first of January following.

RULE 11 - That all subscriptions become due on the first of January in every year, and must 
be paid on or before the first of May next ensuing. Any professional Member being in arrear 
on that day, will be excluded, and consequently not entitled to receive benefit from the Fund; 
yet notwithstanding, such person so excluded, may, by memorial, be proposed and balloted 
for, on paying up his former arrears; and, if restored, be three years on the books before he 
and his family can be entitled to any benefit from the Fund. A Professor being twice 
excluded, to be never after re-admitted.

RULE 12 - That any Member or Members in arrears twelve months, shall be incapable of 
being on the Committee, or of voting. The President, Vice-president, or Chairman, shall call 
upon the Collector, the meeting previous to an election, to produce a list of such Member or 
Members, (if any,) as may be in arrear, as aforesaid; said list to lie on the table at the time of 
election. Such Member or Members so in arrear, not to be summoned to attend the Society's 
meetings till said arrears are paid up; and no subscription can be considered as paid, unless 
acknowledged by the Collector.

RULE 13 - The annual produce of subscriptions, and also of commemoration Concerts, (when 
such take place,) to be laid out in the purchase of Stock, and added to the Capital, if the State 
of the Fund should admit thereof. Said Capital not to be touched under any circumstance, 
except as provided for by the Society's Charter, but the pensioners’ support to be drawn from 
the interest alone, the expenses of the Society being first deducted. - The allowance to a 
claimant, which is not to exceed one Guinea per week, to be determined by the Committee, 
according to character, situation, and state of the Fund.

RULE 14 - On the death of a Member, or of a widow or orphan of a deceased Member, the 
Committee being fully satisfied of the inability of the relatives to inter him or her, will allow a 
sum, not exceeding five Guineas, for that purpose.

RULE 15 - When the Committee find it necessary to draw money for the purpose of the 
Charter, then and in that case the Secretary shall summon all the members of the Committee, 
three days at least previous to such meeting; and in the summons insert that it is "for the 
purpose o f drawing money from the Treasurer"; and no money shall on any account be drawn
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from the Treasurer, but by a resolution of the Committee at such meeting; - yet, 
notwithstanding, the Committee shall have power, at or between each monthly meeting, to 
draw upon the Treasurer for any sum not exceeding Twenty Pounds. (See Resolution, page 
7.) [p. 351]

RULE 16 - In cases of extreme urgency, which may require immediate decision, such as the 
death of a Member, &c. and if the major part of the Committee should be absent in the 
country, or out of the kingdom, in such cases the unanimous affirmative of four of the 
Committee, being present, shall be considered as sufficient to sanction the proceedings.

RULE 17 - There shall be an annual Concert for the benefit of the Fund, under the direction of 
the Committee; provided it appears to them that such Concert is likely to increase their funds.

RULE 18 - That any Member who is a Professor, and refuses his assistance at the annual 
Concert, or at any of the Rehearsals thereof, without a sufficient reason, shall be fined 10s 6d 
for absence from each Rehearsal, and £1, if absent from the principal performance, provided 
he has had notice from the Secretary; and in case he refuses to pay such fine, shall be 
excluded. But if such person shall think himself aggrieved by the determination of the 
Committee, he may lay the transaction before the Society at large, at the next general meeting, 
who shall have power to reinstate the person complaining, or to confirm the conduct of the 
Committee; such complaint to be lodged with the Secretary one week at least before the next 
general meeting, at which meeting only, any such complaint shall be heard. Members 
residing twenty miles and upwards from Dublin, may be excused the forfeit for Rehearsals 
only.

RULE 19 - Any Member who receives any money for the Fund and does not pay or send it to 
the Collector, in case he cannot attend at the next monthly meeting, shall be excluded.

RULE 20 - That if any Member or Members do any thing to the injury of the Society, or say 
any thing to its disadvantage, not founded on fact, he or they shall receive a summons to 
answer those charges, seven days previous to the meeting for that purpose; and if said 
charges are proved, such Member or Members shall be expelled.

RULE 21 - The President, Vice-president, and Secretary, to be jointly accountable for the 
Music of the Society, and may hire it out for the benefit of the Society.

RULE 22 - That the Masters of military Bands, or other persons who are performers in 
military Bands, as attached to the Army, let their professional merit be ever so high, are 
ineligible to be elected Members of this Society; and that if any Member of this Society should 
enter the Army, he will disqualify himself and his family from partaking of the benefits of 
this Institution, their lives being considered, from the adoption of a military life, too 
precarious for this Society to retain them; - Members of the Yeomanry Corps excepted.

RULE 23 - No part of the Fund shall be lent at interest or otherwise, to a Professor.

RULE 24 - A Member having a matter to propose, wherein the interest of the Society is 
conceived to be materially concerned, shall give notice at a previous meeting that he intends 
to propose such a resolution, &c. at the next meeting; said resolution or motion to be 
committed to writing and signed by the Member who proposed the same, and shall be 
entered in the minutes of the meeting in the same words in which it is proposed, and the 
original filed in order that the same may be referred to, as occasion may require.

RULE 25 - Any honorary Member, whose character is known to be unexceptionable, but who 
quitted the Society in arrear, may rejoin the Society on paying to it, in lieu of said arrears, any 
sum not being less than one year's subscription, and on so doing he shall be exempt from a 
re-ballot, and eligible to be of the Committee.
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R U LE 26 - That the business for which a meeting is convened shall take precedence of any 
other subject, matter, or motion; after which, any other business may be discussed.

R U LE 27 - The Rules of this Society shall be presented to every Member on his admission, 
after which, no excuse will be taken for a breach of them. Every Member shall be furnished 
with a Copy of the Rules whenever they may be altered and re-printed, and he is not to 
expect further notice to remind him of his duty.

R U LE 28 - That an annual Dinner be established in the Society, under the management of the 
Committee.

R U LE 29 - That in order to prevent that ill-will which might arise from Members publicly 
opposing an application for aid, or any other concern of the Society that may occasion a 
difference of opinion and require a division, the same to be determined by ballot, the majority 
to decide the question.

R U LE 30 - That every Member of the Society, and each Candidate on admission, do sign his 
name in a Book provided for the purpose, containing the Charter, and a Copy of Rules, as a 
testimonial of his approval of same, and his intention of giving his utmost support to their 
due execution; and to all future new ones, additions, or alterations which the Committee may 
deem necessary for the stability, protection, and due application of the funds of this Society, 
provided the same be not repugnant to the true intent and meaning of the Act which 
incorporated the Society.

SUBSCRIBERS.
Thus marked * are honorary.

A.
* Rev G Austin, A.M.

B.
Mr John Bowden.
* Mr Robert Bowden,
Mr Humphrey Bevan,
Mr Thomas Burgess,
Mr Robert Barton.

C
Philip Cogan, M u s .D .
* Geo. Carpenter, Esq.
Mr Daniel Conran,

D.
Mr James Duncan,
Mr John Day,
* Mr Holbrook Davis,

F.
Mr John Fallon, sen.

G.
Mr Edward Graham,

H
Mr James Hughes,

K.
* Rt. Hon. and Rt. Rev the 
Bishop of Kildare
Mr Thomas Kelly,
Mr Christopher Kelly,

L.
* J D Latouche, Esq.
* Mr David Lambert,

M.
Mr William Maley,
Mr John Mathews,
M rT  B Mathews,
Mr John Mulligan,
* Mr John Maclean,

R.
* James Rock, Esq.

S.
* Walter Sweetman, Esq. 
Mr Andrew Sippee,
J Smith, M u s .  D.
* Mr John Southwell,
Mr Francis Southwell,
* Mr Henry Southwell,

T.
Mr James Tighe.
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Appendix 8: Members of the Irish Musical Fund Society 1787 to 1806

Professor applied admitted comments

Hugh O'Kelly 
Dr John Parkinson 
Fontaine

William Adams 
Anthony Bartoli

Thomas Bird
Dr Philip Cogan
Bartholomew Cooke founder
George Fitzgerald
Thomas Giordani
Henry Mountain
Frederick Seafort
William Stephens
Alexander Thompson

David Weyman

George F Murphy

John Addison 
John Boden/Bowden 
Dr Samson Carter 
John Day
Dr Langrishe Doyle 
James Duncan 
Philip Dwyer

Thomas Freeman

John Gain 
Richard Gaudry 
James Georgi

Christopher Gittner 
William Heron

Smollet Holden 
Mr King 
John McCalley 
John Marsh

John Mathews [i]

John Mathews [iij 
Francis Passerini 
Peter Smith 
Frederick Southwell

1787 committee, first Secretary
1787 committee, first President
1791 admission recorded 08 11 1812, 2 sons

and daughter 'subscribers for many years’ 
pre-1794 committee, expelled for arrears 01 04 1798 
pre-1794 committee, funeral reported 10 01 1802, all 

members absent fined 17 2 Crown 
pre-1794 committee, reported dead 09 1 0 1798 
pre-1794 committee
pre-1794 committee, reported as in 1812 review 
pre-1794 committee, referred to as dead 13 01 1799 
pre-1794 committee, death reported 24 02 1 806 
pre-1794 committee
pre-1794 committee, died 21 10 1800 
pre-1794 committee, senior, in 1806 list 23 02 1807 
pre-1794 committee, first noted 02 07 1804, claim, also 

as Alex Thomson
pre-1794 committee, withdrew because of a 
misunderstanding' re-admission considered 15 02, 23 02, 
04 03 1805 refused, 19 05 1806, re-admitted 26 01 1807 
pre-1796 committee, Dr from 21 07 1799, thanked 06 
01 1800 for being President for the last four years
pre-1798
pre-1798 committee
pre-1798 committee [resigned 06 06 1809|
pre-1798 committee
pre-1798 committee
pre-1798 committee
pre-1798 absent from rehearsal & performance fined 

05 05 1800, fine waived, died 15 12 1802 
pre-1798 absent from rehearsal & performance fined 
05 05 1800, fine waived, death reported 16 05 1803 
pre-1798 committee 
pre-1798 paid funeral expenses 04 08 1803 
prc-1798 expelled for arrears 01 04 1798, suicide, 

claim from widow 07 05 1798 
pre-1798 committee
pre-1798 absent from rehearsal & performance fined 
05 05 1800, fine waived, expelled 15 05 1805 'refusing to 
pay subscription’, re-admitted 16 03 1806, committee 
pre-1798 committee 
pre-1798 referred to as 'the late' 14 04 1799 
pre-1798 'late . . .  one of the first members' 01 12 1800 
pre-1798 expelled for arrears 07 04 1799, re-admitted 

14 04 1799, committee, noted 1806 
pre-1798 [of cathedral choirs] claim from widow and 

son 07 10 1799, [son possibly John ii[ 
pre-1798 committee, [possibly son of John i] 
pre-1798 committee 
pre-1798 committee
pre-1798 absent from rehearsal & performance fined 
05 05 1800, fine waived, expelled 15 05 1805 ’refusing to 
pay subscription'
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John Spray pre-1798 absent from rehearsal & performance fined
05 05 1800, fine waived, same fine 02 041801 returned summons, resigned 12 041801. 
Committee considered 'misunderstanding' 15 02, 23 02, 04 03 1805 refused, 19 05 
1806, re-admitted 26 01 1807

Tracy pre-1798 found in public house' while claiming
William Warren pre-1798 expelled for arrears 07 04 1799, re-admitted

14 04 1799, absent from rehearsal & performance fined 05 05 1800, fine waived, 
same fine 02 04 1801 claimed not to have known, expelled 14 05 1801. Committee 
considered 'misunderstanding' 15 02, 23 02, 04 03 1805 refused, 19 05 1806,
re-admitted 26 01 1807

John Bourke/ Burke 05 021798 committee, expelled for arrears 07 04 1799, 
re-admitted 14 04 1799

Thomas Cooke 05 02 1798
Dr John Clarke 05 02 1798 05 031798
William Priest 05 02 1798 05 03 1798 expelled for arrears 10 05 1800, re-admitted 

16 05 1802 having been out of the kingdom'
John Barrett 05 03 1798 01 04 1798 expelled for arrears 16 05 1802
Andrew Sippee 05 031798 expelled for arrears 10 05 1801, reapplied 

22 07 1801, re-admitted 05 10 1801
William Stevens jun 24 021799
Thomas B Mathews 15 121799 06 01 1800 '20 years old, of Mapas' [1799] 'jun', 

committee
Humphry Bevan 06 01 1800 02 021800 1 guinea admission paid, committee
Charles Hooper 16 031800
William Maley / Maly 26 03 1800 29 041800 1 guinea admission paid by Dr Carter, 

committee
Wreen absent from rehearsal & performance fined

06 04 1801, proved he had attended, [noted three times as 'Wreen’ ? Wren]
Samuel James 29 05 1803 04 07 1803 committee
Thomas Carter 06 06 1803 04 07 1803 committee
Henry Green Walsh 05 03 1804 02 041804 committee, also known as Harry
John Boyce first noted 18 01 1804
Henry Willman 10 06 1804 06 08 1804 ballot postponed from 25 07 1804
Thomas Willman 10 06 1804 06 08 1804 ballot postponed 25 07 1804, accepted late 

subscription 15 05 1805
Joseph Carter 06 081804 ballot postponed 01 10 1804, proposal 

withdrew 05 11 1804
J B Logier 06 08 1804 ballot postponed 01 10 1804, proposal 

withdrew 05 11 1804
Robert Tuke 25 11 1804 07 01 1805 'of Kilkenny’ [Robert Thomas Tuke] 

widow applied 11 12 1814
Robert Haigh 13 01 1805
Charles Nicholson 13 01 1805 'of Liverpool'
William Clover 05 05 1806

Honorary Member applied admitted comments

Andrew Buck pre-1794 committee, expelled for arrears 05 05 1800
Rev Dr Thomas Gamble pre-1794 committee
John Gorman Kennedy pre-1794 committee
Francis Rhames pre-1794 committee
Rev Blundell pre-1798 committee
George Gough pre-1798 committee, resigned 05 05 1800
William Harvey pre-1798 committee
E T Hawley pre-1798 committee
William Southwell pre-1798 committee
John Bianchi 05 021798 05 031798
Thomas L Bellamy 05 03 1798
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Thomas Mathews 15 12 1799 15 12 1799 senior, committee, 'Harcourt Road’ [17991 
1 guinea admission paid

John Dumoulain 16 03 1800 16 03 1800 1 guinea admission paid, committee
Meredith 04 04 1800 'Stephens Green', Seafort to call for 

admission money
Willerall 04 04 1800 '5 Sackville Street’ Seafort to call for 

admission money
John Southwell 05 05 1800 05 05 1800 paid admission money, committee
John B Hawkins 03 11 1800 0311 1800 paid admission money
William Townsend 05 01 1801 05 01 1801 Rev, paid admission money
Henry Palmer 25 01 1801 25 01 1801 paid admission money
George Irwin 24 01 1802 24 01 1802 paid admission money, committee
Crofts 24 01 1802 01 021802 paid admission money, 26 03 1806 of Cashel
Peace 18 041802 28 041802 paid admission money
John Templeton 25 04 1802 06 05 1802 committee, resigned 06 07 1804
Robert Hooper 26 01 1803 26 01 1803 committee
Willoughby Fife 04 071803 10 10 1803 also as Fiffe, Fyffe
John Donden 25 01 1804 05 03 1804
William Kelly 12 02 1804 05 03 1804 [Mr], committee
Charles Robertson 25 03 1804 02 04 1804 'Nassau Street’, committee
Francis Attwood 02 04 1804 also applied 24 02 1806
John Hughes 02 04 1804
Alexander Jeffery 22 04 1804
Peter Digges Latouche 22 04 1804
W Stanford 02 04 1804
Sir John Stevenson 23 02 1805 13 01 1806 applied again 06 01 1806, committee
Samuel Fowler 12 04 1805 ballot 01 06 1805 rejected
Laurence T Fowler 16 031806 21 03 1806 committee
Bruce 21 03 1806 05 05 1806 'Westmorland Street'
Fitzpatrick 21 03 1806 05 05 1806 'of Cork'
Stanford 21 03 1806 05 05 1806 'Dame Street'
George Latouche 30 04 1806 19 05 1806
James French 05 051806 19 051806
Redmond Cooke 10 01 1807 22 03 1807 in subscribers list for 1806 1C

Unspecified status applied admitted comments

Daniel O'Brien 1791 expelled for arrears 1793, reapplied 18 03 
1803 offered to pay arrears, re-admitted

Burke jun pre-1798
expelled for arrears 05 05 1800, marked sixFrederick Cloken pre-1798
years in arrears 22 03 1807 in subscribers list

Master M Fontaine pre-1798 expelled for arrears 07 04 1799, re-admitted 
14 04 1799, also given as 'Fountain', 'jun'

Timothy A Geary pre-1798 expelled for arrears 01 04 1798
William Harrison pre-1798 first noted 25 03 1804
J Harvey pre-1798
Hewitt sen pre-1798 see Hewitt, both attended 25 03 1804
Dr Kelly pre-1798 expelled for arrears 07 04 1799, re-admitted 

14 041799
Thomas Kelly pre-1798 22 03 1807 in subscribers list for 1806
Thomas McDonnel pre-1798 22 03 1807 'dead' subscribers list for 1806
Francis Mathews pre-1798
Russell pre-1798 first noted 07 04 1803
Robert Stokes pre-1794 committee, expelled for arrears 05 05 1800,

re-admitted 01 02 1 801 'being a country member’, Sligo
Elizabeth Fontaine 05 03 1798 Miss
Mrs King 01 04 1798 22 03 1807 in subscribers list for 1806 1G
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Griffin 
O'Hegarty 
Samuel YVebbe 
Elliot

Hewitt
Joseph Blacken 
Dr Cleghorn 
Wesley Doyle 
Alex Jeffery 
Rev Dr Burney 
YV Burnside 
Dr Fitzpatrick 
Rev Dr Kirkeson 
McBean

Thomas Magill 
W J Mathews 
William Power 
John Sharman 
Methodist Society 
Francis Holden 
Charles Smith

20 031799 rejected 06 05 1799
20 031799 
20 031799
11 03 1803 rejected 11 03 1802, proposer 'J Mathews
absent' second ballot 21 03 1802 rejected, Mr Elliot of Cashel
see Hewitt sen, first noted 18 03 1804, both attended 25 03 1804
12 04 1805
12 04 1805 22 03 1807 in subscribers list for 1806 1G
12 04 1805 
12 041805

22 03 1807 in subscribers list for 1806 1C 
22 03 1807 in subscribers list for 1806 1G 
22 03 1807 in subscribers list for 1806 'Cork' 
22 03 1807 in subscribers list for 1806 1G 

pre-1806 22 03 1807 in subscribers list for 1806 1G
from Cavan widow applied 06 05 1811 
22 03 1807 in subscribers list for 1806 1G 

pre-1806 22 03 1807 in subscribers list for 1806 13s
22 03 1807 in subscribers list for 1806 
22 03 1807 in subscribers list for 1806 
22 03 1807 in subscribers list for 1806 

10 01 1807 22 03 1807 in subscribers list for 1806 1G
02 02 1807 22 03 1807 in subscribers list for 1806 1G
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Appendix 9: Claimants and finance of the Irish Musical Fund Society to 1806

STATEMENTS

21 10 1799 Expenses as to Claimants 
Mrs King, a year 
Mrs Ceorgi 
Mrs Fitzgerald 
Rent of room 
Salary of Secretary 
Miss Clagget's maintenance

£29 16s 6d Interest on £2,450 in debentures£116 0s Od
£13 13s Od Annual Expenses £86 18s 3d
£13 13s Od Balance £29 Is 9d

£9 2s Od 
£5 13s 9d Treasurer's balance £59 7s '/2d

£15 0s Od Collector's balance £11 ls3i/2rl
£86 18s 3d Cash not invested £70 8s 4d

/xnnuai suDscripuon ui me iiichil/cu «■«. m*. ,,,c ^ur
therefore they are to be added yearly to the Interest Money 

11 05 1800 sums to claimants not to exceed 1G from June, unless Apothecaries bills 
16 07 1800 Expenses as to Claimants per year

Mrs King'^G weekly 
Mrs Mathews 
Mrs Georgi 
Mrs Fitzgerald 
Eliza Clagget 
Rent of room 
Salary of Secretary 
Miss Clagget's maintenance

£29 i ls  6d 
£29 11s 6d 
£13 13s Od 
£13 13s Od 
£18 0s Od 
£9 2s Od 
£5 13s 9d 

£15 0s Od 
£119 4s 9d

Interest on £2,750 in debentures £126 10s Od

Balance £7 5s 8d
22 01 1803

15 051803

12 081805 
07 101805

05 01 1807

Current pensions reviewed: weekly payments, Mrs Mathews >/2C- Mr* .. 
l/2 G; Mrs Giordani]/2G: Eliza Clagget as before , alley
state of the fund requires a reducement of the pensioners, their allowance b 
above the interest (revised rates to Mrs McCalley, Giordani, Gittner] L 6108 
on account of the reduced state of Fund, immediate reduction in allowanc 
widows to make affidavits of circumstances, means, number and age of dTId 
no reduction of allowance to such as have children until further notice ' dren'
(recorded at Annual General Meeting!
Claimants at the commencement of the year 1807
Mrs Mathews at 1 Is 4d per week
Mrs Gaudry at 1 Is 4d per week
Mrs Freeman at 11s 4d per week
Mr C Gittner at 1 Is 4d per week
Eliza Clagget at £11 7s 6d per annum
Eliza Clagget £10 per annum for 3 years from 1st July 1807

INVESTMENTS

17 08 1798 
30 06 1799

11 05 1800
15 06 1800
16 04 1801
17 05 1801

21 05 1801 
28 06 1801

06 05 1802

three 5% debentures £100 each from Mr Knox cashier of Latouche Bank 
David Latouche to exchange 5% Government and 6% Grand Canal debentures, 
for as many 4% Grand Canal debentures as possible, there by to increase capital 
to purchase debentures in the most advantageous manner 
Dr Carter to purchase 3 , ;2% debentures 
Mr Dumoulain to enquire about debentures
money held by treasurer be applied immediately to purchase 3 "  2% Government 
or 4% Grand Canal debentures
treasurer to purchase three 4% Crand Canal debentures from Mr Bruce 
treasurer requested to exchange all 5% Government debentures for 4% Grand 
Canal debentures: not withstanding previous orders to exchange 5%
Government debentures for 3 ]/2%
Mr Bruce, Public Notary, to purchase two Government or Grand Canal 
debentures at 3 1/2% of 4%
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16 041802

29 05 1803 
08 04 1804 
15 04 1804

22 04 1804

25 05 1804 
10 06 1804

13 05 1805 
19 05 1806 
23 05 1806 
27 071806

account from Samuel Bruce, purchase on 15 04 1801
Two Grand Canal debentures at 4% no. 2609, 2610 @ £91V4 £182 10s Od

Interest 53 days £1 3s 3d
Brokery 5s OH

£183 18s 3d
Collector requested to look out for debentures on the most moderate terms 
Bowden to look out for debentures
Treasurer to pay Mr Bruce for three Government debentures at 5%: treasurer s 
statement on 10 04 balance £348 12s 6d 
account from Samuel Bruce, purchased
Three Government debentures at 5% no. 37131, 2, 3 @£89^2 £268 10s Od

Interest 24 days 19s g j
Brokage 7s 6d

£269 17s 2d
Treasurer to pay Bruce for 5% debenture up to £100 including interest 
account from Samuel Bruce, purchased 
One Government debentures at 5% no. 89175

Interest 64 days 
Brokage

£88 5s Od 
17s6d
2s 6d

Treasurer to pay Bruce for three Government debentures at 3 !/2% 
resolved to purchase whatsoever kind of stock they think necessary 
part of the unappropriated funds to buy two 3% Government debentures 
account of purchase presented and found correct

£89 5s Od

05 01 1807 [recorded at Annual General Meeting)
Extract from the Accounts for the years 1805 & 1806 
1805 Interest this year on Capital stock £176 ]5S Qd
Paid to claimants and others this year £265 18s 7i£?rl
Leaves a balance against the Society's Funds £89 3s 7'/2d

1806 Interest this year on Capital stock
Paid to claimants and others this year
Leaves a balance against the Society's Funds
But compared with last year, in favour of the Funds

£183 15s 0d 
£184 19s 9d 

£1 4s 9d 
£87 18s 101/2d

02 03 1807 Proposed that His Grace the Archbishop of Dublin will be so good to order the 
£500 Lodg'd with our Treasurer in his Name some years back be consolidated 
with that lodg'd by the Society: agreed 07 12 1807

13 02 1807 Copy of the account furnished by Mr Knox, a list of the Funds in Government 
and Corporate Security as Lodg'd in Messrs Latouche's Bank

security
£100 5%

value payable interest
4 Government debentures £400 March & September £20
23 Grand Canal debentures £100 4% £2300 ditto £92
5 Grand Canal debentures £100 4% £500 
In the name of the Archbishop of Cashel, now Dublin

ditto £20

12 Government debentures £100 3% £1200 June & December £42
1 Government debenture £50 3% £50 ditto £1 15s
2 Wide Street debentures £100 4% £200

£4,650
£8

£183 15s

INCOME

06 04 1798 from Commemoration: cash 60 ]/2G; 132 blue tickets 132 C; 29 red tickets W iG )  
sale of books 3V 2G; [total] 2101/2G; [error in blue adjusted)]; [total] £239 8s lO'^d 

23 04 1800 200G produce of the Commemoration to be lodged with the Treasurer 
16 04 1801 £177 Sterling from the Commemoration lodged with the Treasurer
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17 05 1801 music stamped with the seal not to be lent but hired
11 07 1802 £187 10s 817 2d clear profit of the Commemoration of 1802
30 03 1804 £113 12s 10172d cash received at the Rotunda door
25 05 1804 £339 4s 417 2d clear profit of the Commemoration of 1804
13 01 1806 any music required lent to Nelson Monument concert [without charge]

EXPENSES

11 071798 
09 10 1798 
07 03 1800 
11 04 1800

23 04 1800 
18 051800
21 07 1800 
15 02 1801
22 02 1801 
11 031802
05 041802
06 04 1803 
26 02 1804 
04 04 1804 
26 04 1805

£24 10s 5d Mr McDonnell for printing 
£10 Frederick Seafort collector for sundries
35G agreed for Theatre Royal completely lit all but the orchestra: paid 11 04 1800
2G Mr Cornwell for repairing the organ: bills, 16s 6d bill posters; 4s 10,72d server
of hand bills; 6s 6d an other server; 11s 4 17 2d attendants at theatre; 4s 4d
carpenters for drink; paid £2 3s 4d
£5 15s Dublin Journal, £4 11s Dublin Evening Post
£5 Is 10 Freeman's Journal, £6 2s 5d Williamson for posting bills
£194s lid
agreed the use of Theatre Royal for one night on same terms as last year 
8G agreed fee for hire of organ from Mr Hollister
agreed hire of Rotunda 20G, governors to allow £5 towards repair of organ 
ordered 200 books of the Commemoration 
agreed the use of Theatre Royal on the usual terms 
Rotunda may be had at the usual price
£3 18s Saunders bill; £1 12s 6d Dublin Evening Post; £5 16s 5 17 2d Dublin Journal 
£4 6s 8d Saunders bill; £4 17s 6d Evening Post; £4 19 6s Freeman s Journal: 06 05 
£6 7s 3 ,72d Dublin Journal

FEES

20 01 1799 secretary to be allowed 5G per annum
19 01 1800 Frederick Seafort collector allowed to make two pence halfpenny per pound from 

collecting the subscription money
25 01 1805 salary to secretary to be 10G per annum beginning this year
12 05 1806 same salary and payment for his room given to Bowden from 01 04, as Gittner

SUBSCRIPTIONS & FINES

21 10 1799

01 11 1799 
16 03 1800

27 04 1800

28 07 1800

06 041801 
18101801

10 01 1801 

20 051805

proposed increase of annual subscription from 13s to 1G, commencing 01 01 1800 
If adopted will not be due or demanded until 1801 
motion for proposed increase passed in the Negative.
subscription due by 1 May: those in arrears to be excluded: fines due for non-
attendance at the rehearsal or performance due that day, otherwise the defaulter
will not be considered as having paid his annual subscription
fines for non-attendance: 1 st rehearsal 2s 817 2d; 2nd rehearsal 3s 917 2d; grand
performance 11s 4 172d: passed on 14 02 1797
The number of subscribers and money received for this year 1800
61 members: 44 professional members; 17 Honorary members
£46 3s subscription money
Spray and Warren fined 17s 10,72d each for absence
professional members of the committee absent at general meetings for the
purpose of drawing money from the treasurer, to be fined 2s 8 17 2d
members absent from funeral of Bartoli fined 172crown, according to the rules: Dr
Doyle, Bevan, Duncan, Dwyer, Heron, March, Thomson, Weyman, Wreen, all
gave explanations and were excused 24 01 1801
proposed increase of annual subscription from 13s to 1G [not introduced!
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CLAIMANTS

Mrs Clagget widow of the late Mr Clagget
21 07 1799 weekly allowance discontinued: [due to| intemperance'
19 01 1800 l/ 2C to Dr Krampton to apply in her bad state of health, not exceeding ] , 2  crown 

weekly : collector to buy two shifts
02 03 1800 thanks to Dr Carter for his alacrity and attention to the deplorable situation of the 

late Mrs Clagget and for his liberality in having her interred at his own expense

Charles Clagget son of the late Mr Clagget
11 02 1798 now a child of this society: Mr Gough proposed to take |him| as an apprentice 

music engraver and musician: decision postponed 
09 10 1798 resolved Frederick Seafort to be paid £30 per annum for dieting and lodging 

them [Charles and Eliza) from 14 02 1798
15 10 1798 Seafort's bill of £15 paid for dieting & lodging Charles & Eliza forò months

15 101798 
30 06 1799 
08 06 1800
16 07 1800

C I I U I l i ^  n  w

Dr Doyle, Dr Carter, Bartoli seek apprenticeship: fee not exceeding 25G 
apprenticed to James Collins Shoe Maker: fee 12 G and the necessary cloakings' 
eloped from his master: Collins offered to take the boy back 
report that Charles is in town: meeting arranged with Collins: Collins was absent

Eliza Clagget daughter the late Mr Clagget
21 07 1799 weekly allowance for support shall be discontinued so long as she continues with 

her Mother, as the Society are justified the example of her Mother's intemperance 
will be injurious to the Morals of the Girl and frustrate the intentions of the
Society
refused Mrs Dawson's claim, as it would be an encouragement to further 
elopements: was informed last Summer the Society would not pay any person 
supporting the child, unless by previous agreement y f
taken from Mr Seafort: put to Mrs Nalty's Boarding School at £14 per annum 
Seafort to buy necessary wearing apparel and books on the most moderate terms 
1C for wearing apparel, Mrs Nalty 4G quarterly bill for dieting and lodging
£3 10 Mrs Nalty for diet and lodging in the quarter to 24 07 1800 6 6
£4 Is lid  Mrs Nalty's quarterly bill: be allowed to be taught to write and cypher 
(sic) for 6 months, not exceeding V2C  per quarter to the master, and for pens etc 
£3 11s lid  to Mrs Nalty quarterly educational 18s I '^ d  for clothing ^
£3 12s 2d to Mrs Nalty quarterly bill for dieting and lodging °
proposal to find an apprenticeship deferred 
£4 7s 2d to Mrs Nalty quarterly bill for dieting and lodging 
letter requesting Hon Mrs Grattan to assist in finding a position 
£4 5s 2d to Mrs Nalty for dieting and lodging: £1 5s 3d for clothing 
T Mathews, Boden, T Kelly to examine and get advice on the state of, and report 
report her bad state of health continues ' ”
ordered payment for education 
ordered payment for education 
T Mathews to call on Mr Madden about Eliza Clagget
the necessaries stated by Mrs Nalty be provided: also 2'hG  for a bed bedding etc 
Dr Murphy undertakes settling of Eliza Clagget: Mrs Nalty's bill £1 2s 2»/2d paid
the sum for Eliza Clagget shall in future not exceed £17 17s 8d
ordered payment for education
Dr Murphy to assist Mrs Grattan's offer of getting Eliza Clagget in the
Incurables Hospital 
progress in settling
Mrs Grattan offered 10G per annum towards the support of 
£7 3s lOd paid to Mrs Nalty for education and boarding to 23 09 1804 
Mrs Grattan has provided a person to undertake the care of: person is wife of a 
Sleator named Townsend residence Killough near Tenny Hindi: Society 
promised 10G per annum until she is disposed of by Mrs Grattan

19 01 1800

24 01 1800 
02 02 1800
05 051800 
28 071800 
0311 1800

01 02 1801 
30 041801
22 07 1801 
07 081801 
18 10 1801 
07 021802 
04 101802 
26 10 1802 
01 121802 
07 02 1803 
04 07 1803 
01 081803 
0711 1803
25 03 1804 
14 05 1804 
10 061804

25 07 1804
06 08 1804
23 091804 
01101804
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Richard Gaudrv member
13 04 1798 allowance discontinued: health being restored 
21 05 1801 17 2G weekly from this day until further order 
01 08 1803 4G paid for funeral expenses of the late

Mrs Caudry widow of Richard Gaudry
27 07 1803 1G until they settle her weekly allowance 
01 08 1803 O2G weekly during pleasure

M rs Georgi 
07 051798 
13 05 1798

22 12 1799 
28 07 1800 
06 10 1800

widow of the late Mr |James| Georgi 
application for relief presented by Giordani
1 G monthly from 01 05: Georgi lately destroyed himself in a fit of insanity 
under which he laboured for many months: expulsion set aside 
Passerini to give what may be necessary for present or future circumstances 
Passerini reports death of Mrs Georgi and funeral expenses 
Passerini paid £1 6s 6d for funeral, repaid 27 10

Mrs Fitzgerald mother of the late Mr George Fitzgerald
13 01 1799 5s 5d weekly during pleasure: from 01 01 1799: being in a very abject state
21 02 1802 died 19 02 1802: a pensioner of the society

Mrs Marv King widow of the late Mr King
14 041799 1 C  weekly for one month from 13 04: 172G weekly thereafter

applied to go to England and settle herself and child in some business that would 
exonerate the Society from future charges: asked what funds she requires 
aereed 20G for her return to England and 10G apprentice fee for her daughter, 
upon remitting satisfactory vouchers of an eligible situation 
Society proposed 20G on 10 07 :10C in hand, 10G the beginning of October; also 
10C to apprentice daughter: declined this offer: proposed 15G down, 15G in 
October and 10G for daughter: agreed 20G down, 10G later, 10G for daughter. 
Engagement with Mrs King discharging responsibility signed by 14 of committee 
letter arrived in Lichfield: request remittance: daughter apprenticed to a Mantua 
Maker Mr Mew beginning in November: middling health, little money left: 
everything is so extreme dear in this country: affidavit signed John Walker, 
witnessed John Hill, Litchfield |Hill proposes Spray for his character referencel

Mrs Mithews widow of Mr Mathews |ij
07 10 1799 1G weekly for one month from 01 10: for herself and son: in a helpless situation 
11 10 1799 paid funeral expenses £7 10s of late husband
21 10 1799 allowance reduced to 1 2G weekly
14 10 1805 17 2C weekly from 07 10 1805 (continuing from above)

08 06 1800

29 06 1800

21 07 1800

28 07 1800 
20 101800

Thomas Giordani member
07 01 1800 £10 extraordinary grant: suddenly attacked by weakness

in his present state of bad health unable to conduct the Commemnminn 
2G weekly for one month from 01 04: requested their aid: unable to write 
2G weekly to continue to 02 06 1800 te
1G weekly from 20 04 until further order 
17 2C weekly
allowance to be discontinued after four weeks 
to be discontinued 28 12 1801
letter requesting aid dated 02 09: secretary to reply asking if he intended payine 
subscription otherwise he could not be considered a member F y n8
report for some time past he has been unable to pay subscription- entitle > 
relief: 1G weekly for himself and family during pleasure °

26 101802 report he continues to be very ill 
30 01 1803 15s 2d weekly allowance

16 03 1800 
06 04 1800 
11 051800 
30 04 1801 
06 07 1801 
18 101801 
13 12 1801 
10 09 1802

23 09 1802



370

15 05 1803 xl 2G weekly revised allowance
24 02 1806 5G to Mr Bowden's discretion for funeral of late much lamented member

Mrs lane Giordani wife of Thomas Giordam
20 02 1805 1G weekly during pleasure from 16 02 1805
21 03 1806 1G weekly from the death of her husband: to cease 17 03: to supply affidavit 
30 04 1806 16s 3d weekly from her last payment to first week in June
[ 12 07 1812 lately remarried, became Mrs Jane Horseman, lately died 01 03 1814]

Mr Tracv member
07 04 1800 1G for one week: in a bad state of health: sub-committee to enquire 
11 04 1800 by theinformation of Thomas Kelly, member, he is by no means entitled to any 

assistance, as he is able to frequent Public Houses where Mr Gain and Mr Kelly 
were present and able to attend Evening Boals

29 04 1800 a hasty and ¡»founded report by Mr Kelly, was merely a piece of information, as 
it particularly reflected upon Mr Gain whose conduct had been not only 
irreproachable but exemplary, as the smallest atonement said entry should
forthwith be erased , , , , ,

15 09 1800 1G weekly for two weeks,'/ 2C thereafter: very bad health: unable to subsist 
77 10 1800 £4 11s to Mr O'Brien forMrTracy's funeral: 11s 4 1' 2d to Mrs Hutchinson for 

opening the ground at St Johns Church: paid 03 11 1800

The two Miss Tracy's daughters of Mr Tracy
06 10 1800 1G for their present support 
20 10 1800 3 crowns weekly for one month

Frederick Seafort member
06 10 1800 1G to assist in his present lingering illness
20 10 1800 1G weekly
03 11 1800 aid voted on 20 10 cancelled, died the next morning: executor Mr G Dixon to be 

applied to for £15 8s 9d owed as collector to the Society 
15 02 1801 £15 8s 9d received from Mr Dixon

Mrs Mary 
01 12 1800 
15 05 1803 
12 02 1804

22 02 1804 
21 03 1804

McCalley widow of John McCalley 
]/2G weekly: requested a statement of her property, on oath
allowance discontinued
applied: requested 19 02 to make affidavit of her means of supporting her family 
stating profits arising from sale of music, instruments, books, lodgings etc ' 
at present indisposed, but will as soon as possible make the affidavit 
presented a second violin part of Messiah to the Society

Philip Dwyer member
10 09 1802 1G weekly from 11 09 until further order: poor state of health 
26 10 1802 report he is something better
12 12 1802 died Wednesday morning 15 December 1802 [inserted later] 
1912 1802 7G paid for funeral etc.

Christopher 
20 031803 
15 05 1803 
25 03 1804 
31 01 1806 
(22 02 1807 
¡25 02 1807 
111 031807

104 04 1808 
[01 041811

Gittner member 
1G weekly during pleasure 
7s 7d weekly revised allowance
allowance stoped : 5G for extraordinary trouble in oremi-i™ 
resigned as S e U n iy ; feebie heal.h: s l r y
5G for the expense of the late Mr Gittner's funeral] cease
4G to Mrs McCalley for clothes for Elizabeth Gittner daughter of the latel 
20G Elizabeth apprenticed to Miss Ralfe a Mantra Maker: £10 each of 3 v L c  r 
clothing, washing and improvement in writing] y ror
Mrs Coyne [second daughter] granted whatever temporary relief is remnV^i 
Eliza Gittner died last week of March 1811, a ward o f  Ithe Society] ‘ d
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Thomas Freeman member
08 05 1803 ]/2C weekly from 09 05: bad state of health
15 05 1803 died Monday 16 May [inserted later)
29 05 1803 £4 7s 6d funeral expenses paid to Mrs Freeman

Mrs Freeman widow of Thomas Freeman 
29 051803 7s 7d weekly from 06 05
22 12 1805 2C weekly |recent review, may have continued from above|

Alex Thomson member
06 071804 
25 07 1804 
23 09 1804 
10 10 1804 
2511 1804 
09 09 1805

1G weekly for four weeks: bad state of health
]/2G weekly for four weeks from the end of his present allowance
]/2G weekly for one month from 17 09 1804
V 2 G weekly for one month from 17 10 1804
v 2G weekly for as long as necessary
to be paid the arrears due to him

lohn Bourke member
06 02 1806 1G weekly from 27 01 1805 until further notice
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Appendix 10: Members of the Irish Musical Fund Society 1807 to 1814

Professional proposed admitted comments

Redmond Cooke 
Francis Holden 
Frederick Cloken

Charles Smith 
E T Connor 
John Walsh 
Mr Power 
Robert Boden 
Charles Mills 
Cornelius Cavanagh 
Edward Bond 
George Sippe 
George Mills 
Hamilton Mills 
Elliot 
J B Logier 
James Clarke 
Peter Smith 
James Mosse 
Shutes 
Corbett
George Mathews 
John Barton 
Robert Jager

George Osborne 
John Grey 
John Smith 
Hamerton

10 01 1807 06 041807 
10 01 1807 06 04 1807 
26 01 1807 06 04 1807

02 02 1807 
22 02 1807 
02 051808 
18 07 1808 
13 11 1808 
13 11 1808 
29 01 1809 
06 031809 
06 03 1809
06 03 1809
10 04 1809
05 02 1810
11 021810
07 05 1810

03 091810 
07 01 1811 
07 01 1811
06 051811 
06 01 1812 
02 031812

06 041807

03 10 1808 
16 01 1809 
16 01 1809 
06 03 1809 
03 041809 
03 04 1809
03 04 1809

02 04 1810 
02 041810
04 02 1811

04 02 1811

'the late’ 06 05 1811

re-admission, paid arrears, of Baltinglas 
application from widow 09 07 1810

03 071811 
06 04 1812

ballot postponed 04 07 1808 
of Monsterevan, of Drogheda 
of Cork
Peters Row, Dublin

of the Choir

first mentioned 07 05 1810, country member

29101812 05 041813
04 01 1813 05 041813
05 07 1813 04101813 
02 031814 04 041814

of Limerick

lies over at his own request for 3 months’ 
06 04 1812 
of Limerick

Honorary Member proposed admitted comments

James Bateman 
Andrew Nugent 
Thomas Magill 
Dr Cleghorn 
Thomas Burnside 
Frederick Hollister

11 02 1807 
11 02 1807
11 02 1807 06 04 1807 
19 031807 06 041807 
19 03 1807 06 041807 
19 031807 04 041808

Rev Francis Hutcheson 06 04 1807 06 04 1807
Rev Pomeroy 
William Bateman 
Rev Bayly 
Edward Morgan 
Collins
Rev Charles Osborne 
John Taylor 
James McCasky 
Farren 
E Mercier 
Ceorge Irwin 
George Allen

06 04 1807 06 041807 
06 04 1807
06 041807
02 051808 04 071808 
1311 1808
29 01 1809 06 031809 
29 01 1809 06 031809
07 051810 04 021811 
07 05 1810
03 06 1811 03 07 1811 
03 071811
06 01 1812 06 04 1812

16 Summer Hill
153 Britain Street, 06 04 1807 to 'lie over’ 
Chancery Lane
appears to have been proposed in 1805 
Dame Street
organ builder, 06 04 1807 to 'lie over' 
widow applied 15 01 1813, refused

to 'lie over'
Baggot Street

Captain Collins of Newry

York Street 
Anglesea Street
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William Davis 01 12 1812
Rev Handcock 05 041813 05 071813
John Thompson 05 07 1813 04 10 1813
John Brooke 05 071813 04 10 1813

Unspecified status proposed admitted comments

John Cloken 06 01 1812 'lies over' 06 04 1812
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CLAIM ANTS
from 1807 1808 1809 1810 1811 1812 1813 1814

£ s d £ s d £ s d £ s d £ s d £ s d £ s d
Mrs Mathews 1799 29 11 6 29 11 6 29 11 6 29 11 6 29 11 6 29 11 6
Mrs Gaudry 1803 29 11 6 29 11 6 29 11 6 29 11 6 29 11 6 29 11 6
Mrs Freeman 1803 29 11 6 29 11 6 29 11 6 29 11 6 29 11 6 29 11 6
Mrs McCaley 1809 13 13 0 13 13 0 13 13 0 13 13 0
Eliza Clagget 1795 [71798] 11 7 6 11 7 6 11 7 6 11 7 6 11 7 6 11 7 6 11 7 6
Eliza Gittner 1807 10 0 0 10 0 0 10 0 0 10 0 0 died last week of Feb 1811
Alexander Thompson 30 0 0 reported dead 11 December 1808 5G for funeral
Mr SI. Harrison 
Mrs Harrison

1810 29 11 6 29 11 6
5 0 0 29 11 6

Mrs Cloken 1810 29 11 6 29 11 6 29 11 6
Mrs McBean 
Mrs Holden

13 13 0
100 0 0

13 13 0

Two Miss Giordani's 11 7 6 29 11 6
Mr Wren
Claimants for 5 months 
Rent 13 13 0 13 13 0 13 13 3 13 13 0 13 13 0

75 0 0
29 11 6

Secretary 11 7 6 11 7 6 11 7 6 11 7 6 11 7 6
Collector 9 2 6 10 4 9 10 4 9 10 4 9 10 4 9
total 174 4 6 145 7 3 159 0 3 218 3 3 221 16 3 245 14 0

Amount of Interest c. 190 0 0 204 15 0 211 15 4 222 5 0 225 15 0 239 15 0

07 12 1807 on account of the uncommon severity of the present season the claimants four in number be presented with 1G each 
11 12 1808 each of the claimants at present but three to get 1G to make them comfortable at the approaching season 
04 12 1809 each of the claimants at present but three to get 1G to make them comfortable at the approaching season 
01 12 1812 the weekly claimants to receive an additional 1G at Christmas



INVESTMENTS
Date Government Debentures Interest Rate Brokerage Debenture Total Annual Interest Price

£ s d £ s d £ s d
February 1807 47 183 15 0
May 1807 3 3% 10 10 50 194 5 0 71 0 0 each
June 1808 3 3% 10 10 53 204 15 0
June 1809 2 3% 7 0 55 211 15 0 c. 150 0 0 total
May 1810 3 3% 10 10 57 222 5 0
September 1811 1 3% 3 10 59 225 15 0
July 1812 2 3% 7 10 61 232 15 0
July 1814 2 3% 7 10 63 239 15 0

ACCOUNT OF TICKETS
1807 1808 1809 1810 1811 1812 1813 1814

Blue tickets 217 171 175 145 133 209 175 231
Red tickets 112 98 117 129 149 168 131 162
Checks 1G 23 35 26 15 19
Checks V2G 73 80 62 42 56
Including complimentary
Blue tickets 27 27 20 20
Red tickets 59 54 80 121
Income £ s d £ s d £ s d £ s d £ s d £ s d £ s d £ s d
Blue ticket 1G 246 16 9 194 10 3 199 1 3 164 18 9 151 5 9 237 14 9 199 1 3
Red ticket 63 14 0 56 6 \V2 66 1010^2 73 7 4W2 84 1410V 2 88 14 6 74 10 lV 2
Checks 1G 26 3 3 39 16 3 29 11 6 65 8 \l l2 40 19 0 64 5 4^2 67 13 7V2
Checks ]/2G 41 10 4V 2 45 10 0 35 5 3 in above in above in above in above
Lord Lieutenant 22 15 0 22 15 0 22 15 0 22 15 0 22 15 0
Bishop of Kildare 10 0 0
total 400 19 4V 2 358 17 71/2 353 310^2 326 9 3 309 14 7V2 390 14 7V 2 341 5 0
Deduct complimentary
Blue tickets 1G 30 14 3 30 14 3 22 15 0
Red ticketsl/ 2G 33 11 liz2 30 14 3 50 1 0
total deduct 64 5 41/2 61 8 6 72 16 0 77 7 0 83 0 9 90 4 0 81 18 0
Ticket Income 336 14 0 297 9 1V2 280 7101/2 249 2 3 226 1310^2 300 10 7V2 259 7 0 311 2 1V2
Other cash 68 19 3^2
[total] [405 1331/2[



COMMEMORATION EXPENSES

1807 1808 1809 1810 1811 1812 1813 1814
£ s d £ s d £ s d £ s d £ s d £ s d £ s d £ s d

Rotunda hire fee 22 15 0 22 15 0 22 15 0 22 15 0 22 15 0 22 15 0 22 15 0 22 15 0
Wax candles 11 7 6 8 10 4^2 10 7 6^2 11 10 3 11 7 9^2 13 4 9^2 13 11 0 12 13 8^2
Tallow candles 18 0 12 0 17 6 in above in above in above in above in above
House Keeper 1 0 0 1 0 0 1 0 0 1 0 0 1 0 0 1 0 0 1 0 0 1 0 0
Carpenter 5 13 9 5 13 9 5 13 9 5 13 9 5 13 9 5 13 9 5 13 9 5 13 9
Carpenter attending 2 nights 6 6
Journeyman Carpenter 6 6 6 0
Attendants 10s each 1 12 6 1 10 0 1 10 0 1 0 0 1 0 0 1 0 0 1 0 0 1 0 0
number of attendants three three three two two two two two
Door Keeper 5 0 5 0 - -

Lamp Lighter 16 4 11 8 11 8 11 8 11 8 11 8 11 8 11 8
Sergeant & guards 15 2 15 0 15 0 1 10 0 1 10 0 1 10 0 1 10 0 1 10 0
rehearsal guards 12 12 15 0 in above in above in above in above in above
Peace Officer 10 0
Gray, copying music 4 17 6 4 18 4 2 3 4 2 14 1^2 6 18 0 2 10 6 2 4 5 3 3 0
Connor, copying 3 2 10 3 5 0 1 18 10 3. 2 9 2 17 3 2 8 0 2 14 0 1 0 0
Glover, copying music 2 18 6 10 10 13 0
Allen, copying music 
Rhames, music paper 19 0 13 0

1 9 0

Holden, music paper 13 0
Holden 24 books 13 13 0 [bound books]
Goulding 2 full scores 3 12 0 [Judas Maccabaeus]
Goulding 2 15 3
Music Porter 1 14 11/2 1 14 \V2 1 14 11/2 1 14 11/2 1 14 l i /2 1 14 1^2 1 14 l 1 ' 2 1 14 1L
Assistant Porter 5 0 5 0
Organ Blower [2 yearsll 2 9 11 41/2 11 41/2 11 4^2 11 4W2 10
Repairing organ 
Boyle, wine & c 3 
Boyce, wine, porter

. 8 9
2 18 0

1 19

Cakes & oranges 4 6 10 0 12 0 12 0 12 0 12 0
Punch 1 
Port, 12 bottles

2 9
1 18 0

1 0 0

Sherry, 12 bottles 2 0 0 - -



Punch, porter, rehearsals
Tipoly, punch, porter
Wine, punch, porter, performance
Wine, punch, rehearsals & performance
Punch for Band of the Theatre
Wine, 1st rehearsal, 2 bottles
Waiter
Stationery 2 16 8^2
Boy’s Coach 10 10
Lady's & Boy’s Coach 
Mrs Nunn's Coach 
Mrs Willman’s Coach 
Carriage for piano 
Bass drum
Logier, 1 large 1 small score The Seasons 
T Cooke, 1 full score The Seasons 
T Cooke, 1 small score The Seasons 
T Cooke, songs 
T Cooke for music 
H Willman 
Holland
A plate for the Bank
Lock and key for music box
Printing

18
4

8
0

10 0
1 5 6T 2

1

10 0 10 0

Tickets 3 4 6 2 12 0 2 12 0
[type, blue / red] 1,300 500 b / 300 r 400 b / 400 r
200 tickets for performers 
Books of the words 9 7 6 1 12 0 6 5 0
[number of copies] 500 300 250
Lord Lieutenant's books 6 6 6 6 13 0
[number of copies] six six twelve
1,000 fund statements 4 16 0
200 rehearsal letters 
100 dinner letters 
500 patron's letters 
400 Check cards 
2 packs blank cards

6
6

3
13
1

4
0
8

1 14 2

5 7 6

1 4 6

2 12 0 
400 b / 400 r

twelve

9 15 0 8 5 91/2 12 14 7 6 10 5
1 1 10 2 10 0

12 6

1 14 11 1 0 0 1 10 0 1 16 0
1 2 9 1 2 9 1 6 0

5 0
10 0

2 6
6 16 6
4 11 0
2 11 0
1 2 2

6 16 10
5 13 9
1 2  9

5 0

1 10 0 
7 1

2 14 2
400 b / 400 r 

10 10

3 18 2
400 b / 400r

2 18 4
400 b / 300 r

3 17 11
400 b / 400 r

13 0
twelve

6 8 
twenty



Burnside, for printing 
Tyrell, for printing 
Binding 5 books 
Publicity
Hibernian Journal 5 11 0 4 14 9P 2 4 6 8
Dublin Evening Post 4 17 6 4 11 0 1 10 4

[arrears] 5 4 0
Correspondent 5 4 0 5 5 7P 2 3 15 10
Herald 2 8 9 3 2 10 2 3 4
Dublin Journal 2 8 9 3 15 10
Freeman's Journal 3 10 5 3 15 10 1 12 6
Saunder's 6 7 10 3 5 10 2 18 6
Telegraph 2 19 7 10 10
Weekly Messenger
Patriot
Garrick's Paper
Newspaper messenger
150 large posting bills 5 2 4P 2 5 2 4P 2 5 2 4P 2
Hand bills of fare 2 3 4 1 12 6 5 2 0
[number of copies] 1,000 500 2,000
Holden, large & small bills
Posting large bills 1 4 4P 2 1 4 4P 2 [3 days]
Dispensing hand bills 2 6
Bill Poster, 3 days 1 8 2

TOTAL 136 16 9 123. 12 6P 2 104 13 4
[amended later to] 139 19 P 2

9 10 1^2 
1 0 0

15 8 7 ]' 2

5 0 2P 2 2 5 6 2 5 6 3 7 6 5 2 4P 2
1 19 0 1 19 0 2 12 0 5 10 6 2 18 6

[for 2 years]
4 17 6 3 18 0 1 12 6 - - - - -

2 8 9 19 6 2 12 0
4 1 5P 2 - - -

5 10 0 3 8 3 2 16 6 4 16 0 3 3 4P 2
4 13 8P 2 2 3 4 3 15 10 2 15 6 4 1 3
2 18 6 - - -

1 10 0 10 10 14 1
1 2 9 2 0 1 3 10 5 3 16 3

2 19 7
1 10 0 7 7

5 2 4P 2
12 0 0 2 3 4

1,500 1,000
11 7 6

1 8 2 19 6 1 2 6 1 3 9 1 4  4P 2

116 18 0 113 4 6 129 13 11 119 7 5 [110 11 4]

Notes
28 03 1807: 250 books of words & 500 small bills are sufficient; 24 bound books will answer in future years 
19 04 1810:1,000 bills of fare & 600 tickets will be sufficient
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Overtures 142 performances

17- / 18- 
Handel

92 93 94 95 96 97 98 99 00 01 02 03 04 05 06 07 08 09 10 11 12 13 14 total

Occasional Oratorio 1 1 1 1 1 2 1 1 2 1 12
Esther 1 1 1 1 1 1 1 7
Messiah 1 1 1 1 1 1 2 2 10
Acis and Galatea 1 1 1 3
Samson 1 1 2
Dead March from Saul 1 1
March from Occasional Oratorio 1 1
unidentified 2 1 1 1 5

Haydn
Surprise 2 1 3
La Chasse 1 1
The Creation 1 1
unidentified 1 3 1 2 2 6 1 2 3 2 1 3 2 29

Pleyel
Gyrowetz
Kreutzer, Lodoiska
Gluck, Iphigénie
Corelli, Eighth Concerto
Corelli, Concerto
Yaniewicz
Alday, Pastoral
Alday
Winter, Zaira 
Winter
Stevenson, The Bedouins 
Martini, Henry the Fourth 
Piccinni
Arne, Artaxerxes
Arne
17- / 18-

1 1 1 1 1  
2

1 1 1 
1

1

1

92 93 94 95 96 97 98 99 00 01 02

2

1 2
1

1 1

1

1 2 
1

1
2 2 2 1 1 
1
1 1
2
1 1 1
2

03 04 05 06 07 08 09 10 11 12 13 14

7
3
9
1
1
1
1
3
1
1
8
1(M

 N
 n

 rs



17- / 18- 92 93 94 95 96 97 98 99 00 01 02 03 04 05 06 07 08 09 10 11 12 13 14 total
Paisiello, La Frascatana 1 1
T Cooke, Mother Goose 1 1
Fallon, La Chase 1 1
Fallon 1 1 2
Broad 1 1
Mozart, Le nozze di Figaro 2 2
Mozart, Die Zauberflote 2 2
Mozart 1 1 2
Stamitz 1 1
Locke, March from Macbeth 1 1
Wranitsky 1 1
unattributed overture 1 4 1 6

Symphonies 39 performances

17- / 18- 
Haydn

92 93 94 95 96 97 98 99 00 01 02 03 04 05 06 07 08 09 10 11 12 13 14 total

Surprise 1 1 1 1 4
Military 1 1 2
unidentified 1 1 2  3 1 1 3  1 1 14

Pleyel 1 1 1  8 11
Gyrowetz 1 1
Alday 1 1
Handel 6 6

Sinfonias 11 performances

17- / 18- 92 93 94 95 96 97 98 99 00 01 02 03 04 05 06 07 08 09 10 11 12 13 14 total
Haydn

Surprise
unidentified

Alday
Romberg

1
1 1 1 1

3

C
O

 rf co
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In cases where one or two performances are identified the year of their performance is given. 

More numerous performances are reported within a period of years.

HANDEL: Oratorios
Messiah
recitative All they that see him
chorus All we like sheep
chorus And the glory of the Lord
air Behold and see
recitative Behold 1 tell you a mystery
air But thou didst not leave his soul in hell
air But who may abide
recitative Comfort ye my people
air Every valley
recitative- For behold, darkness shall cover the earth
chorus For unto us a child is born
chorus Glory to God
chorus Hallelujah
air He shall feed his flock
recitative He that dwelleth in Heaven
chorus He trusted in God
recitative He was cut off
air He was despised
air How beautiful are the feet
air I know that my redeemer liveth
chorus Lift up your heads
duet O death where is thy sting
air, chorus O thou that teUest good tidings to Zion
air Rejoice greatly O daughter of Zion
chorus Since by man came death
recitative Then shall the eyes of the blind
air The people that walked in darkness
recitative There were shepherds
air The trumpet shall sound
recitative Thus saith the Lord
recitative Thy rebuke hath broken His heart
air Why do the nations
chorus Worthy is the lamb
ludas Maccabaeus
air Arm, arm ye brave
trio Disdainful of danger
chorus Disdainful of danger
chorus Fallen is the foe
chorus Hallelujah Amen
recitative My arms against this Gorgias
chorus O Father whose almighty power
duet O lovely peace
air Pious orgies
air Rejoice, O Judah
chorus See the conquering hero comes
chorus Sing unto God
air Sound an alarm
recitative So will'd my father
recitative Sweet flow the strains

2 1804-1805
2 1812-1813

15 1794-1814
1 1805
1 1795
7 1793-1814
9 1795-1813

20 1794-1814
18 1794-1814
3 1804-1812

11 1794-1812
1 1804

19 1794-1814
4 1794-1814
1 1814
2 1804-1805
2 1814
9 1799-1814
1 1814
5 1794-1814

13 1974 -1814
1 1814
2 1794-1799
4 1793-1814
1 1804
1 1814
3 1804- 1812
2 1795-1814
8 1794-1814

11 1794-1813
2 1805-1814
9 1794- 1814
1 1804

6 1803-1814
6 1804-1814
1 1804
1 1807
2 1807-1810
2 1795-1805
7 1796-1814
3 1805-1814
3 1796-1810
1 1810
1 1814
3 1796-1807
2 1795-1805
1 1806
1 1807
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air The Lord worketh wonders 2 1796 -1803
air Tis liberty 2 1807 -1809
chorus We come in bright array 1 1807
chorus We hear 1 1805
air Wise men flattering 1 1796
Acis and Galatea
air As when the dove 1 1796
recitative Cease, oh cease thou gentle youth 1 1805
chorus Galatea dry thy tears 2 1796-1805
duet Happy we 2 1796-1798
chorus Happy we 3 1796- 1805
air Heart, the seat of soft delight 1 1796
recitative His hideous love 1 1796
air Hush ye pretty warbling choir 5 1796-1813
recitative I rage, I melt, I burn 1 1796
air Love in her eyes 1 1805
air Love sounds the alarm 3 1796-1800
recitative O didst thou know 1 1796
air O ruddier than the cherry 1 1796
chorus O the pleasure of the plains 4 1796-1805
trio The flocks shall leave the mountains 7 1793-1813
air Where shall I seek the charming fair 1 1796
recitative Ye verdant plains 2 1796- 1798
Samson
chorus Awake the trumpet's lofty sound 1 1803
air Honour and arms 1 1804
air Let the bright Seraphim 16 1795 -1814
chorus Let their celestial concerts 1 1810
chorus O first created beam 1 1810
air Return O God of hosts 1 1805
air Total eclipse 4 1795-1814
air Why does the God of Israel sleep ? 1 1795
air Ye men of Gaza 1 1794
Israel in Egypt
recitative And Miriam the Prophetess
recitative For the horse of Pharaoh
chorus He gave them hailstones
air He laveth the beams
air, chorus Sing ye to the Lord (The horse and his riderj
duet The Lord is a man of war
chorus The Lord shall reign
air Thou shalt bring them in
fephtha
recitative Deeper and deeper still
air Farewell ye limpid springs
air Jephtha's rash vow
air Waft her angels
recitative Ye sacred Priests
L'Alleero. il Penseroso ed il Mod era to
recitative First and chief on golden wing
chorus Laughing Chorus
air Sweet bird
Deborah
chorus Immortal Lord
air Tears such as tender fathers shed
chorus The great King of Kings
Theodora
air Angels ever bright and fair

2 1808 -1809
2 1808-1809
6 1 798-1814
2 1799-1805
5 1799-1814
1 1812
2 1808-1809
1 1805

5 1805-1814
5 1794-1814
2 1809- 1812
5 1805 -1813
4 1794 -1814

1 1813
1 1805
8 1794-1813

1 1803
2 1799- 1803
2 1794-1805

13 1794-1814



O worse than death

Lord what is man
[arrangement of Where'er you walk] 
Where'er you walk

Gentle airs, melodious strains 
When he is in his wrath revealed

Redemption
air Lord remember David
air Holy, Holy Lord God Almighty
Saul
chorus How excellent thy name
Solomon
air What tho' I trace

recitative
Semele
air

air
Athalia
air
recitative

Esther
air Praise the Lord
Joseph and his Brethren
duet What's sweeter than the newborn rose
HANDEL: Odes
Alexander's Feast
air Happy pair
air Softly sweet in lydian measure
air The Prince unable to conceal his pain
HANDEL: Operas 
Alcina
aria Verdi prati
HANDEL: Church music 
Ode for St Cecilia's Day
air What passion cannot music raise and quell
anthem Coronation Anthem 
anthem Coronation Anthem Zadok the Priest 

Dettingen Te Deum
anthem Funeral Anthem The ways of Zion do mourn
song O magnify the Lord

1 1795

4 1809-1813

2 1805-1809

4 1805-1814
1 1814

8 1796 -1814
1 1795

4 1796- 1814

4 1796-1806

1 1807

1 1803

1 1794
2 1797-1805
3 1797 -1807

2 1806-1807

2 1803-1806
12 1793-1814
1 1806
1 1800
1 1808
7 1799 -1814

haydn
The Creation
recitative And God created man

And God made the firmament 
And God said Jet there be lights 
And God said let the waters 
And the heavenly host 
And the spirit of God 
Awake the harp 
By thee with bliss 
Despairing cursing rage 
Graceful consort 
In native worth 
In splendour bright 
In the beginning
Now vanish before the holy beam
On mighty pens 
On thee each living soul awaits
Rolling in foaming billows 
The heavens are telling 
The marv'llous work 
With verdure clad

recitative
recitative
recitative
recitative
chorus
chorus
duet, ch.
chorus
duet
air
recitative
recitative
air
air
trio
air
chorus 
air, chorus 
air

3 1807-1814
1 1808
1 1808
3 1805 -1808
1 1810
1 1808
1 1810
1 1805
1 1808
1 1805
9 1804 -1814
5 1805-1810
1 1808
1 1808
4 1804 -1808
1 1810
3 1805-1808

13 1805-1814
5 1805-1814
5 1805-1814
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BOYCE
duet Here shall soft charity repair
duet
Solomon

Together let us range the fields

air Softly rise
chorus
ARNE

Ye southern breezes

air The hymn of Eve
GUGLIELMI
aria Gratias agimus tibi
ALLEGRI

Miserere
PERGOLESI
song Oh Lord have mercy
BAUMGARTEN
song from Prior's Ode to Charity
CIMAROSA
air Gloria patri
LUTHER

Martin Luther's hymns 
CERERAMIC 
aria Ave Regina
WEBBE
air, chorus Dulce Dominum, arranged from Handel 
STEVENSON
air The heavens declare
recitative, aria, duet, text by Bishop of Meath 
anthem Te Deum
anthem Te Deum for Knights of St Patrick
anthem unidentified
GIORDAN!

Kyrie
Gloria

BROAD
trio Lord what is man
LOCIER
anthem unidentified
FALLON
anthem unidentified
URBANI
anthem unidentified

unidentified composer
chorus Thou art the King of glory O Christ
song Pleasure my former ways
song O come let us worship
song Qui sedes ad dexteram patris
anthem unidentified

6 1805-1814
2 1797-1805

5 1805-1812
2 1807 -1808

3 1808-1809

3 1814

1 1792

1 1808

1 1808

1 1814

1 1814

1 1814

1 1810

1 1800
3 1814
1 1800
2 1809
1 1800

1 1792
1 1792

1 1810

1 1808

1 1810

1 1812

1 1799
1 1803
4 1804 -1812
1 1814
3 1796
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A p p e n d i x  1 4 : G le e s

composer
local
Stevenson

T Cooke

Clarke

Clifton

Mornington
Cogan
Ford
Geary
King
Logier
Moore
Phelps
J Smith

title
performances

O my love is like the red red rose 
Come unto these yellow sands 
Prepare ye nymphs 
Give me the harp of epic song 
With the sun we rise at morn
Come buy my cherries
Hark how pleasant is the fisherman's life
See our bark
Advance, advance
Borne in your blaze
Come sing with me
Fair and young
Faithless Emma
Hark the speaking string invite
I'd mourn the hopes
O deign to visit
Oh had I Allen Ramsey 's art
Oh tell me, Mary dear
See our oars with feather'd spray

ft gentle nymphs 
/eetly sounds the trembling lyre 

------ i„„,c cheerful
unidentified glees 
A Knight there came 
Nobody coming to marry me
unidentified
The poor soul sat sighing
new glee
unidentified
Raise Ullin
Thyrsus when he left me 
Here in cool grot 
new glee
Since first 1 saw your face 
Wine, wine thou art divine 
unidentified 
Farewell sweet maid

,ady fair
l time, who steals one's years away 
warders pray'd

7
4
4
3
3
2
2
2
1
1
1
1
1
1
1
1
1
1
1
1
1
1

10
1
1
1
1
1
2
1
1
3
1
1
1
1
1
1
1
1

national
Stevens

Webbe

; mine 
ore ladies
harp in praise of Bragela 
I snakes 
-ds breathe soft 
Vpollo 
with me

»right morningstar 
1 snakes

5
3
2
2
2
5
2
1
1
1

from Thompson

from Cupid and Psyche

from Moore's Irish Melodies 

from Shield 

from The Patriot

[1796]

from Ossian

[1800]
[probably local]

from Moore

from Oberon

|see Stevens]
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Callcott Peace to the souls of the heroes 2
Who comes so dark 1 from Ossian's Roar

Harrison
You gentlemen of England 1
O Nanny wilt thou gang with me 7 from Carter
Lullaby 1 from Storace
The deserter's meditations 1

Dan by Awake /Eolian lyre 2
When Sappho tuned 1

Corfe De’il take the wars 1
Donald 1

Purcell Now is the month of Maying 1 (Morley ?]
Where the bee sucks 1 |see Arne]

Storace Five times by the Taper's light 1 from The Iron Chp<u

Bishop
Peaceful slumbering 1
The foresters. Hunting glee 2

Cooke Hark the lark at heaven's gate 3 [possibly Benjamin Cooke]
Arne Where the bee sucks 1
Braham O Nanny 1 [see Harrison]
Mazzinghi Lady beware 1
Shield unidentified 1
George Smart Queen of the skies 1

unidentified unidentified 3
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Appendix 15: English vocal music

songs
Joca I composers 
Addison

Broad
Clarke

Clifton 

Cooke, T

Doyle, Darcy 
Fallon 
Giordani 
Logier

Moore

O'Moran, Mme
Urbani
Spray

Stevenson

title
Fair Cecilia 
O jour Charmant 
With sweetest smiles 
The nose-gay girl 
Blue eyed lassie fMS 1798]
Bonnie blue
In my bosom contentment shall dwell
The last words of Marmion
It may be love
The prophecy
No joy without love
Sandy and Jenny
Love among the roses
Here's to those friends
But thee, O hope
I whispered her my last adieu
Margarett
I've roaved through many a weaiy round 
Young love
Ah me, 'twas an emblem of love 
For the sake of somebody 
MS song [1806]
The nations of Europe [MS 1814]
They bid me sleep 
Early days 
Faithless Emma 
I’d mourn the hopes 
Little Robin sings sweet 
My Henry is gone 
O then dearest Ellen 
So blest in our village 
Sweet the balmy gale 
The Nosegay girl [MS 1799J 
There lives a shepherd 
Welcome as flowers in May 
When I listen to thy voice 
Winds whispered gently 
Ye happy nymphs

performances
1
2
3
1
1
2
1
5
2
1
1
1
1
1

2
1
1
1
1
1
1
3
1
1
3
1
2
1
1
1
1
1
1

national composers
Andreozzi
Arne

Arnold

Bianchi-Lacy, Mme 
Bishop

Bland

title
Military recitative and song
How cheerful long the grey mead
Sweet echo
The soldier tired
Under the greenwood tree
Little Sally. The Shipwreck
Ye highborn Spanish noblemen. The Mountaineers
Sweet Helen
Home, love of liberty
My dark eyed maid
The rose has been washed
Twas in the solemn midnight hour

performances
1
2
2
3
1
1
1
1
1
1
1
1
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Brnham

Callcott

Carter
Duchess of Devonshire 
Dussek |Mme|
Florio

Haydn
Himmel
Hook

Horn
Kelly

Mazzinghi

Mozart
Paisiello

Percy
Purcell

Rauzzini

Shield

Storace

Webbe

Fair Ellen. The Cabinet 
Farewell. Narensky 
Is there a heart
Love and glory. The English Fleet 
Lovely Kitty. The English Fleet 
On this cold flinty rock 
Prison song. The Devil's Bridge 
The anchors weigh'd 
The beautiful maid. The Cabinet 
The willow tree. Thirty Thousand 
Tho' love is warm a while 
William Tell 
Angel of life 
Resound ye hills
0  Nanny
1 have a silent sorrow here 
The Austrian Hussar
For far at sea
O red looks the sun
High on the giddy bending mast
By the streams that ever flow
Listen to the voice of love
Strike, strike the bold strain
Within a mile of Edinburgh town
Ye happy nymphs
Bright sun I adore thee
In the rough blast. The Belle's Stratagem
I've roaved thro' many a wearied round. The Gipsy Prince
Little blind boy
Poor Henry
Flora's wreath

4
1
1
2
2
1
1
1
2
1
1
1
2
1
2 
1 
1 
1 
1 
1
1

Hush thee poor maiden. Lady of the Lake 2
The wreath 1
Come May, bring pleasant hours 1
For tenderness formed 1
Hope told a flattering tale 4
I know a bank 2
Come if you dare. King Arthur 1
Full fathom five 1
Mad Bess 3
Mad Tom 2
Thou doating fool 2
Calabria's glory 1
FairCecilia (M SI7991 1
When Henry died 1
The thorn 2
The streamlet 2
The wolf 6
Why did he come 1
As Henry o’er the fields did stray 1
The little birds 1
With lowly suit 1
The mansion of peace 1

1
1
1
3
1
2
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duets
composers
Stevenson

Braham

Travers
Kelly

An fossi
Cooke, T
Jackson
Leander
Storace
Webbe
unidentified

trios
Stevenson
Braham

title
Tell me where is fancy bred [MS 1800]
Hope whispers future joy
All's well. The English Fleet
When thy bosom heaves a sigh. Narensky
Haste my Nannette
Destined by fate. The Royal Oak
The soldier boy. The Wood Deamon
The nosegay
My mantling spirits
Take, oh take those lips away
By those eyes
unidentified
To him who in an hour must die 
If thou canst live on humble fare 
Manly heart
Oh breathe not his name 
Shepherds I have lost my love 
Time has not thinned thy flowing hair

performances
3
1
2
1
3
1
1
1
1
1
1
1
1
1
1
1
1
1

Rejoice. The Patriot I
Thro' dreary shades. The English Fleet j

quartets
Storace Five times by the tapers light. The Iron Chest
Kelly unidentified

1
1

quintets
Sacchini Forbear to soothe my grief. Orpheus and Euridice
Storace By mutual love delighted. The Haunted Tower

sextet
Storace By mutual love delighted. The Haunted Tower

selections
Locke a selection of vocal items from Macbeth 3
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Appendix 16: Italian vomì music 

arias
composers title performances
Alclay Perche ti lagni mio dolce amore 2
Andreossi Ah guell'anima che sdegna I

Se il sinor non vide j
^eneW in questo mio core 2

Ma Siame 1
Bianchi, Francesco Nel silenzio i mesti passi. Alzira ^
Cherubini unidentified ^
Cimarosa Ah! compir giò vò l'impresa (possibly by Guglielmi] \

Ah serena il mesto ciglio. Valdomiro I
Ah tornar la bella aurora. La Vergine del sole 1
Che Dice ^
Mezzo mondo aver girata 2
Nel lasciarti. L'Olimpiade I
unidentified 1

Cimarosa / Mengozzi Donne Donne chi vi crede 1
Cimarosa / Portogallo Frenar vorrei le lagrime. Gli Orazi ed i Curiazi 2
Galuppi unidentified I
Generali Tutti i gusti. Pamela Nubile 1
Giordani Ah Barbara Semira. Artaserse I

Sventurata in van mi lango I
Guglielmi Ah! compir giò vò l'impresa I
Handel Rendi'l sereno al ciglio. Sosarme I
Haydn Odi Grand Ombra I
Mayer|Mayr] Accenni vostri suro j

Chi dice mal d'amore. 11 Fanatico per la musica 1
Già un dolce raggio j
La mia crudel tirmia I
Mamma mia 3
Oh quanto l’anima 2
unidentified ]

Mengozzi Sento piange un Inselice I
unidentified \

Mozart O dolce concento j
Non sò più cosa son. Le nozze di Figaro j
unidentified j
unidentified. Die Zauberflòte I

Newman Senna il caro amate oggetto. Zenobia I
Paer La Done Che amante 2

Sù, Griselda, coraggio! Griselda j
Un solo quarto d ora. L'intrigo Amoroso I

Paisiello A cave ho amata Figlia ]
Nel cor più non mi sento [originally duet La Molinara] 4
Non eia ancora Sorta L'aurora I
Odi gran' Ombra ]
Or che il cielo a me ti rende j
Piche cornacchie e nottole. Gli Schiavi per Amore 1
unidentified 2

Portogallo [Portugal] Collacha Contento il cor mi Sento I
Lasciami per pietà. La Morte di Semiramide 1
O quanto l'anima. La Morte di Semiramide 2
Son Regina 3
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Pucitta Barbara! del fermate 1
Della tromba 1
Eccomi quinta al fine d'una misera vita 1
O Quanta more Barbaro 1
Sul margine d'un rio 2
Vittima sventurata. La Vestale 3
unidentified

Radicati Grata di tanto dono
Z.

Sacchini Lieta quest Alrua
4.

i
Più non ho una dolce speranza. Didone Abbandonata 2
unidentified i

Sarti Al la pompa. Mitridate
1
1

Dove il cimento 1
In quel barbaro momento. Giulio Sabino 1
Lungi dal caro bene. Giulio Sabino 5
Odi Grand Ombra 1
Per questa amarra Lagrime. Mitridate 2
Rendi O cara il prence amato. LOlimpiade 1
Si possinotanto 1
Senta che pian pianino 1

Tarchi Orche il Ciello 1
Urbani Agnio piacello insedo 1

Ah Frenate il pianto imbeth 3
Dille ch'io son fedele 1
Sento in petto chel' Assano 1

unidentified Calma O Cara 1
Nel lasciarti 1
Odi un suon di merte note 1
Quando Sara quel di 1
Sta su quel fronte amore 1

duets
Braham Tu l ami e ancor per lui 1
Cimarosa Vaga fravola adorosa 1

Se fiato in corpo avete. Il Matriminio Segreto 2
unidentified 1

Farinelli unidentified 1
Ferrari unidentified 1
Fioravanti Con pazienza sopportiamo. Il Fanatico per la musica 2

unidentified (not Con pazienza] 1
Fiorio Se mi credi amato bene 3
Haydn Italian comic duet 1
Lanza Ah tu sei che stringo al senno, [in La Vergine del sole 2

by Andreozzi]
Marcello Qual anelante 1
Martini unidentified 1
Mozart Ah perdona. La clemenza di Tito 3

Prenderò quel brunettino. Così fan tutte 3
unidentified. Die Zauberflòte 1
unidentified 1

Nasolini In tuo destino ingrata. La Morte di Mitridate / Cleopatra 2
Paisiello Veni o caro. I Zingari in fiera 1
Portogallo (Portugal] O Gnetil copia bella vezzosa 1
Pucitta In questo lieto isante. La Vestale 1
Winter A tu sei 1

Vaghi colli amena prati. Il Ratto di Proserpina 2
Me n'andrò di Giove al piede. Il Trionfo dell' amor fraterno 7
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trios
Bianchi, Francesco As se re se giusto sei. Ines de Castro 1
Caruso unidentified 1
Cimarosa O dolce e caro istante. Gli Orazi ed i Curiazi 2
Mozart La mia Dorabella. Così fan tutte 2
Pucitta Dolce Tranquillità. I Villeggiaturi Bizzar 3

Rauzzini
In queste piaggie amene 1
Aure Amiche 2

Sacchini In quellina oh Siotto di 2
Winter Mi lasci o madre amata. Il Ratto di Proserpina 1

Venticelli 1

quartets
Mozart Placido è il mar. Idomeneo 1
Nasolini unidentified 1
Sarti unidentified 1
Sterkel L'Astro di Venere apparso in Cielo 1

quintet
Asioli Ah bello delle femine 1
Mozart Sento o Dio. Così fan tutte 1

sextet
Pucitta Viva Enrico. La Caccia di Enrico Quatro 2
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I l lu s t r a t io n  1: P r in c ip a l  se a  c ro s s in g s  b e tw e e n  B r ita in  a n d  Ire la n d
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Illustration 7: Plan of the I.vinp-in Hospital and Gardens 176 j
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Illustration 3: The façade of the Lying-in Hospital c. 1760s
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I l lu s t r a t io n  4: A  s tre e t-sc a p e  o f  the R o tu n d a  a n d  L y in g - in  H o s p it a l  c . 1770



397

III,..„„lion S- r.roi.nH floor plan of llv- ■ " ¡ " H "  H° s° ilal’ Rolunda imd ASSemb'V

1788
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I l lu s t r a t io n  6: F a s t  e le v a t io n  o f the  A s s e m b ly  R o o m s  1784 - 1785

Transverse section of the Supper Room 1784 -1785
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illustration 7: Longitudinal section of the Ball Room and Supper Room 1784 - 1785

Photograph of the Ball Room in the early 1980s



4(H)

Illustration 8: Pony races in the Theatre Royal Crow Street c. 1795
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Illustration 9: The Private TheajreJiishamble^
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I l l u s t r a t i o n  10 : M a d a m e  1 -o u isa  G a u t h e r o t  c . 1 7 9 1
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