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INTRODUCTION :

seendin ‘any one field of human endeavour is that
which has taken place ip musie,  Since the beginning
efsEhe dlast century the growth of Popular music has
been phenomenal. Nowadays music caﬁ be enjoyed
through the medium oF ‘reconds, tapes and videos
apart from live music. However, before the wide
availability of the phonograph, invented by Edisen
in 1877 the only means of providing musical
compositions for the general public was through the

printed page.

Increased competiveness in music publishing in the
19th. century, compelled the publishers to use every
means available to make their publications more
StEtRdc Eive to. the customer, just as record companies
today use the record sleeve to sell their recordings.
When chromolithography was introduced to England in
the 1840's music publishers were among the first to
apply the process extensively to their business of
selling sheet music. This competitiveness, among other
factors which will be discussed, brought about
Circumstances in which illustrators were in demand to

Create eye-catching cover designs for popular music. |

W.E. Imeson in his book 'Illustrated Music Titles and

Their Delineators' (published 1912 approx. by the
author), lists at least thirty-two such illuétrators

who specialised in music title illustration %n the
1800's. Lithographed and especially chromolithographed
music covers were extremely popular from about 18u0-
until the 1890's when photolithography began to dominate

the covers, and the need for illustrators declined. ;:w:




and prolific English illustrators working in this area
of illustration were John Brandard‘(1812—1863) and
Alfred Concanen (1835-1886), These two illustrateops

working mainly in chromolithography Produced the better
cover designs of the Victorian period. Limited
research has been carried out previously on music sheet
illustnation, a8 it is an avea regularly overlooked by
authors who have delved into general Victorian
illustration. In the course of my research I have
examined numerous music covers by both Brandard and
Concanen. In order to obtain an idea of how both
artists progressed in their dpproach te musie title
design and developed their techniques, it was necessary
to date their work. Music publishers, in the last
century as a rule did not include a date on their
publications. But many of them did use a plate number
which generally appeared at the bottom of each page

of music. This number usually sequential, made for
easy identification, on the part of the publisher

of the engraved plates from which the music was printed

dndthe sheets of music.

Neighbour and Tyson in their study of 'English Music .
Publishers Plate Numbers' have established an approximate
chronology of the plate numbers used by individual |
19th. century publishers of impertanece. Theselehnonolegical

s te oan be Used to datermusic publiicatiens  off Ehids

Period quite accurately. Neighbour and Tyson compiled

their lists from the publication dates entered in the

registers of Stationers Company which were kept at
n London (most music sheets have the

Stationers Hall i . e
words ie. 'Ent,Sta.Hall', entered ine S taiEionersHalllleDRatH e

The majority of music publishers regularly
tering at Stationers Hall

on the cover). ;
i 1 egls
sent their publications for reglis
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but others were not as conscientious

; Similarily dates
were attainable from dccessionrecords at the British

Museum. Apart from plate numbeprs other clues as to

EEeots of music Publication, were water marks in

the paper on which the music was printed; information
from the publishers imprint matched to known dates
referring to changes of address and names, and information

about the music of the sheet itself,

Some artists did use a date with theipr signature.
Concanen in the latter years of his career used a letter/
number code instead of a year i.e. 'A' stood for 112

'B' for 2, 'C' for 3-and so on; therefore where he
signed'Alfred Concanen HA' for instance, meant he had
designed the cover in 1881. The British Library has

also recently published a catalogue which gives dates

of printed music in the library's possession. By these

means music sheets can be viewed in perspective and a

pattern of development can be seen, 1in an 1 lnsiEraitens

work, also in printing techniques and in typographical

layout.

ittt o e e ehi s e thestis Bl Wl o oleeaEathicinolle

; . : 8.
illustration played in early music publications previou

o Ehe s 19 Eh cueentumyl. :
ut change in the appearance ofthe

century illustration

How innovations in printing

prossess brought abo
the early 19th.

music cover until in
especially on covels of popular

was a common feature,

I will discuss the factors which brought

music pieces

about a proliferation of
such factors as,

f the Industrial Revolution,

f music and the perfection

illustrated music titles between
' the rise of a new
the 18u40's and 1880°s,

middle class as a result ©

; :
@rhe liThographic process. The new circumstances
=

‘ ' i er which
th ted hepalded a new type of musilic cov
thuss erea 5

of giving & v iisuail Snnitens

A : rpose :
embodied the dual purp ’ g a s advertisement for

: 9 d act
Dretation of the musilc an

the piece.




The work of Brandard and Concanen together spans at

fedsit rour decades, in which illustrated music coveps
enjoyed unprecedented bopularity. I will analyse the
contributions of both artists to the field of music

cover illustration. Brandard's work in the early -part

of the century established standards both in lithographed
and chromolithographed illustrations and in music covern
layout techniques. Later Concanen continued these
standards and developed an illustrative technique which

attempted a deeper interpretation of the music.

Lastly, I will examine the development of typography

as applied to the music title cover in the 19th.century.
Unlike the engraved title covers of the 18th. century,
the lettering on lithographed covers of the 19th. century
was secondary in importance to the illustration. The
letterforms used on music titles of the Victorian period
were greatly influenced by the designs of ornamental
typefaces issued by typefounders at the time. I will
discuss the use of these letterformson specific examples

and demonstrate how in the last decade of the century
ovel letterforms began to overpower

the renewed interestin Il
the music cover once again.

the illustrative element of
SORLhaT o L coriyelouoiicSineRme s ERC OMMAIIILESE CC R &

was basically typographical with a photolithographed

Polkra it oft Ehiek s ingenNorRcolBOSSRE
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CHAPTER ONE

English Illustrated Music Covers

Preceding the Introduction of Chromo-

lithography in the 18u40's.

In this Chapter I will trace the development of music
printing from its beginning in the 15th. century to
the use of lithography in the 19th. century. This
demonstrates how the approach of the use of Slilust=
ration on music title covers changed as various

innovations in printing methods evolved.
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CHAPTER ONE

Printed sheet music has a long historical lineage.
Since the invention of the letterpress in the fifteenth
century, printers set about solving the problems of
reproducing musical notation by mechanical means. The
early printers modelled their productions on the best
manuscripts and in their efforts they strove to re-
produce mechnaically the design of manuscript text
which was either in Roman or Gothic letterforms.
Similarily they attempted to reproduce the Roman and
Gothic notation designs used in the manuscripts.

It took many years to perfect a movable music type-

face which was an early solution to music printing,

preceding the use of word or metal blloclcs B iEninited

music in those days often accompanied by an

appropriate woodecut, roughly executed and merely

functioning as a non-related decoration.

The next step forward in the printing of music was the
From the seventeenth century on-

wards, music notation was printed from engraved plates.
it ol be ety cosupet chel movable type for

notation died out as a result, but because engraving

le method, it took precedence.

veral impressions to produce

pation on the same sheet,

was a much more flexiDb
Letterpress required se
notation, text and an Lalb e

s could be engraved on one

whereas all three element .
copper plate and printed as one impression.

G o e, praniing penctal by geite, RS e s
t papthenia'’ (printed in 1611 Fongithe

publication called : :
the virginals) as beilng

Il
Ig use of engraving.
i

harpsicord-like instrument,

«heet music with an engraved illustrated

the earliest English
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cover (Fig.1). The cover was engraved by William Hole
and although it is not a greatly attractive cover, the
faect that it bears seme relation to the music shows
an advancement in the treatment of 11lustration to

music publications.

Engraved music illustration, printed- in England in the
first half of the eighteenth century was strongly
influenced by the French Boroque style. Titles appeared
with Boroque architectural formats and a blank centre
left for the text. Such designs incorporated serolil
cartouches, cherubs and monumental lettering.

According to James Laver (30,p5u).

"Cupids holding musical insturments or angels

with harps or Time, or Harmony, or some

similar allegorical figure was all that was

thought necessary”.

The music title shown in (Fig.2) is an example of this
S

le of title design. Later the design tfeatures oI
Rococo period were noticeable. This style was
late to appear in England, having already taken over

: } 2 : | unyv..  IheEreneh
n France in the early elghteenth century

WOrK was

}_l

illustrator, Hubert F. Gravelot, whose
ristieston

synonymous with the characte .
(1T T A TRLERG S

i ined
came to England in 1782 and remaiil

; small
During his stay he produced many Sma--= : :
i ' isitaleralesian
Ehpough whieh he introduced the stylistic
- + it - "'I‘ o
graces of the Rccoco. These illustrations had a strong
(=¥t !

influence on the style of eng - :
of an engraved title design

paved music illustration

in England. A good example
is George Bickha

issued between 1736=39.

m's publication called

from this period }
g This was

'"Musical Entertainer',

the French RcCoco,

book illustrations
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"a collection of music by various composers such as

Handel and Purcell. Bickham was a printer and

publisher of music, working in London in 1740's
and 50's. This particular collection embodies many
of the traits of The nocoao- style ie. the graceful

line and playfulness. (Fig.3). The publication

was engraved throughout by George Bickham Jnr.

(thought to be the publisher's son). Engraving meant

that both the illustration and music could be printed

on the same page, so in the latter part of the
eighteenth century ornate headpieces and half-page
illustrations appear above the music staves, as we
see here in 'The Musical Entertainer'. Each song is
headed by a vignette engraved by Bickham Jnr., with
the exception of some by Gravelot, who also worked on

the publication.

On the whole, illustration to music such as that
attempted by Bickham and earlier by Hole was rare
during the 1700's:Much more common, apart from titles
consisting solely of lettering, were the decorative/

ornamental types, taking the form of borders and
surrounds composed of architectural elements. This

type made little or no attempt to relate to the music

. : ; Vg A trations
it accompanied. Bickham's and Hole's aL1LTBES

are early examples of a move toward the Bype gt stiiele
page image in which the intention 1s to represent the

music; to interpret pictorially the lyries of a

song; depict a scene of

i i states:
of an instrumental piece. A.H. King

"The true pictorial music title page always owes

sta s Sun
its design to the nature oif tkenmu

oo dine e pages: the conmnection is of the

slightess, ©f indecd ot exists at all. In England
)

an opera or convey some element
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during the nineteenth century, the decorative
title was principally reserved for serious music

and the pictorial title for ephemeral popular

pieces”. (27a,p263)

Just as engraving had served to alter the appearance of

the music title page so inevitably did other developments

in methods of printing. The aquatint (a method of engraving
which imitates watercolours) was in use from about 1800.
This method produced fine delicate prints, but it had the
same drawback that ordinary engraving had, in that it
required copper plates which were expensive and wore out
quickly. It was not suitable for printing notation there-
fore, an aquatint illustration had to be printed from a
separate plate and consequently occupied a full page.
Although this marked the transition from half-page

title plus illustration to full page title plus dlilusitRation
(which then became the wrapper or cover); the former

was still more common in the 1820's and &30 5,

King cites 1820 as the year which:

"may conveniently be taken as the opening of a

new era in the development of the English

pictorial mustc title-page, because it was about

then the influences of Lithogra
fels" (27a,p263).

phy began to be

Lithography was invented by Aloys Senefelder in 1793.

Thie Bavarien Hnvententeaine e London late in 1800 to

take out a patent for his discovery: He h?d been
persuaded to visit England by a music publlséer-Joéann
Anton Andre and it was €° Andre's brothe% Bhdidil s o atn
England that genefelder sold his patent in 1801. That year
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Senefelder returned to Germany and Ehi 11 5piset up a
printing business. “This iwash the ¢ ipst lithographic
or 'polyautographic' (as it was first called) printing
establishment in England. Thus lithography was
introduced into England but it toeck some two to thpee
decades to become accepted as a major medium for
printing. Andre was not greatly successful with the
new process. He had hoped to awaken interest among
the important artists of the time and inspire them to
have their works printed by lithography. But England
was slow in general to adopt new methods and this was
no exception. Felix H. Man weiting abeolt amtists

attitudes to the new printing method relates that:-

"In England lithography was regarded as second
best" (32,p37).

Artists at the time preferred the older methods of

engraving and etching. Several attempts were made

to popularise the method in the early part of the

nineteenth century and it gradually caught on in
A number of lithographic printing

about £he 1820} st
me thatef

firms were set up in the twenties among the

Charles Hullmandel (who studied with Senefelder in
i Engelmann, had a

Germany) and the Frenchman Godefro
896 .

branch establishment in Lomdemn el

Tt was about thals tameral SORERSE lithography was first

used to print sheet music illustration. SMUSLC I SeliR

Nod been lithographicallySpELES .
England as early as 1806-7 by an associate of Senefelderls,
an

G.J. Vollweiler, a Czech printer wo? ! -
According to King (27a,p263),Vollweller dild not priwk
- corative title pages as far as is

d for a short time in

king in London.

any pictorial or de

Known After Vollweiler jeft England for Germany very

1L{0)
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little music was printed by lithography for over
forty years, with perhaps one exception. King
gives an example of a production by J.Hawkes-
Smith of Birmingham who designed some music title-
pages and printed them together with the music
by lithography. Smith's titles date from about
1821-22 (Eig.h) below®iswamn example of one of them.
The design is quite novel, in that the music stave's
run around the drawings.
Before the mid-1830's lithographed illustrations
were printed in one colour, and any further
colouring was done by hand. R.M. Burch, colour-
printing historian states that:-
"There was, in fact, no colour printing in use
in England at the time when Baxter commenced
his workl
(8 ,pil2B60F R '“““-l
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He was speaking of George Baxter who started work
on methods of colour pPrinting c¢.183y, So in order

lustration,
the colour had to be laboriously added by hand

to each monochrome lithograph.
us That:-

to achieve the nmuch desired coloured i1

James Laver informs:

"Music publishers kept a staff of boys just as

the publishers of caricatures did, to colour the

sheets one by one after a pattern probably
supplied by the artist” (30 pSi)

According to King, English music titles

nineteenth century were still following
in style:-

in the early

the French

"It was from France that there came the strongest

influence in the layout of English vignette music

titles during the 1820's" (27a,p26u)

Maxim Gauci (born in Rome 1774) a foreign illustrator
of note was producing music title designs from 1815-50
in England, mainly before chromolithography became the
vogue. . |
usually being a half-page occupied by a vignette

illustration, (the remainder occupied by lettering of

His early work is French in style, the layout

1 the title.
the title), normally appearing above or below

The cover for the song 'Buy A Broom' (Fig.5) is a

lithographed title by him ¢.1830. Gaucl produced many

engraved titles and this design is closely related to

engraved title designs. The lithegraphed lettering of

the title appears with calligraphic flourishes,

typical of engraved titles. The illustnation aiSthe

Opema: inger Madame Vestris selling her brooms has
patiae s
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been hand coloured. The layout is very similar to

French music covers of about the same time (Fig.s)

is an early 1820's lithographed French cover design.

- This was lithographed by Gericanilits Sthe wel 1 o

"French artist, who was among the first artists to uée

i;thography extensively in France. That Gauci's style
is French is not surprising since he began his career
by painting miniatures in Paris. The highpoint of
which was a commission by Napoleon to paint eight
miniatures of himself for presentation 'to the Warieus
nobility of Europe. He and his family came to England
in 1815 and found work in the music publishing
business. His work earned him the title 'father of

music hall artists' and was to influence newcomers to

musie 1llusEraticn:

Music publishers soon realised the great advantages
lithography had over methods of printing music sheets.

Compared with engraving it was far cheaper to start
with, involving no expensive copper places. Lithography
required a porous variety of calcium carbonate stone,
such as the type of limestone found chiefly in

Bavaria from where it was imported to England. The

basic principle upon which lithography depends is that
grease repels water while limestone absorbs both grease

and water Therefore marks made with a greasy material

on the smoothened surface of the stone will accept the

0ily printing ink,

after the drawing) will repel IT. - . '
+ the stone thelinkedidesagn Sas

So when a sheet of

paper is pressed agains

EhRame ferred iter ks

Dets i i 1ithogPaPhiC stone was similar to drawing
awing

on paper and the aptists could use crayon, pen or brush

while the rest of the stone (dampened

1hsic
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tofereate ‘theip designs, Therefore, unlike wood or

metal engraving it nequired noNextng skillst chon

theSmasiterine "ol engraving tools. It was a faster

much less complicated means of producing a printing
image. Overall, it was a'fap more flexible method

of printing than any of its Predecessers. ' Lts few
disadvantages ie. the vulnerable and cumbersome nature
of the stone (most were 3-4 inches thick) were far
outweighted by its advantages. It was this il Eallontilitioy
which greatly appealed to the music publishers, and

they began to use the process more regularly, King states:-

"From the late 1890's onwards pictorial lithographed
titles became more and more common and engraved
ones less frequent, though they lingered on until
the 1840 sl (27 a i 2EIlNE

The patent for chromolithography was taken out in 1837 by
Godefroi Englemann (an associate of Senefelder's from his
time in Paris), although Senefelder himself had devised

the process about twenty years previously.With the advent

of chromolithography a great new vista was opened in the
production of sheet music. For the first time multi-coloured
work could be produced in qualtity and cheaply, as some

2,000 - 5,000 pnints could be made from one stone.
2

The music publishing firm of Nelson and Jeffreys are
credited by historians as being the first to use chromo-
lithography in an English musical publication. e el
they began to issue a musical annual entitled 'The Queens
Boudoir' which they continued up to 1855. It contained
chromolithographed plates designed by John Brandard and
printed by M.&.N. Hanhart. Michael Hahart, according to

14.
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R.M. Burch (8,p196) had been Englemann's practical

manager in his London establishment. When Engelmann's
business closed down in 1830, Hanhart started his own
business taking his sons into partnership with him.

The firm were in existence as recently as 1903 and their
imprint appears on thousands of music sheets from about
1840's onwards.

Chromolithography became the most favoured method of
embellishing the music title cover particularly in

2nd. half of the 19th. century. Chromolithographed covers
were very common during this period and lasted well

into the 1890's when hand illustrated covers went into

a decline as the newer process of photolighography.

took over.

1653
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CHAPTER TWO.

The Growth Of The Music Publishing Trade
Tn The 19th. Century.

In the following Chapter I will show how the music

publishing trade expanded as a result of an inereased

interest in popular music.

168
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CHAPTER TWO.

The music publishing trade became much keener from about
1830, when a wider range of music became popular and
greater number of people wished to perform music ét
home. The reasons for this increased demand for
printed music basically stemmed from the improved
economic climate of the nineteenth century. The
following quote from Grove's Dicticnary in an article

by Andrew Lamb (19,p88) briefly outlines these reasons,
he explains that before 1800 :-

"The market for printed music was severly
limied and social class barriers as well

as the inadequacies of communication
restricted the extent of international and
even national currency of a piece of muste.

It was with the inereasing industrialization

in the 19th. century and the reduction of the
gap between social classes that this situation
changed drastically. Improvements in transport

by road, rail and sea, opened up communications,

I“\ )
-
m o]
..- i
-
-_,- 1
‘.’. ]
I--‘ )

i

i
]_‘J | |I

4

there were advances in instrument design and
printing and education became available to an

even greater proportion of civilized populations.

In the expanding urban areas the public increasingly
sought out mustcal entertainment in parks, pleasure
gardens and musie halls, and the latest popular
tunes would be ground out in the streets on
hurdy-gurdies and barrell organs. Mustc became

the common link and a support of morale for the

culturally limited industrial population.
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Concerts and threatres flourished: <instrumental
virtuos@s, singers and composers were able to
enlarge their sphere of activity and some became
'pop' idols. Conservatories of music were set
up and methods of learning were developed for
the working classes, such as the Tonic—Sol-Fa
system invented by John Hullah in England

1840. Women's guilds and men's clubs practised
community singiﬁg and mills and factories formed

brassbands for their employees.

The introduction of the upright ptano around

1830 provided a particular stimulus for home

music making in the days when mechanical
reproduction of music in the home was virtually
limited to the severely restricted cylinder music
box. Evenings spent around the piano, singing
hymns and ballads and playing vartous instruments

was an important social attibute in Victorian

Britazin'.

A1l of this increased activity in the music field gave
great impetus to +the music publishing industry.

From 1801 onwards the increase in the number of new
musié publishing firms was remarkable. Humphries

and Smith in their account of music publishing in the
British Isles prior to 1850, list twenty three new
firms and these were only the more important ones

which set up mainly between 1800-1840. Among them

are the well-known names of Novello & Co. (1834-1851),
Cramer & Co. (est. 1823) and Chapell & Co. (est. LY

both the latter are still in operation at the moment .
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The greatepma]orlty of musical publications in the wl9Eh"
century, were quite simple compositions of keyboard music.
This reflected the steady growth in the popularity of
planoforte The upright version of the piano, which

was more compact and suitable for the home than the

grand piano, only became available to the general

publlc in about 1840's. Pianomania, as the craze

for the piano is often referred to, spread rapidly,
especially with the popularisation of musie for the

piano. Starting about 1827 with Liszt's first appearance
in London and in 1832 with the publication of Mendelssohn's
book of piano music, 'Songs Without Words'. Piano
recitals became more and more frequent. All this resulted

in a greater demand for the home piano.

Percy Scholes in his study of the contents of the music
perlodlcal 'The Musical Times' first issued in 18hLh,
otes the remarkable popularity of the piano, as

recorded in the issues of 'The Musical RHime s or M

as Scholes refers to it (44 ,p230):-

"The increase in the number of ptanofortes in
use during the first half of MT's century
(1844-94) was enormous. They were soon found

to be in the remotest villages”

Scholes quotes an exerpt from an article in 1891, kg
which Rev. Dr. J.C. Athkinson writing about his ministry
in one such remote parEioR Yorkshire, recalls the
growing popularity of the piano within gl iEILIRSAE
twenty years in the area. These twenty years coincided
ath MEle £ insthEWeIlEy Ve dis (18un=pu)."  In hilst Einst

week or two there he discovered one piano in the parish.

But this solitary piano he recalls:-

"heecame supplemented in less than a score of years

by some 50-60 other ptanos”

18
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In the February 1877 issue Scholes relates that an

advertisement in MT informs the readers that four
}arge piano making firms in London were each producing

as many as three thousand pianos per annum, and that

the country possessed two hundred or more smaller

firms.

The new middle class arising from the beneficial
effects of the Industrial Revolution were particularly

interested in the piamo. To them it was a kind of

status symbol, and they were anxious to educate their

children and give them the advantage of refinement

and culture. The ‘abiltitytoRpiay the piano regarded

as an asset in social circles.

y only the middle class and upwards who

It was mainl
the addition of a piano to their household

could afford
the average working class wage was less

week, so although pianos were cheaper
they

possessions.
than a pound a

by the middle o
were still beyond the means of many.

f the century than ever before,
But as Ronald

Pearsall informs us (41a,p22) -

g lower middle class clerk hardly earning

e than a pound a week ecould go to any
family

mor
length to provide himself and his

with this precious status symbol".

£ the music composed for the piano was dance
This was as a result of the unprecedented

of new dances which were introduced in the
The waltz was becoming

Much o
MUEILE o

flood
early part of the century.
y acceptable when Victoria came to the throne

seelalll
It was very popular at all levels ef seeiety

abigt ALElE T
being welcomed as 1t was a closed dance and there was
no partner change.
lka, which originated from a Czech folkdance.

Another new and popular dance was

the po

20
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It was introduced in 1840 to Paris and later in 184l

it came to London, danced first on stage at St. James'
Theatre by two French ballet dancers. Lilke che waltz:
it was also a closed dance and its popularity was wide-
spread. Other dances such as the quadrille, the
mazurka, the polonaise and the lancers, were all intro-
duced in the first half of the century. These dances
were ballroom or carpet danees and were often pertormed
in the home apart from more formal functions.

Demand for new and catchy musical arrangements for these

dances was immense.

The composer/conductor, Louls Ant
who set up his own publishing esta
was among the first publishers to

these new tastes and trends and ¢

public demand. Jullien, portrayed mi(Bag . 7)) was-bern
1

in France in 1812 and showed an early ta
He at+tended the Paris conservatory for some years
his preference was for composing popular dance music.
On leaving the Conservatory, he gained recognition and

popularity for conducting dance music at the Jardin

Turc in Paris. He alse gained a.repltation fon hisioWwn
dance compositions. However in 1838 for various
peasons, he became insolvent and came tO England. By
18140, he was organising promenade con s

parts of London ie. The Royal Zoologi

90}
“
<
=)
|-
(@)
by
ox
M

The Surrey Gardens. In these concert

conducted himself, he attempted to popularise classical

music and to provide orchestral music cheaply for large
audiences. He updated the classics ie Beethovan,

o
Mozart and Haydn in new arrangements and also varied his
e

4

programme with Mazurkas, polkas and quadrill

15
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He is recorded as being a great showman, conducting
his band of ninety players and a chorus of eighty
with great panache, totally captivating his audience,

Keith Horner describes him thus(19,p798)

"His dress was that of the dandy: raven locks,
superb black moustache, coat widely open over
gleaming white waistcoat and elegantly
embroidered shirt-front. His red velvet
and gilt chair and elaborately decorated
music stand were even taken on tour. He
conducted Beethovan with a jewelled baton
handed to him on a silver salver. Phis culi
of the conductor was new. Behind the
pantomime and showmanship lay authority and

Jullien was a pioneer in conducting with the

baton".

Jullien soon had a large devoted public and his numerous
compositions of polkas, gquadrilles and so on were much
sought after for home performance. His influence on the
music industry in this early period of Victoria's reign
was unprecedented, no-one had done as much to promote

the sale of the music sheet as he.

In 1843-44 Jullien began publishing his polkasand quadrilles
first operating from his shop at 3 Little Maddox St.,

until 1845, moving then to new premises, his Depot
General de Musique Dansante, 214 Regent Street and

45 King Street, Golden Square. He is credited as being

the first music publisher to have made extensive use of

the relatively new process of chromolithography. With

his taste for quality and propensity for flamboyance

and ostentation, it seems natural that he would strive
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1866 approximétely, moving later to different premises
and were operating until 1903. The Hanharts had had
FErst hand knowledge of the chromeclithographic work of
the early promoters of the process ie. Engelmann (for
whom Michael Hanhart had worked, as mentioned previously)
and Charles Hullmandel.Brandard designed a formidable
number of music title covers, working in close
association with the Hanharts, for over twenty years.

Imeseon dlso velates that: =

"In connection with music titles he and the
Hanharts grew in fame together. The latter
gave their accredited artist a freehand,
for the cost of production was not in those

days the commercial bugbear of art”.

Working on popular and successful musical compositions
such as those by Jullien centainly meant increasing

recognition and reputation for the Brandard and

Hanhart team.

Brandard’s lithographiec dllustrations: arelnotcdlonEncuy

smooth and even tone. He achieved this by having

his lithograph stones carefully prepared and ground so
that he had a smooeith surface  to work enta S Folesmaylone
this labarious preparatory work, Brandard is said to have
kept two assistants or pupils constantly employed.
Brandard's work was printed on good quality paper which

added to the high standard of the finished prints.

The subject matter of Brandard's illustration was very
wide, but his speciality was the cperatiessitagelandeie
ballet. Much of his werk neflectedNtheltaSizaSRoiEhc
middle to upper class society which formed the bulk of

his target audience, Jullien was only one among various

Ry —

8
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other publishers for whom Brandard produced title
illustrations. The fact that their careers coincide
for much of the 1840's and 50's makes it possible

to compile a progressive 'picture' of Brandard's
style as a music illustrator and estimate his
contribution to the evolution of design styles and
fashions in music titles; which existed well into
the latter half of the 19th. century, 2nd eertainiy
to the final stages bf the era of the hand-
lithographed music title.
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CHAPTER THREE

The Illustrated Music Covers by John Brandard
(IR 2i=ili 86 38

Brandard's work in music illustration coincided with

the pioneering years of the new printing process of

chromolithography. In this Chapter,I will examine
the progression of Brandard's illustrative techniques

and discuss the his contribution to the art of music

title design.

268
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CHAPTER THREE

Brandard's early work for Jullien is somewhat reminiscent

of Gauci's, his predecessor, not only in his drawing

style but also in his composition-the actual pictorial element
of the early titles occupying roughly the same amount

of space in relation to the cover size.

The ‘cover "for *"No. 1 Fhe {@piginail "Polica ! EE g 28)
published ¢.1843 is an example of Brandard's early

title designs for Jullien. This dance composition

was one of Jullien's first really successful pieces

as can be gathered from an advertisement for his polka

on the rear cover of a later publication:-

"M . Jullien had the honour of being the first
to introduce this now popular Dance into
England and the Original Polka, which was
the first one published, created such a
furore in all musical circles, that in the
short space of three months it had gone

through nine editions; <1t 18 now re-

arranged with the Introduction and Finale

as performed by the Author's Orchestra at

the Promenade Concerts, and is an excellent

piece for the school-room.

The most popular piece of music ever published”.

For the cover design of the music, Brandard has
interpreted the illustration in a very simple
manner, showing the dance being executed by a couple
in what presumably must be the national costume of
the polka's country of origin, Czechoslovakia.

It is plain to see that Brandard has not at Ehals

P W T 2

i e O
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stage ventured very far from the style of cover
Gauci produced. The illustration is still in the
vignette form with its edge defined by the shadow
fading into the white of the surrounding paper.
But although the overall space occupied by the
illustration is approximately half the page size
as in Gauci's,Brandard's illustration holds a
greater place of importance in relation to the
leittening of the actual ‘titile s Not only has the
lettering been reduced in its degree of prominence
but it has also been greatly simplified. The
flourishes of the earlier period have disappeared
and instead we see the newer sans-serifed and
Egyptian (slab-serifed) typefaces. The development
in the treatment of the lettering on music sheet
titles will be discussed at a later stage, for

the moment I will concentrate on the illustrative

techniques used by Brandard,

(7=

The use of the gold border on the 'Original Polka', ;
serves to hold the composition together and prevents

the drawing from appearing to float on the page.

Borders were used in connection with music titles

long before the invention of lithographybut they

had ceased to be a prominent feature of the music

title in the early 19th. century. Now in the mid- "y

1830's and 1840's use of the border reappears in

K. Lad

music title design, as King informs us:-

"With the advent of chromolithography however
the border came back to life again" T

(27a,p268). 4

TG 0 e 11 1 O s



CONTIN

CONTINUATION SHEET

il I N s e
“ “I— — ——

l“llllﬂmmc-_

In Brandard's drawing for the 'Original Polka' as in
the following examples of his work) the use of the
built up background shadow also helps to place the
dancing couple firmly on the gmund.

Brandard's early training in engraving and drawing

in black and white is undoubtedly applied to his
lithographic drawing. The outline drawing of his
illustration, (nearly always printed black on his
music covers especially the early ones) shows his
delicate use of lithographic drawing materials and
his remarkable achievement of detail. In the present
example we can see this in the attention given to the
pattern on the bodice of the lady's dress and on the

lapels of the man's coat.

In this early work also can be seen Brandard's smooth
use of tone and the sofitness of line;  relyvinessonsche
grain of the stone to give him the contrastiinitone

he requires to convey the feeling of different

textupres, eg. the soft, tones of slkini S prEeDemSHiEy

for detail and delicate line is carried right through

Brandard's work. Although other features of his style

in designing music covers change and improve ie. use
of colour, composition, drawing of human figure, the

former mentioned qualities, detail and delicacy of line

are always applied.

Brandard used four colours, including the gold of the

border for the 'Original Polka'cover. Black was used

for the outline drawing and lettering, the additional

colours being red and blue. His use of colour at this

stage is indicative of the Hanharts' early approach to

29%
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colour printing. R.M. Burch in his book 'Colour Printing
and Colour Printers' gives a brief account of the firms
work in colour in 1840's. Although he is concerned with
theln boek productions; it gives a good inshight dnte
their proecedure. He informs us (8,p197) that thein
early work is in the usual flat tints and latert (after
1845) they improved on this by printing the colours over
each other and by contrasting or blending tints. Burch
gives an example of a book printed by the firm, ‘Dibdin's
Progressive Lessons in Water Colour Painting (London,
J.Hogarth 1848) and describes the printing of the

piletures in ithe velume:+-

"The pictures are naturally of a rather elementary
character, but the chief interest in the volume
lies in the fact that the method by which the
colouring of some of them is built up, by
successive impressions from the colour stones,
is demonstrated in detail . For each of the first
three prints four stones were used te. black and
three colours and there are thus four 'states'
of each of them. Considering the small number
of colours employed,these are fairly good
speecimans of chromolithography though the process
was still in swaddling clothes to the extent
that the colours did not by themselves compose 3
the picture being only used to colour a black

and white outline print".

Brandard's illustration for the 'Original Polka ' would
have been produced earlier than Dibdins book and the
manner in which he has applied the blue and red does
show this early tendency to treat colour as secondary
+to the black outline drawing. Although there is use of
both solid and tints of each colour, they are clearily

designated to certain parts of the“illustration. p
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80lid. red on the man's trousers, a tint eof red on the
necks and faces to give a flesh colour, solid blue

en the man's shert eloak and a tint of blue eon the
lady's. costume.  Brandard could have used the blue
for instance to give the darker areas of the folds

of the dress in conjunction with the lighter tint.

He did use this technique later but in these early
illustrations for Jullien's publications, (while
Jullien was still operating at the Maddox Streeit

shop 1843-45). It is seldom apparent and his range

of colours are limited to red, blue, black and gold.

In the cover designs for 'No.2 The Royal Polka',

'No.2 The Drawing Room Polka' and "No. 9 The Queen

and Prince Albert Polka' (Figs. 9-11) We see that &
Brandard has kept the series in the same format using
repeatedly the gold border and the vignette style
illustration. These were published in succession
between 1843 and 1845. Viewing them together one

can see some development in Brandard's drawing
technique. Movement in the illustrations has

improved. In the 'Original Polka' there is an

attempt to give an indication of movement and grace-
fulness but what is achieved is rather awkward and
stiff looking. Movement is only discernable in the
liady's pigtails and the gentleman's raised foot

and more successfully in the swishing skirt. In (Fig.S-
11) although still tending to look guite stiff there

is much better feeling of movement conveyed.

In the 'Royal Polka' (Fig.9 ) there is dllustrated twe
ballet dancers performing the polka. The polka was
first seen performed on the stage in London. Jullien's

advertisement for this music sheet reads as follows:-

s B ST S
= . 4 ¢
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JULLIEN'S (ELEBRATED POLKAS
N°3.. THE DRAWING ROOM POLKA,
DR TUT NORILITY BALLS POLEKA,

(OMPOSED EXPRESSLY FOR THE CRAND BALL GIVEN BY THE COUNTESS OF JERSEY.
AND MOST RESPECFULLY DEDICATED TO

LADY QLZWENEBHA VILLIERS,

JULLIEN. 4 7
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(Fig. 9) 'No. 2 The Royal Polka!'

c.1843/45 Chromolithograph.
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© ORIGINAL

POLKA

QUADRILLES,

THE ONLY
EDITION IN WHICH
"THE OR!CINAL POLKA”
IS INTRODUCED.

LONDON.PUBLISHED BY L. JULLIEN AT His DEPOT
214, RECENT STREET, & 45 K

'"Jullien'sg
Cnromolithograph.

MOE N dhRsRT LTH emiripy

CENERAL DE Mys|
INC STREET

PRIGE
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-~

QUE DANSANTE,

et ozl el Quadrilles' 1845
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to show through where he wishes to show the light
caught on the surface of the slkeivty  In pointing
the second colour, in this case a tint of red,

the areas in which a highlight of pure white needs
to remain had to be kept in mind. Brandard is
always conscious of how light falls on different
textures, and areas of volume and he strives to

use this to its best advantage.

In this cover also, we see Brandard involved in the
depiction of great detail, particularily in the
drawing of Albert's decorative chain, medals etc.
and 1n the Queen's necklace and especially her
bracelet in which it is even possible to discern

that it helds a tiny preotmait.

Jullien, having completed a series of polkas or
quadrilles, would then make a compilation of the

most popular ones and publish them together in a
re-issue. This publishing taetic of his, showed

his ingenuity and shrewdness in the publishing
business. In such re-issues he had the original
covers of the single sheets redrawn in minature and
incorporated in the cover design of the compiled
publication as in 'Jullien's Original Polka Quadrilles'

published 1845 (Fig.12).

This is an entirely different music title design,

in which Brandard has arranged his eight miniaturised
versions of the old covers (including the four

previously discussed) around the title, which appears

in an unusual central position. The title and each
miniature has been designated a space to itself, by

means of a decorative black border which divides the
cover into nine small panels. Surrounding these panels
is a gold border which is less overpowering than the

one used on the previous covers. Brandard has faithfully

re-drawn the originals with only slight changes eg.

w
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THE MINUET QUADRILLE

COMPOSED FOR THE
COURT BALLS &
FULLY DEDICATED TO THE COUNT.ESS'OF

JULLIEN.

THE SUBJECTS FR
OM ORICINAL
& ANCIENT MELOD IS PRICE 4_’~

(Big A

LONDON PUBLISHED

; )
The Minuet Quadrille!

BY JULLIEN. 214, RECENT STREET, & 45 e
E s STREET

1845 Chromolithograph
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it is noticeable the dancing couple in 'The Original
Polka' top left hand corner, has been changed somewhat
- the figure of the man has been modified to a more
satisfactory positicn. In this instance he doesn't
look half so awkward. The cover is very well balanced
- in the panels directly left and right of the title
are placed the couples that are moving across the page,
moving now towards each other keeping the whole
symmetrical. Similar care has been taken in the
positioning of the other couples. The 'Opera Polka'
couple placed in the centre at the bottom of the cover
are the only couple dancing distantly apart. Of course

the Queen and Prince Albert are given the place of

importance, central and at the top. The colour has also

been as faithfully adhered to, as these miniaturised

versions would allow, solids and tints of red and blue

are applied in the same areas as before.

As Brandard continued to design titles for Jullien,
he occasionally varied the use of the border, using
more elaborate ones it seems when the subject matter
suggested it to him. But the thin rectangular line
border used in the following two covers, is the type
he favoured most frequently from approximately 1845

onwards. Perhaps because it served the purpose eif

framing his illustrations, but was visually quiet

enough not to dominate them, as the more decorative

border had in the earlier work.

'The Minuet Quadrille' 1845 (Fig.13) demonstrates his

early use of this thin line border. But because he

has merely changed the border and not the scale @il S

an abundance of space surrounding
it is somewhat akin to the olden=

illustration there is

the dancing couple and
vignette titles of the Gauci era. However, the

ARy
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'The Mazurka Quadrille' 1846 (Fig.14) but here the
rectangular space has been more satisfacforily tigie i
The title appears in quite large bold lettering in
a curved form and fills the uppermost space of the

cover which was vacant in 'The Minuet Quadrille' just

discussed.

Brandard introduces a second couple into his composition
in this illustration, presumably one of the other three
couples required to dance the quadrille. This extra
element serves to give greater depth to the overall
composition and also more visual interest. Brandard
does not devote great attention to the drawing of the
rear couple but rather has concentrated on the couple

in the foreground. The resulting contrast in the
lighter tone of the retreating couple and the darker

of the advancing couple adds to the feeling of distance

between them.

The overprinting of the pink tint on the main lady's
dress 1is very cleverly handled. Here can be seen an
advancement in the use of the overprinted colour and
of the white highlight which was attempted earlier

in 'The Queen and Prince Albert Polka' lithograph but
not quite as successfully. In this illustration great
effort has been made to keep the white of the paper
showing through so as to maximise the effect of the
highlight in conveying the illusion of the high sheen
of the dress's material. This requires careful thought
and analysis of the original drawing so that after

two successive impressions, firstly of the black key
drawing and thens of thel pinkitintedaneasiborhmsi it
allow the same areas of white to show through.

Brandard's care and observation are shown in the added

36.
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illustration itself is exquisite and gives a taste

aESthe extravagance Victorian high society went to

in dressing up for such grand occasions as court balls,

in this' case a fancy dress. The advertisement for

'The Minuet Quadrille! reads: -

"as danced at her Majesty's Fancy Ball with a
splendid i;lustration in colours representing

the correct costume of the perzod”.

This is a fine example of Brandard's accomplishment
in executing a detailed drawing, indicating great
observation. The rendering of the lace tiers of the
lady's dress is ingeniously achieved and gives a very

good impression of the type of pattern involved.

Brandard shows his mastery for drawing intricate details

of costume, the different textures and draping
characteristics peculiar to various types of fabric.
The lady's overskirt is obviously of a heavy satin
quality suggested by the angular folds which Brandard

emphasises through using blocks of black lines to form

the angular shadows which the folds create. Altogether

different is the handling of the lace, much softer lines

are used. Curved flowing lines for the hanging lace

of the skirt and short straight lines for the tightly

gathered braid of lace on the overskirt.

There is a change of method in the drawing of the

hair. short curved lines form the direction of waves
2

and ringlets of the white powdered wigs.

Three colours are used on this illustration apart from
re

the gold of the bender.  BUEianEpldeceNoiasthiclbeiae

Brandard now used a green (ki
The same colours are used on

along with the red

and the black outline.
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feature of the transparency of the material, in that

we can view the dark fabric of the man's trouser leg
throughaith

Having looked at these dance related music covers, it

'is noticeable that Brandard has a particular style of

portraying the human form. Generally, his figures are
drawn in a way so as to convey the impression of
daintiness and gracefulness.s This is achieved by ex-
aggerating the proportions of the fitoueel and WUsangan
almost uniform pretty face. Ladies are drawn with
extremely narrow waists, tiny hands and feet and

invariably with the head tilted in a coy expression.

This was normally the manner in which the female form
was treated in the popular fashion magazines of the

day. Fashlon magazines became common in England from
the early 1800's onwards and the majority of their
fashion plates were either imported directly from France
or were copiles of the French styles eg. 'Achermann's
Repository of the Arts' and 'The Lady's Magazine'.

These fashion illustrations had considerable influence
on the approach to other forms of illustration at the

time. Simon Houfe points this out in relation to book

Tiilustrataon ((220p 760 =

"The most persistent influence from France in

book illustration was and remained the fashion
plate. It was the only conszstently well
circulated medium for the British public to

become acquainted with French draughtsmanship

and figure studies unsullied by English alteration

or interpretation”.

ST,
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Brandard would certainly have been familiar with such
magazines being fashion conscious himself.

W.E. Imeson
(25,p23) tells us that Brandard: -

"was quite dandy in his attipe™

The society he illustrated (much the same people as

would have bought his music sheets) would also have
been the ones who poured over the fashion magazines.

(Eilgg15) Ssiam example of an engraved fashion plate
from 'Ackermann's Repository'.

es g ballilNdness
dated 1827.

Although many years previous to Brandard's
work it is typical of the kind of fashion illustration
which prevailed in the first half of the century.

It is very similar to Brandard's earlysitville S thicne ¥ iis

the same tiny waist, tiny feet and tilted head.

Later Brandard's treatment of the human form tends to

be much more naturalistic, as can be seen from his
illustration of a young girl studying a flower in
'Wildflowers Waltz' published in c¢.1850 (Fig.16)
Although there is still a romantic feel to this
illustration, it is not quite as far removed from reality
thielothers S ThereliisEnoNaEtemp ES oo ke R Ehe
sylph-like qualities of the former dancing ladies.
There is a good sense of volume andweight

conveyed
in this rendering, not only through use of better

proportions but by extra attention given to light and

shade in particular in the voluminous folds of the

dress. Also adding to the realistic effect is the

landscape setting as opposed to the mere shadow-

S8
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(Fig.16) 'Wildflowers Waltz' ¢1850 Chromolith ograph.
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Because lithography meant that the artist had unlimited
freedom in constructing various designs for visual
elements of the music cover (apart from pictorial)

le. the lettering and borders. It was inevitable

that these would be constructed so as to blend

in with the overall composition.

Brandard's use of this specially designed border

was quite tasteful. His design for Hollet Y eher s
Princess Waltz' 1847 (Fig.17) taking the form of an
intricately woven rose pattern echoes the roses adorning
Olga's dress. The border serves to steer thetitle

page away from the rigid boundaries of the rectangular
border, curving at the top rather than merely going
straight across. This curve is then followed by the
letters of the title, which appear on a curve both

side and outside the border.

Later again an 'The Rhine Polla!' 1847 (Eig 18 -8ous tule
border is used, comprising of symmetrically interwoven
branches around which is entwined a vine complete with
grapes. This design 1s characteristically in keeping
with the subject matter. Again it deviates from the
rectangular form by curving this time on the inside,
and on the lower section a panel is left open so that
the title can be incorporated into the design also.

In this cover Brandard has extended his illustration

to fill the entire space encompassed by the border.
This is an early landscape illustration by Brandard and
as an illustration to music is a step in an altogether
different direction than the mere dancing couples that

have appeared on previously discussed titles.
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Here we have an entire scene built up around the
title and giving a German backgound. There are the
village folk dancing in the open air elad in their
national costume: in the background is a glimpse
of the busy Rhine, and other features are the
ruins of a schloss (castle) on the hE NS ameE s thie
church on another further away “ait thel mhohit Silin
this illustratieny thetmain couple are conversing
in a relaxed manner; the dancing being left to
the group in the background - a different approach
in comparison to the other polka illustrations.
This from a wvisual point of view is far more

interesting.

This type of rustie, folksy scenel is quite typicdl
of the type of idealised images which were very much
part of the early Victorian rRemanticlispimats

In painting this was brought to its highpoint by
Constable. But it was also a strong theme in the
other arts; in music there was the passionate tones
of compositions by Mendelssohn, Schubert and
Beethoven; in literature there were the romantic
novels of Sir Walter Scott and the poetry of
Wordsworth, Byron, Shelley and Keats. Re-occuring
themes were innocence, purity and the peasant's
closeness to nature. Much of the popular music

of the time embodied the same sentiments: ballads
and songs were often derived from the works of those
in the literary field. Jullien based many of his
dance compositions on the works of famous classical
composers, especially that of Beethovan. Brandard's
style in drawing, composition and designing of music
covers is very much an expression of this Victorian

predilection for the romantic.

ho.
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The Suisg Quadrille’ 1848 Chromolithograph -

'The Swiss Quadrille’ (Fig.19) published 1848

embodies many of the characteristics of

the romantic
spirit:

the rustie border, the idyllic pastoral

scenes of village folk dancing and cows being
herded home and the romantic love scene.

This cover design is important as it demonstra
advancement of the border.

unquestionably the cover of
Quadrilles'

tes the
Its forerunner is
'‘Julliens Original Polks
(Eiiesil 20 blit Ehtic isho = as e better
quality than the earlier cover,

It also occupies the
full page.

The full page title, particularly of the
r shape becomes by far the most common
layout design in music sheet covers
middle of the centumy

rectangula

from about the

Brandard has beautifully executed nine miniature

landscapes, each Lllustrating antepiseder i the music.
They are titled (starting from the centre at the top
and working clockwise), Lake Lucerne, M

ountain Pass,
Avalanche, Chamois

Hunter, no title for the couple,
Village Fete, La Chalet, Storm and Mountai
Pon du Diable.

n Torrent,

The whole design blends very well both thematically and
as a composition The wooden border echoes the wooden

construction of the Swiss chalet. The lettering alse

has been designed in a similar wood-1like manner, so

that it is also in harmony with the COMPOSIEtion, yet

The border creates quite
pleasingly framed panels for the landscapes.

it remains clearly legible.

These in

turn form a frame for the central illustration of a
cowherd playing an alphorn. A nice touch is the placing

of the bowl of the alphorn on a corner of the border,

b41.
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adding to the intermingling of the design elements
and lending another facet to the three dimensional
illusion already suggested by the shadow in
conjunction with the border (most noticeable around
the letters of the title). But Brandard has cheated
here a little, the alphorn, is much shorter than is

musically correct.

The cover also demonstrates Brandard using a different
colour scheme and an advancement in his use of tints
and over printing. This is an early instance of his
use of a cream ground colour as opposed to working
merely on the plain white of the paper. This is a
device he used much more often in later years on his

music covers when his colour prints become more

complex and sophisticated. The device was by no means

Brandard's invention, it had been in use in lithography

from the early days but was not used extensive.ly in i
music sheet illustration until the 1840s. In this print

it is used advantageously, particularly to emphasise :é
the whiteness of the snow in the landscapes. This is ‘
achieved by scraping out the white highlights from

the ground colour and carrying them right through

uncoloured by successive impressions of other colours.
Brandard used seven colours in all on this cover,
cream, red, blue, sepia, black, and gold, each, apart :?

from the gold used in solid and tint states. s

The two music sheets by Brandard just discussed,

'The Rhine Polka' and 'The Swiss Quadrille' display
Brandard's expertise in applying landscape as a means
of illustrating a music title. Ln them cansbelsecnithiics
Brandard is equally at ease in depicting landscapes as

he is at drawing dancing figures. :
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A strong point in Brandard's landscapes 1is his composition.
A good pleoy of his is to place something of visual interest
at various distances into the depth of his landscape.

This is used with fine skill in the 'Rhine Polka'.

First our eye is pre-occupied with the couple conversing

in the foreground then at mid-distance we are treated

to a lovely arrangement of musicians and a dancing group,
this leads out into the far distance to the tiny

drawings of the ships on the Rhine and the buildings

on the far shore. Brandard's constant awareness of

the usefulness of light in an illustration, as mentioned
previously, is very much apparent here. Depth is

further suggested by this simple means - the foreground

is bathed in a splash of light, then there is a shadow,
next we have the dancing group in a bright space and

lastly there is the reflected light on the wivemw.  The

same compositional devices are detectable in the tiny

landscapes of 'The Swiss Quadrille'.

In later landscape title designs such as 'Ireland
Quadrille' (published by Chappell in 1855 (Fig.20)
Brandard confidently devotes the whole page space to
his landscape. This piece of music was composed by
Charles D'Albert, a German dance master and composer
working in England between 1816 and 1886 whose music
Brandard illustrated quite extensively. This
particular illustration is'a fourcolounNprini=Nveteh

a cream ground and line border, black, yellow and
sepia. It is an excellent example of the high
quality of lithographic print Brandard produced

in this last decade of his ecareer .’ "Itialseasyiite

see from this print the care Brandard must have taken
in having the surface of his stones prepared. Only a

very smooth drawing surface would allow such fineness
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of line and detail, and eveness in the build up ©of tener

The compositional devices discussed in the two previous
examples are successfully used here also. The sunlight
reflected beautifully on the water, is caught in the
sails of the boats, lights up the quayside row of
houses down in the cove and bathes the relaxing group
on the hillside in the foreground. It is an extremely
detailed print. Brandard is somewhat better at
capturing movement in his small drawings of figures
as can be seen in the dancing village folk in the two
previous examples and here again in his rendering of i
the tiny figures on the quayside, some strolling, some
busily at work and of the nicely arranged leisurely

group of ladies and gentlemen in the foreground. B

His handling of the small figure in the crowd scene

is better demonstrated in the illustration for 'the

Katydid Polka'! (Fig.21) published 185 Slinth sl

there i1s in the treatment of the crowd strolling in

the gardens, something reminiscent of the Flemish artist,
Pieter Bruegel's paintings of crowded scenes. Although
Bruegel's subject was usually the hustling bustling world of the
peasant, realistic and full of unrestrained movement and
Brandard's that of the etiquette consciocus middle and g
upper classes, both are careful studies of social
behaviour. Brandard's strolling, occasionally conversing
figures are, on the whole, very sedate and genteel.

There are some nicely arranged solitary and chatting
figures - plenty td keep the eye interested, eg. ,
the portly figure of the man putting his weight on

one leg while listening to his friend, on the far S
right; the sprawling gentleman on the bench and the e

little boy selling something or other to the gentleman, L%

—

i o o -
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left of the centre of the illustration. There is the

nice touch of the two boys chasing across the gardens

directly behind the former mentioned group. These two
have thrown manners to the wind and are out to enjoy

themselves.

This attractive print is worth noting for its unusual
layout and for the way in which the colour was used.

The circular format is another deviation from the more

common rectangular one. It is used quite regularily
in the second half of the century by music illustrators,

as is the oval or medallion format.

Although there seems to be at least five colours used
in this print which would suggest five impressions,
there is in actual fact only three impressions involved.

The ground colour is achieved by what is termed a
rainbow print.

Michael Twyman, writing on colour printing in the 19th

f
gl

century (47%,p4%4) describes this technique as a means of:-

"oroducing a multicoloured print from a single
printing surface by using a roller charged with

a range of variegated colours”.

According to Twyman this method was used occasionally in e
the 19th. century by both letterpress and lithographic @1
printers and could be practiced both with the hand roller

and on a machine. It was a simple and cheap means of

obtaining a fascinating result and was sometimes used o
in combination with other methods in order to reduce

the number of impressions. Twyman relates (47a,p4h)

Emait =
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"The technique was used for many kinds of printing

from the large posters of Cheret and others to
smaller items such as music covers and labels,

and in such cases it was often quite cleverly
disguised”,

On the cover for 'The Katydid Polka' three colours
are printed at once, cream, yellow and a .turquoise

blue, starting from the bottom of the PRIRTE

respectively. Out of this ground colour then are

scraped the white sections eg. the shirts and the:

highlights, as on the water. The next impressions are

those of the black key drawing and the third of the

seplia used in the shadowed areas of the grass.

In the inside of the cover of this piece of music
the title of the piece is explained:-

"The Katydid is an inseet of the cricket species
common in America. By friction of the wings
against the body it produces the sounds

'katydid and katydidn't' - hence the name'”.

Brandard's illustration of a warm summer's evening
seems very apt, as one would imagine that on just
such an evening, the sound of the crickets would be

heard quite frequently.

By the 1850's the Brandard and Hanhart team had
reached quite a high standard in chromolithographic
ppinting . IheNfullspapes illustrated music cover
being the favoured form of layout , from this time on-
wards, with the title of the music, the composer and
other publishing information being kept to the

minimum and taking a most subordinate position.

be.
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(ER500..20)) 'Jullien’'s New Caledonians' c.mid 1850's

Chromolithograph

Brandard's colour illustration for music sheets
dating from this period often required over half
& dozen different stones to complete.

AT the Great Exhibitien of 1851 helid in the Crysizail
Palace, London, many lithographic colour printers
of the day exhibited their work. Among them,

R.M. Bureh (8,p199) informs us , were the HanharEs

with an exhibition of their prints, Burch relates
B EIr

"The Hanharts had a stand with a good display

of their chromolithographic productions, one

of which 'The English Squire', by Brandard afier
Fred Taylor, was shown in all its progressive
stages. The jurywas so impressed with the
novelty of the firms chromolithographic

process of colour blending that they awarded

it a medal, though they considered that the
actual inventor of the method was Hullmandel,

who had died the year before'.

Brandard's work in the 1850's shows a great mastery

of the technique of chromolithography. Colour is no
longer regarded as a mere means of filling aligl =l

black outline, but also serves to construct the drawing,
this can be seen clearly in 'Julliens New Caledonians'
(Fig.22) c.mid 1850's. Seven colours are used Fen ehis
print, cream, brown, red, yellow, blue, green and

black. Each colour (except the cream ground) is used in

both solid and tint states.By
Brandard has achieved various
the different shades of green

dress, orange on the uniform

overlapping the tints
other colours such as
in the centre lady's

of the man facing out-

wards on the far right and purple in ‘the tartansonisthc

pight also. The additional shades of the same colour

eg. Tthe green,are used to form the shapes in the

il lustratien, in thisicaselte

form the folds of the

b7.
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skirt. The cream ground is used to give the flesh

colour, whereas in the earlier dancing illustrations

there was only a red tint applied to the white of the
paper for this purpose.

Brandard has incorporated all his skills into this

lavish cover illustration. Although he concentrated

on the drawing of the foreground figures, there is

a strong suggestion of a crowded room. This is cleverly
accomplished by ever receding faces and figures

lightly drawn and coloured, and by using a denser tone

of brown at head level behind these. Further depth is

achieved by ineorporating sthe achiteeturaliisettimnoss

The feeling that we are only seeing part of the whole
scene is suggested by the cropping of figures at the
edges of the print. This illustration is a long

way from the vignette style used in earlier music

sheet covers.

Apart from popular dance another great infiluencefon
popular music of the Victorian era was the immense
popularity of the opera both French and Italian.
Arrangements of the favourite operatic airs by famous
and obscure composers were all the rage. Brandard

was very much influenced by the operatic stage and
often illustrated such arrangements with scenes from
the operas themselves, rather than merely using a
portrait of the singer with whom the air was associated.

W.E. Imeson relates (25,p33) that Brandard's:-

"figures and scenes are oceastonally somewhat
stagey but as a matter of fact many of them

were sketched directly from stageland itself".
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skirt. The cream ground is used to give the flesh
colour, whereas in the earlier dancing illustrations

there was only a red tint applied to the white of the
paper for this purpose.

Brandard has incorporated all his skills into this-
lavish cover illustration. Although he concentrated

on the drawing of the foreground figures, there is

a strong suggestion of a crowded room. This is cleverly
accomplished by ever receding faces and figures

lightly drawn and coloured, and by using a denser tone

of brown at head level behind these. Further depth 1is

achieved by incorporating the aechittecturail ssettimpes

The feeling that we are only seeing part of the whole
scene is suggested by the cropping of figures at the
edges of the print. This illustration is a long

way from the vignette style used in earlier music

sheet covers.

Apart from popular dance another great influenceron
popular music of the Victorian era was the immense
popularity of the opera both French and Italian.
Arrangements of the favourite operatic airs by famous
and obscure composers were all the rage. Brandard

was very much influenced by the operatic stage and
often illustrated such arrangements with scenes from
the operas themselves, rather than merely using a
portrait of the singer with whom the air was associated.

W.E. Imeson relates (25,p33) that Brandard's:-

"figures and scenes are occasionally somewhat
stagey but as a matter of fact many of them

vere sketched directly from stageland rtse bl
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Charles D'Albert's arrangement of quadrilles based
on the airs from Giacamo Meyerbeer's opera 'L'Etoile
Du Nord' (The Northern Stax)(Fig,.23) is illustrated
by Brandard using a key scene from the opera.
'L'Etoile Du Nord' was first performed in London

at Covent Garden in 1855 and this cover was printed
in the same year or shortly after. The opera 1s set
in Russia during the reign of Peter The Great as
Tsar. The story centres on a Russian peasant girl,
Katherine, who dresses as a man and takes her brother's
place in the Tsar's army. She saves the Tsar from
disaster by informing him of a plot against him and
in conclusion, the two fall in love and are married.
Brandard has chosen the moment when Katherine is
stealtilyapproaching the Tsar's camp to tell him of
the impending danger, toillusiEratelithe musHiciilis
type of illustration embodies a different task to
that of the formerly discussed dance and landseape
titles., There is an attempt at some involvement

of a narrative element. This was not seen as the
function of music illustration before the 1840's but
as theatre expanded in the middle of the century it

became a great source of inspiration for popular

music.

In this cover design and in the following one, Brandard
used the basic rectangular shape for his illustration
but this time with a curved top. This layout design
evolved from the curved border types eg. 'The Rhine
Polka'. King calls this the overmantel type (27a,p267).
Next to the basic rectangular shape layout,. this

becomes the most recurrent form in music illustration of

the Victorian era.
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In"L"Ecoile Dy Nord" Brandard tries to i1nstill some of

the drama of the opera into the scene. But more

dramatic still is his illustpation for
c.

'Les Huguenots'
L85 SREE 1 ot quadrille composition by D'Albert
derived from an earlier Meyerbeer opera of the same
name. The opera, is based on the massacre of the
Huguenots in Paris on the night of St.Bartholomew's

Byesin SiiS7o Sl ace o illustrated by Brandard is

where the hero, Raoul, (a Huguenot), has heard of the

catholic plan to massacre the Hugeunots and attempts
to leave his hiding place to go to their aid.

But his fiance, Valentine (a catholic) implores him
to stay hidden, as she fears for his TLasFe s iin
Brandard's illustration Valentine clings desperately
to Raoul's arm, as he makes to escape through the
window. Brandard has Placed them in a very detailed
16th. century French interior complete down to the
lute in the lower left hand corner. .

The obvious function of this illustrated cover is to
remind the opera lover of a memorable scene from these
favourite operas. It would have been rather a novelty
for a Victorian to have a depiction of a favourite opera

INSIEESpe s seSisTont. G SR (27a,p266) of *theli=

"fine show they must have made displayed in the
foyers of the opera houses and in the windows

of the music shops. It is obvious that a
vignette title on a half page <llustration would
be as ludicrously inadequate to contain the
ample figures and spacious scenery of those
heroic days even as later for the pictorial

rival of opera - the music hall".
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- Brandard did not live to know the great days of the music A
g D bOPULAR MUSIC > B hall. He specialised in illustrating subjects derived
NEW AXND : ; : r
m?m"'m‘nr“‘fT —— from the opera and ballet. Most of the music with covers
8. s PI C EI [ I l by him was for perfomance in the home, by the family or
Pl \\\O FORlE A\D “\[L S[ S L . at musical i - ' ]
(OF SFECIAL ATTOINTMEST) _ solrees a market for which thousands of
Co Mis 3‘}“’“5““’ the Lol ’Lw"f“m"r music pieces were specifically written. Brandard's
112 GRAIFTON STR FTT DULLI\ : ] ; i
SONGS. : _ public were mainly in the middle to upper class
. We Toapexes 3 4 : y
(im0 B RUIEDELEART, (Onen s A Ll e bracket. An expenditure of three to four shillings
GOl oF MERCY. G R. . Hagvey 2
RUST No MORE IN THEE, § = . !
Lot TOSSED I'POS THE HEAVING WAVES, < - on a single music sheet was far beyond the means of
o " ‘1\ HEART, (Comr v-ul exps sty for Miss CM‘H}:"E\E H\\rz an :
her with - . . i
ion to Tlame of 1y [Hear . the working class earning en average less than a
.;rl\\(:rh m:] turcd appl: e g g g
i Lx‘aLTO(\RULI\ (lEish Son). o i J”fr;'?\!--fn- pound per week. Brandard himself made quite a good
'HIF aJl.I' ) Eos o - 4. ANl ; 3 : : . ;
O e 7 living from his music illustration. Imeson relates |
Al e wen e wee s wen ER 4 . |
FIsHLR'S WIFE, = 5 4 v 3 . .
LLOVE TUEE. Searads - that "his fee alone for a 'picture' was sometimes as much <
THE IVY. e meurs ttache, - e
ZILE MO CHORDE, { .l-hl. g . <
4 THE BLIND GIRL'S SONG, o i - as twenty guineas” (2535p23PN Z
PIANOFORT.J I\IU:JEC. — :
RATHLEENS DREAM, (Dedicated to the Fard of Carlisle,) ... KLk 4
PENSLES IIEUREUSES, R Uiy R 1 %
POLKAS, There was no shortage of work for him, being called g
FHE CUNID, (Dalicated to the Mi-ses Talutean.) ... e R. F. [Tz v ; - ; A .
?,’,?; ll_\Lg-I?;“:F'I‘d;:;_‘;'i;"”‘”"*I’Lii“-‘:i."lw!l:-.‘-"-u:;::su:lC!..r:m.!-uzl.J ' : upon by numerous publiasherns™to ‘design“EiiEles Forihesns
THE MYSTERIOUS, ik . . . ¥
EALENEGALL, ¢ o K publications. Apart freomtdullien there was Chappeiil i
\ : - o OilLLR = i
VICTOR EMMANUEL e - 1 ¢ : J n e
J ; QUADRILLES. WAI Z S &g e : and Co. (est. 1811 tel the present) , CharlestiJecimrems
‘_1- - e
W NS ROy 0l { ‘ : . i . )’1-‘
”E‘I‘I;"};:i‘u- [l{lrl?l‘f . J:rlt!;le(“m“u”"-- \::r'.;n:ni!-r]. P v (1835_99) among vVarlous o.thers. HlS Helies Wes alSO :"
W, DO, (2ad 5w SOLO, e e e = : : 3 ; ;
.,,‘;‘(ul“‘\’”,_17,;,-.”"' Bl S G ] 3 7 known in Dublin,as a great amount of music was imported e
R DE CORK, WAL1Z S e . . i
Y WAL, (D ol b5 sie Hhm ) B there from England. The Dublin publisher Samuel J.
b w1l (U ficated t) olis dHerie g . Phaifurne Plee L
\RITELL LOI G‘A G‘?S m Pigott then at 112 Grafton Street (c.1836-1866)
DARIEELING A D AR ienen of i : y 3
e L iy | i o ol advertised music sheets as 'beautifully illustrated by
zvow PUZLISIED. ¥ NUMDE EILLIY ; 1 ) - -
SIS Ao 15 17 mr v o \.__--E:-S‘fmcz‘)ms SIS CEL Brandard' and 'Zllustrated in the first style of art by ,%
5 ,|_C, M_[_:_‘ /—J;ﬁ._) \ 3 ( i Brandard (Flg.2 ) LS
: MERAMGED 101 TIE pri3opy: a1 Ay '}-“
i l,‘.::;: : - %
et Y ! 5 § i . ;v,qj ;
°‘¢ : . The Victorian music publishing industry was indeed ik
e s - prosperous as the prices would indicate. The enormous e
- TIE WHOLT inp spgeen o S e 1z e . : : , : 28,1
£ SCUND =1 onzew aup corp, DRICZ 12, o4 revenue obtained from a very successful piece of music
‘ often selling about 200,000 copies, allowed publishers
(& = ) . L} < Fe S -
nEEE 25 S ggrettigoment List ovin » to spend generously on 1illustrations for the covers
e ERTRLA 8E S podnsod on The hae
OF ES e i el e e msc Rt O SE Be b S el - : o &5
[ SEeet DUBISched by Samuss . R. Pearsall points out (41b,p89) that;
g | E = E . 7 e 1 g .
n"publishers who succeeded in reaching the drawing-
' room audience were certatin of a rich haul.
- > . ~ 7. ® -
: Enthusiasts would happily pay out four shillings
: o : G 5 ' n : : T
' for the latest ballad and it ts taerejore understandable




- CSNHNOR AN SREET

NCLE TOM'S CABIN

Hm §mA OF GLASS.

R’ 8 .
33N £
-_,:;,‘-. s o
SN -' T,
NS —
\

s =2 g
- T o
AT T % ey
- = z s
- 'n.‘_’ff‘a" o = s z
ey e s e "bf__ e
I .‘éf“". it ot

,

K 7 bl T Do f/m/t S
Yo c A\ B U= W o

COMPOSED BY

SUEPHAY GLOVER,._ CHARGEY SEFFERYS

e vt it N S " (s 2

S0

that the publishers laid out large sums of money
on promotion”

1 : . :
Brandard's work must have been a regular sight on the

drawing-room piano. His illustrations of gracefully

dancing couples, serene landscapes and romantic opera
scenes reflected the sentimental and romantic themes
which constituted popular tastes in both song and
dance music, particularly in the first half of the
nineteenth century. Songs with a romantic flavour,
such as those written by Charles Jeffreys (a notable
publisher of music from 1835-99) were indicative

of the type of song very much in vogue-at the time.
Jeffrey's song 'The Sea of Glass'! (Fig.26) was

based on: Chapter 228 of “Unele¥omishCabin NEERNEE
Stowe's book appeared in England in 1852) and is

a duet between the characters Teom and Eva. Brandardls
illustration is a charming interpretation of the

sentiments of the song. The first few lines of which

1GRLLD e

"Eva: 'And I saw a sea of glass with mingled
fire. Look, Look, ‘'tis there wponsthe
lake I see it now. There golden beams
of day shine out upon the sparling wave,
Til like a shzet of flame the brilliant

waters glow'.

Printed on the back cover of this music sheet are further
examples of the type of lyrics that were common then,
@ER 0PSO )R
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NLW SO\TGS CAVATINAS AND BALLADS

PUBLISIIED BY

CHARLES JEFFERYS, 21, SOHO SQUARE, LONDON, W.

WEEPING FOR THEE,
Putry by SN, Ehrisgras, jow,—Music b
Busy by MISS THERLSA JEFFCRYE.

Weping for n..muk willy tiar,
\lhﬂl-ll

ne )

8 picasare. a6 prare ot e,
W, aks ¥ wevping and maiching kor thee,
Werping tur thee with an aching br
Wi ne noiid lics bk

Whem even

4 thowaht me fair g
cheer and ha word tn bless,

h'(nlnuu-n
Ntk sndl do 1 3,
wh

Icc 2o Poar Faec

COME DACK TO MY HEART, LOVE.

Werdi by (s deferysmMusie by Charies IT. Gloerr.
Swng by WIS THERESA JEFFORYE.

ave, for [ am in oo,

LS dimm o[ he marven!
way. any b '

at | burre: 4 bricktaras,
the Jight Len

L.m-un.nu Pl dery
Corme baci. or | rarvly shall dur,
Avourserm teturn, () Dermat, ¢ome bomae |
Ilﬂ\nﬂ_ come back or '] due.

oo, there in but 8 iladow,
sl vea cmce lov'd lo praiee |
L ke the lank focm Uiat strrseh’d oter Lhe nowsdow,
Whe d i the sy

Mal saly retwrn sod Ll crase myp
Jwud iwmd i 1he Bowre now droe:
W hrm y om are (B sem

There wea'

u..l.-..u iniae,
be B 11sen, lote, of tlears that are poee
eome, or | wrely ahail din,

@ rturm, O Dermet, eame '

) Demina, come baek wr 1l die,

Pascc 2a Posr Fues.

TOINKING OF HOME.
Westtew by Charles Jofoeys,—Compmand by If. Miiterd
Beantifully [Hastrated,

deek,

exnail s,

o
wiing of hiwe, 30d 1he dear cacs Lhere,
Tl L the Seitdrope o)
i6g in ldnce & fervent pray'r
Lowy.

For 1he (riends of
b tinking of Aome,
Father sad wother, and ister derr,
wy waking dreams,
oure a2d | sov a farv,
That io oo lile an Anerl seria,

e
Ft tlw aakr ol Uoe hicd bearca ihere,
Munr o niahl. many a wighl, 1hiniing of homs,

Parce & Tust Iree. L

", Glarr,

i Tae neherina

TIE GEMS OF THE GARDEN, TOE UP IN THE MORNING OVER TIIF

1 STARS OF THE GEOVE. MOUNTAIN.
L Wards by Charics JoforgemMorse by Sicphen Gloser T
Beauiifally Jlnatrated ta Colours. 1¥vitten be Ukas, Jofers, e by M Ruin

(ome with moe 19 the ol where e aueet-brier
The grecn bedge wbere b

The Felda from whave verdare
\\.«h.u....uumu.(.am
The carth

Sung by MIBS TIICRESA JETFCRYS.

ds At up,
|rkll4.|llrlrup.
dour like atars they illume ¢
7 and Pettue *
They are abion'd in Ainduces aed scatterd i love,
Thee gemi of the ganden, these 1213 of he grove.
Authe baw ia 1he clonds hoes ef (Le Bow's,
Loare emblama uf fute feoen e tame Mighty lun's ;
ﬂnr 10151 of Liden oy 13 eur eyes,
Le Paiubow cf inarey atill speus s froem 1he sl e,
Jorely, by dvv acd by might,
% charnis and new bevaties break f1eth oa our
TLew il pracae be1a Ilivn b btk Cotvond
.| These poms of the gardem, Ustse stars of the graw
i‘lf(: L I'osr Farr

1wy the fouac
* haily 1 sing iny tyundelay,

ef and v
Rie baraig me,

AWAY, AWAY, O'ER THE el el
TRANQUIL BAY. iy 1
ITasds by Chorkes Joferva—Masic by Sirpien titerer, I'rice L. 6d. Pusr L
Deantifally Illsstrated 1a Colanrs.

o from the 'mwlhr. Tho Bong of TIE SUMMER HREEZF.

v ke oc s i IWrirtrn by Cbar, Jo ey

au ft

? rrey
1o v the thores of koo
Tl « blow, |r|1:l\.lwu-l .
Spite of winds and watery” din |
Lile the Latle e
24 vy

sleep,

e at bowe,

'
[ee rL.ﬂllhl 1Pr st drompen g b
Then ol 10 (e moartain aed uset Lee e

aad Lew uad |he teurs,
Forf (he aair of that Sabercrvm |
heund & peaye—

!

kg

wakend by e
tare mlemare | paam,
I the arove, o U garidew, in b bd, 3ol oo fursm -
16t (hu da
Jatroen

b eneh v,

1 light the burk 1

ABY never mere did (b2t bark reach
14 rests in the stark deep wa,

Down, belaw, v

) SUNNY SEVENTP.EH.
o Lt ol Wards bo (ks Jodry
Leightly dorwn

wis dhimmg abore,
Likea Jeeel in llvrn “ cromu g

£ 1Fou

Le,
And his nels are mow spired 130 1he bairnica’ Lresd,
here barvest borae the meas -
e Ard riake his Lrart reyoe,
| Pils Ko mick et
ok b boe 4 ice
h Alice wcar,

TIE DEAR DELIGHTS OF IOME. |
Wods by Conrlis Jofrvus—Musie by Edwars . Himp, |
'l\'l-«a‘(hl. 1

xea 1 e seesma (o g
-wlivllvlrv‘-(ud-ln ! Whear'ey sbe ohe
Avd my spirit seema to w .
To the hoce W grares o | i
With & smule abe g
While | Lresine 1
lim

iy alura
bouent 1 Lride 1

\J..iln.!u e Ve
el ragimes ditide s,

Let roe be a deraseer sull.

o~
biniie Lo,
+ale bty e
Toms!ive Iozht neud Jame
O emomyiceaters:

Fane 2o €4 Posr Facr.

Yet1m thosght {1y
Mid the dear delig
1

VOCAL BEAUTIES FROM VERDI'S "IL TROVATORE,”

WITIL ITALIAN AMND LNGLISH WORIS—THE LATTER OY € HARLES J)
Na n-r——-uhu-m s &0

: P
[ M0 L2
b Lwes pear, bl ] wea happy .. A e
toar per
Tiort tames wers raguag . . 24y

Nim e tmra

TERYS,
No 6 Breeseol henight ... ... 0O Nall.. Weepeag babold
* U mor mat” alt peer, “M
e Lulyln.u- i 20 11, Sunke dewn that pyre
“Thew rle e ia terra,* “ 1y
. MuﬂLu‘nﬂ.lﬂn‘wmﬂ L it nuu-flmnqu-nq
La bt * !
' lhw]nd. adlndlvene . ! o6 i lnl-nu-u-um-n-u.
Tatere oo e, SN et e
0 AN thwmd\u—t— Pt 13

: Lllhl-l-"\uuh‘—hn'rl
AT (he b naorte T M b reae

S L)) Rear
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cover of 'The Sea of Glass'
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ﬂ A SELECT LIST OF

NEW AND POPULAR VOCAL MUSIC,

rupLIsuED BY

49 & oO VEW BO\D STREET.

If we look at the titles of the songs on the catalogue
advertisement list of Chappell and Co. (Edg: 808Y
it is quite ebvious that the music is elosely linked

3 CHAPPELL. & CO.,

to literary works also popular at e time. Among the

Titles listed in Chappell ‘and €o. 'c  ilew and popular

e “ 4 | graax ooy
o ki CLOCE OX THE STAIRS
ol " 10 THE OLD
e T e : h Sl
-] CXWARD, EVIR, ITIR. Wallse. FOOTSTER!
S H}"::le o i hr 2 . 20 | gy BAINY DAY m\'lmn
TSI RN m Taled 0 §TARS OF THE 8UX
CTLATEX m}'mﬁ = X BRIDOE (I §TOOD OX THE BRIDOE AT xu::mm
e = - = Mastrated by B,
The Mzee by Howasd GLOVER «onvenee

ra. Noxrox. The Mois by AW,

Vocal Music' are two songs based on works of the same

name by Tennyson, 'Maud' and 'The Charge of the Light

o Sange are leagisfully
i T P ovurciiuw,  Lie Muks by Austs Lasiox.

= . oeda arxxen. The. { ; i | |
: : *JEE:wgﬂiiﬂiﬁ .............. ’“‘wm e B Brigade'; 'Near Thee, Near Thee' is adapted from 'The
SCKXICIT CAXTS FSR NI Wricten 12d Compoard by . Tovmea .. 3 © X00N! ABOVE XE BEAXIXC. ( Ak che La morie) 14
£ onds rom X3 De¥ . Do miei Lollenti AIFiLE] wunesersnsemsnneeesaneees ¥ i : | &
e T Corsican Brothers'! a melodrama by the Irish playwrite ,
€0 ¥TL RATTT DAT. Tha Wors fum Dina The 3ot L’ . o | WHIRE LUTES ARE OALLY S0UNDINO. (Liliamel......
nmm.l """"“m‘ 3 ‘ WX DEAR HOXE {DiI'mceasa). ek . . . ' . i h
—=== R ;wwuiifév"T"iZJZkﬁm'w‘ DionysiusBoucicault. There is a selection of songs from
................. 20 rariata, com = i |
oo 0 S s e e Verdi's opera 'La Traviata' and one from Balfe's
ex1 ¥O NOXT OF XE. Wrine by Dirro. Mesie by Drrro 7 0 ' mli:';;:l:,,“,u.nm R ‘ ; : . |
e s Bt 0 | L S T T e | 3
2 0 ! 3T THE TADING HULS OF TWILIGHT. Ta the fascun of ! 4
' Tic ¢ Toc. ArLlplAllnLnnh Worde by G. LISLEY on0 o oA B 1Y
i 2 0 | DRIAM OF EARLY JOY. To the popular Air of Sear

Adsgaed 10 Englsh Wonls by U, LINLEY -ccniccrannnnrnnnanne 20
20 | THE VIOLIT OEL Wrico L,- Deswuxp Rrax cm,....l L]
i 0. A MicPAMEX Luusea 1w

This type of musical material was regarded as socially f%

IESOX! LOE WOULD DINDIXD KR DARK

Pepalar Loure., Secend EUlrm cveuiassneesenns 10 | TEE MURXUE OF THE RRTLL Nor Edice, s ‘:‘:T:L': ; . 5 : .
mn‘;ﬁﬂﬂhmuhﬁmuuqh U T L B acceptable pieces for refined and genteel drawing-room
G. Loat . e * © | 7mz cmAROZ OF THE LIGHT BRIGADE The Wonls by A T
unnmn:: ":L‘f&‘h?."f,“mcﬁfsl"f 20 . sow, E3q. Moso by Mes. W. IL Uwex, the '-mrwr of the erfo rmance _[ t d E h : T [og >
L e e e P . made up the greater section of music
:: i ':":" ik o e i 38 , TEE XUNC OF THE PAST. Bulul Sangwich A #
e el e & G e : . : % ; ‘
Twnsse Wrsism by G, Lousr, Compomed by C. Tanics oo 2 O ublished in the earl art of the century. Popular
TJUANTIA, 2 Bpasich Balad. Dy the Hox. Mas. Nootew. Thind Edition 3 0\ yryy | fuverite Song by G. LISEEY aevevnnn !

O I et e A LD CHEZZ, 3078, CHEIR. flzaer Mussuas. Tecenrierh I

oo e By e Mirma. Tho hemmresiment by S0 L Do Fik Fdiiee music became increasing diversified as the century wore S
waus v Ty et 8 Bk o i b s, T TR e -
3. e, b B g 3 0 || ¥ EALLT DY TIE KORKLXD, e o i on and as shall be seen in the following Chapter, the e
{ m:.?:::‘_f‘h:‘:f‘; A ) ' THE MORFING STAR. Words and Mitne Ly the flux. Mas. S .n . ; . ; B
fi e e e S 1o | metox Vit s o comie and topileal seong beeame sthelnsged .
5 & | veicx or xuuc. Ditzs Do F 1) §
; THE HON. MRS. NORTON'S SABBATH LAYS.
! Reatifully [lustrated.
. i TEANEEYHCE . ... ..., s BE e ORAYE S e SR e Nty e 1o ; g
; Jowrx L L, ....,...,, L AR 16 © OLDUTANT RTARS . .. .. ... .3 et
i ABRIOX . . . .t BT 5l g ‘.96 | NOT LOST, BUT GONE BIYORE . . . . i . .. ....: S
1 In Ozs Book complete, 10s. €d. | %
! NEW VOGAL DUETS %
e g ot A At o B A PR 3
s e e

CHOAPPELL & CO.,, 49 & 50, NEW BOND STREET.
Pianoforte Warerooms, 13, Georse Street, Hanover Square.
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CHAPTER FOUR

The Influence Of New Forms Of Music
Entertainment In The Second Half Of
The 1 9th s Centuby..

In this Chapter I will discuss how the evolution of the
music hall brought comic and topical songs into great
popularity and how they in turn formed a large
sectionof many publishers' music sheet publications
and gave rise to a new vein of music illustration

with a light and humourous flavour.

54.
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CHAPTER FOUR

In the second half of the century new types of song
became popular. There was a greater diversification
and variety of music available to the public. There
increasingly became less of an emphasis on serious
music and more of a drift towards lighter popular

music. R. Pearsall informs us (41b,p12) that:-

"The most prominent feature of the 19th century
musical scene was that music was not department—
alised and a man could go in one evening from e
a ballad concert sniffling over, 'Home Sweet Home ', :
to a promenade concert revelling in a Beethoven e
symphony onto a musiec hall, joining in the chorus
of a ribald ditty and back to a musical evening
in the home where Mendelssohn's 'Songs Without
Words' - perhaps the most popular piano music
ever published rubbed shoulders with 'Champagne -
Charlie’" i
Comic and topical songs, especially, became very popular.
The most important factor in this development being

the rise of the music hall 'star' who was idolised in

much the same way as modern pop singers. Another was L

the £lourishing of the operetta, a light formiof¥epen:!
with spoken dialogue,, songs and dances. It evolved in %V
the 1850's from the French opera comigue such as those by e
Gaetanno Donizetti and later took the form typified by wi;

the operettas of Gilbert and Sullivan.

By the later 1850's the first musie halls were established
and from this time on they increasingly became an
important influence on popular music. The music halls
evolved from three early types of Victorian entertainment

places. The song and supper rooms, the variety saloons
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and the tavern concert room. Profits in these
establishments came from the sale of food and
drinks, the entertainment was provided free of
charge and women were generally not admitted.

In London the most successful of these song and
supper rooms were Evan's, The Coal Hole and

The Cyder Cellars. An idea of what the latter was
like can be gained from one of its advertisment
posterses (Fhign 289

It was along these lines that the first music hall
proper was set-up by anenterprising publican named
Charles Morton. He converted his pub 'The Canterbury
Arms' into a music hall in 1849 and as in the supper
rooms the admission was free and ladies were not
allowed. Later in 1852 he opened the 'Canterbury
Hall' to which ladies were welcomed despite
puritancialy crifieism, and an admissien of ¥sisc

pence was charged. This hall was so successful that
in 1861 Morton opened an even larger music hall.

'The Oxford' which cost over £35,000 to build.

By 1860's music halls had spread to many parts of
London and indeed to other parts of the country.
Briaam Harrisen (12 ,p174) in his study ef \Vileteorian

entertainment relates that:-

"By 1866 London boasted 23 music halls.
Outside London there were at least 300 in
1863, iZncluding 9 in Birmingham, 10 in
Sheffield and 8 each in Leeds and Manchester.
By 1908 there were as many as 57 halls in
London attracting groups well below the
theatre goer in social grade: as a printer
informed a parliamentary enquiry in 1892,

et s tol the muste Halls thas thevast

body of working people look for recreation

and entertainment!.




CONTINUATION SHEET

SRR NS SENRENENENEREERERD

Variety entertainment was the emphasis of the music
hall, a typical programme would consist of song and
music acts, dancing, balancing and trapeze,burlesques
etc. In the early musiec halls these could be enjoyed
while at table to which food and drink were served.
They attracted a cross section of society but mainly
the mid-lower classes. The poorer classes being
jammed into the galleries while those who could afford
it filled the better seats in the lower part of the

auditorium. Pearsall points out (416 ,p42) that:-

"As the music hall developed from its small
beginnings so did the audience change. The
song and supper rooms had a clientele that
was middle class with upper class slummers.
While the music halls catered for the whole
soctal spectrum, the make up of the audience

varying with the site and size lof the hallll:

The music hall songs had a wide appeal, dealing with a
wide range of subjects. They covered subjects i.e.
current events, famous people and places (which had

for centuries been dealt with by the lowly street
ballad, although in a much cruder fashion) and of course
inevitable subjects love romance and marriage.
Popularised by the music hall artists, these songs were
often witty and catchy, and were in wide demand for
home performance. There was a great flood of such songs
published from the 1860s onwards, however, it was not
general music hall audience who bought the music sheets.
Although they were more cheaply produced, printed on
lower quality paper than those worked on by Brandard,
still even at the reduced price 2s/6d - 3s . they were

prohibitively expensive for the working class . They were

5i/:
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. 2.SOLD AT HALF PRICE[

ﬂhmgad In Colours by the claverest Artists of the day.

B ad ;naﬁmthspoon. Sung by M.
dxom Lo 3 0 A Nowusx L'Faiunj-.: .‘j 0

| e e :
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bought by those who would never have attended the
music halls, as they were considered beyond the pale
of respectability. Especially in the early days but
they gained some status when towards the end of the
century they received the patronage of the Prince of
Wales. Their appeal was in the catchy tunes and the
humourous often saucy lyrics. Catherine Haill explains

(20, p5) thata=

"the mazurkas, polkas and waltzes were tame
enough to be played by the most sensitive
child learning the piano but her father
might have bought copies of the racy songs
sung by Leybourne and Vance to amuse his
friends after dinner, He would mot have
visited the music halls particularly in
their early days but the publication of
the songs performed there made:a rather
risque form of entertainment available to
a much more 'respectable' audience.

The music hall 'stars' or ' lion comique' as they were

known were great favourites with the music hall

audience. Their act consisted of song and comedy

Among the more successful performers were

dialogue.
(both mentioned above),

George Leybourne, Alfred Vance,
Arthur Lloyd and G.H. MacDermott.
could earn as much as £100 per week, an enormous sum

in those days, and often played two or three different

These 'stars'

music halls in one evening.

Allook at the dist  of iseng stitilicsisissueciinizhcic iy

1880's by Charles Sheard and Co. (a publishing firm
established 1846) gives an idea of the nature of their
songs (Fig.30).Subject wise they are guite commonplace

and down to earth, dealing with such everyday things as

58.
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running for a bus. Social commentry was another strong
point in the songs of the music hall 'stars'. As Tony

Locantro points out (13,pi4)

"Leybourne and his other great music hall contemp-—
ortes, MacDermott and Vance became through their
topical songs the spokesmen of the people on
matters of the day; in their time the music hall
became a medium for contemporary soctal comment,
a fact not always liked by the politicians and the
establishment. The popularity of the Lions
Comique was so great and their influence over
their admiring audience so strong that the Lord
Chamberlain was powerless to curb them even when
their songs criticised the police or challenged

other forms of authority including Parliament

Ttselfills

Humourous or truly topical song titles were not
They were widely published in the
The heyday of the

of Brandard's work.
decades following his death in 1863.
But for Brandard's successor, Alfred

music halls.
Much of Concanen's

Concanen, they were a regular subject.

work stretching between the late 1850's to the early

1880's was in many ways a chronicle of the music hall era.
It featured portraits of the lions comiques and illustrated
He was an extremely versatile illustrator

their songs.
style for his humourous

adopting a sketchy caricaturistic
titles and using his realistic drawing skill for slightly

more serious ones. Whereas Brandard had given us an

insight into the society of the upper classes, Concanen
shows us through his witty representations, London sireet

1ife and its many characters. Although Concanen's style

is in many ways different to Brandard's it shall be seen

that he uses much the same layout techniques as those

established by Brandard.

5
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The Illustrated music covers by
Alfred Concanen (1835 - 1886).

Concanen working between the 1860s and 1880s was
a true chronicler of the mucis hall era. In this
Chapter, I will discuss how Concanen as successor
to Brandard, continued the standards established
by the latter while using a lighter, more
humourous style and attempting a more indepth
interpretative form of illustration of the music

or song.
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Concanen portrayed in (Fig.31) was born in 1835,

of Irish pavents, originaliy from Galway.' It 1§
unclear whether he was born in London or in Ireland,
but he was working as an illustrator in London from the
1860's onwards. He produced drawings for various
periodicals including the 'Illustrated Sporting and
Dramatic News' on a regular basis. He also
illustrated books eg.'Carols of Cockayne' by H.S.
Leigh 1869, 'The Wilds of London' by James Greenwood
and he also turned out the odd pester. But it is
association with music sheet illustration that

Concanen became better known. Imeson writes of him

(255D 28—

"He may be described as the last of the 'old
masters' of musiec Tllustration. * Im Ghis
branch of the art he was a worthy successor
to John Brandard. Whilst undoubtedly the
most prolific, Concanen was perhaps the most

versatile of the music illustrators proper”.

Tn the twenty years or so of Concanens illustrating
career, he produced an enormous quantity of music
title covers. But he often worked with partners
especially early on. The earliest music cover
illustrations by Concanen are signed 'Concanen and : o
Lee'. These were published during the period when -

Concanen was working with a partner by the name of

Thomas Wales Lee. Lee's talent Imeson informs us

was in designing ornamental lettering for the music

titles.

The title cover for 'Polo Lancers' (Fig.32) 1s an Bl

example of the work produced by the Concanen and Lee

o

i



by ¢

CQEE

g i t8)

i
%
1]

partnership. This piece of music was inspired by
the new game of polo, first introduced into England
in 1869. This cover illustration is quite original
as regards layout: the title and the composers name
are as much part of the pictorial image as the polo
players. Every effort has been made to blend the
two elements of the design together. The ornamental
curves and serifs of the letters being repeated in

the border and surrounding frame.

Every space on the sheet has been filled intsthie
indicative Victorian manner. The effect of which
tends to be a little overpowering. Fortunately,
Concanen generally adheres to a more satisfactory
layout (in the style of Brandard), in which the
illustration takes precedence OVer the lettering of
the title. However, in this example a taste of Ehe
vitality and l1iveliness that Concanen could instill
into his drawing is given. The enthusiasm and speed
of the sport is well portrayed in Concanen's
characteristic sketchy manner. A nice humourous

touch is added in the drawing of the two tiny horsemen

riding in and out through the letters of the word 'Polo'

A third member was later taken into partnership by
Concanen and Lee. Their music j1lustration from this
period 1is signed, 'Concanen Lee and Siebe'. However,
the partnershlp did not last and after its dissolution
cach artist worked for different firms. Concanen
continued to work almost exclusively with the printing
firm of Stannard Sl ey, IS LI, WS later
changed to Stannard and Son and were located at

7 Poland Street, in the heart of the music publishing

business area of London. Poland Street joins Great

6Z.
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Marlborough Street which was then and remains a

neted area of musie publishing establishments.

Concanen was eéXtremely adaptable as an illustrator
producing when the occasion arose an appealing
realistic type cover, and at other times a detailed
caricatured scene inspired by a comic seng..  He
could turn his hand to a wide range of subjects eg.
portraits, townscapes, land and sea scapes, interior
scenes, theatre (costume) and fantasy. Working on
a realistic type cover with a non-humourous kel
Concanen could produce illustrations of a quality
equal to Brandard. Although he had not quite the
expertise of printing and lithography at his disposal
as Brandard had with the Hanharts, Looking closely
at many of Concanen's prints the registration is

not always as perfect as with Brandard's prints and
it is doubtful that he was as concerned with the
careful preparatienteof his lithographiclstonecs;

the grain giving a coarser texture to his drawings
in comparison with those of Brandard. However, he
had the added advantage that by the time he began
using chromolithography for his illustrations, much
of the early ground work of the process had been
covered. He didn't have to go through quite the

same pioneering period as his predessor.

The cover design for 'The Lookout Quadrille' (Fig.33)

is very much in the Brandard style. Here Concanen

has used the overmantel type of design layout, such

as Brandard used in 'L'Ecoile du Nord' and 'Les
Huguenots' (Figs.23,2u4). Surrounding this is a thin

line border which Brandard used quite often in his later

work eg. in 'The Katydid Polka' and the 'Ireland
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'Quadrille' (Figs;20,21). This full-page overmantel
and line border becomes a favourite layout form for
Concanen, although sometimes he substituted the over-

mantel for the basic rectangular type.

This attractive print has been cleverly composed.

There 1s interesting upward and diagonal sweep of the
mast and the rigging with criss-crossing ropes behind.
Confidently hanging onto the rigging we have the lookout,
keeping an eye on the development of the brewing storm
in the right of the picture - suggested by the black
clouds and the rough seas. Although we see nothing

of the ship except a section of the mast and rigging
feeling that the sailor is high above the deck and the
water, is quite strong. Adding to this feeling is the
clever inclusion ‘ofidal seagulllbellowmthcia Rty pe s i tien
of the lookeut. ThebirdlisireducedisedlicSsuamasiESlERaik

it is closer to the deck and the surface of the sea.

Concanen used five colours in this print, green, light
blue, dark blue, cream and black, but he completed the
print in four impressions. This is because Concanen

has used, as Brandard did in 'The Katydid Polka' (Fig.20)
a gradated rainbow ground, here it is composed of two
colours, pale green and blue. Out of the lithograph
drawing for this ground print he has scraped the white
of the lookout's bellbottoms, the moon and the surf.

Gaps were left for printing in the cream on the look-
out's hands and face, and on the mast. This was probably
printed next, followed by the dark blue and the black,
The 'rainbow' ground print was a favourute technique

of Concanen's and he frequently used it in his music cover

illustrations. &
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The drawing in this illustration is as deftliy handled as

any by Brandard, though the line is not quite as
controlled. Concanen is much more concerned with
capturing movement than with precise controlled
drawing. This is especially true of his later work.
Admittedly the time at Concanen's disposal to spend
on a particular job would have been a decisive factor
in the amount of care he took with each drawing:
judging from the sheer quantity of work he produced
he must have been under heavy pressure to finish
drawings from time to time. 'The Lookout Quadrille',
obviously was not one of these hastily drawn jobs.
Similarily in "The Piano Girl! e 1879 (Ejet 3t
deal of attention has been given to its execution.
This 1s somewhat reminiscent of Brandard's dancing
figures. There is the same graceful movement in the
girl's pose and a similar positioning in space

together with the background shadow.

Much of Concanen's work involved illustrations of the

music hall 'stars' themselves, in full length portraits

as they appeared on the stage, often in“theSguilseNcfiiEhe

characters of their songs. This was a particularly
favourite cover form with the music publishers, as a
portrait of a successful and popular star would
guarantee good sales of their latest song. This type
of cover was most often produced in the form in which
a full length portrait of the artiste appearediinsthe
centre, with no border just the title above usually
curved, and the additional names and information
below. Concanen produced many of these title designs,
portraying many of the big names of the music halls,
among them, The Great Vance, George Leybourne, Arthur
Lloyd and Harry Clifton. Brandard, some thirty years
earlier produced a series of three quarter length
portraits of operatic celebraties eg. Sims Reeves and

the Swedish opera star Jenny Lind, in the manner of his
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cover illustration for 'The Farewell Werlitzat N (i s e
portraying his publisher, Jullien. But Concanen

takes hisSpeorntraitsas step further and illustrates

them as though they were singing their song on stage.

Concanens illustration for 'Brittiannia's Sons'
(Fig.35) portraying Joe Weatherhead (music hall star)
in the military uniform of a drummer, is very similar
in layout to Brandard's cover for 'The Drum Polka'
(Fig.36). Brandard's cover was inspired by the title
suggesting an illustration of a drummer " bUut gs net
intended to be a portrait. In the 1870's and 80s,
however, this full length format was used regularily
to portray the popular singers of the time. The
arrangement of the lettering, the central position of
the figure and even the use of the shadow are very
similar in both. Although the shadow in Concanen's
illustration suggests a shallow depth perhaps
indicating a curtain behind the singer. The fact that
these two covers are so alike demonstrates, that some

formats i1n 1llustrated music covers became almost stand-

ardised.

Concanen also enjoyed illustrating the singer in a scene
described in thel lyries of hisi seng . SlnlRbdinoSonaion
of an Omnibus' c.1885 (Fig.37) Concanen not only gives a
small portrait of G.W. Hunter (the singer) in the upper
left hand corner, but also includes him in the carie-
atured scene of the omnibus's route through London.
Concanen makes sure we know that the central figure is
Mr. Hunter, as he has placed a bag (seen at his feet)
with the label 'G.W.Hunter'in the picture too. This
cover is a fine example of the illustrativel style usudlly 2
associated with Concanen. The overall effect of the
brightly coloured and witty illustration, is one of ‘ ;g
g

light heartliness and liveliness.
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The song is a humourous account of the domestic 'goings-

on'!

seen by an omnibus passenger in the windows of the
houses along the route. These 'goings-on' include a
wife flirting with a lodger, a quarelling husband and
wife, and an old bachelor trying to mend his clothes
wiitht aina 18 S SR heMc o el commentary involved in this
song is reflected in Concanen's drawing. The flirting
landlady and lodger are illustrated in the upper right
hand corner and on top we have the character studies

of the old fellows peering through the windows.

Social comment was a recurrent themein music hall songs
and many of them satirised some personage or group
topical at the time, A special favourite for satire
in the 1880's was the aesthetic movement and its

fol lowers. = Inti18 84 SW. SLHE Hibertlis (o NG Be Rl
Sullivan fame) comic opera, 'Patience' was staged in
London. It was a satire on the aesthetic movement
and Oscar Wilde in particular as it was he who
epitomised the movement in the eyes of the public.
Numerous songs were composed at about the same time,
satirising the movement in much the same way as

Gilbert had done in his comic opera.

One such song was 'Quite Too Utterly Utter' (Fig,38)
composed by Robert Coote and illustrated by Concanen.
Here Concanen composes his illustation almost entirely
of things associated with the movement. The long haired
young man gazes adoringly at his lilies and sunflowers.
The wallpaper and floortiles are indicative of aesthetic
design. + ALl istceompliamenitedibystheMsilicn demiets i
of the title and the border resembling the structure

of furniture designs also associated with the movement.
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Similarily in 'My Aesthetic Love' 1881 (Fig.39) Concanen's
attention to detail displays an array of objects
pertaining to aestheticism and it's oriental
influence, eg. the fans on the wall, the blue and
white china and the furniture. The lady in

question, like the young aesthete in the previous
illustration is in deep contemplation of the lily
arrangement before her and is quite oplivious to the
approach of her suitor. Concanen's illustration

mocks the movement in a subtle manner, as do the

actual words of the song which run as follows:-

"She is utterly utter consummate too too!
And feeds on the lily and old china blue
And with a sunflower she'll sit for an hour

She's utterly utter consummate too tool!"

Illustrations of scenes from the stage, to accompany
music or songs inspired by operattas or plays were
also. within Concanen's scope. His cover for 'La Fille
de Madame Angot Lancers' (a lancer was a form of dance)
is an example of this type illustration (Fig.u40).

The music for the lancer was adapted by D'Albert from

the French operetta 'La fille de Madame Angot'

composed by Charles Lecocq. The operatta was staged

in London in 1873 at St. James Theatre and proved wvery

popular.

The action of the opera comique takes place in France
during the Directorate which followed the French

Revolution of 1893. So the plot folleows a political

thread, with the conflict between the Republicans and

the Royalists, and of course there is a complicate,
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entangled love story involved too. Concanen illustrates
a moment when a group of Royalists are gathering at a
sympathistls house at midnight to conspire against the
Republican government. He succeeds in conveying the
hush and secrecy of the whole affair in his illustration.
The characters are all huddled in their flowing cloaks
and they silence each other with finger to mouth as they
glance furtively over their shoulders. Concanen gives

the lithograph a particularly French flavour, added to

by Lee's French 'style dlettering fonttheeitics "Fhe
drawing style is much in the manner of Honore Daumier
with whom, Concanen would surely have been familiar at
this time as according to Spellman (46,p18) Concanen

was a constant visitor to Paris. i

Daumier was nearing the end of his career at this stage
and he had achieved widespread recognition both in France
and abroad. Although Daumier's style in lithographic
drawing was much looser than Concanen's, there 1s a smilar

fluidity of movement and caricaturing style in Concanen's

work. Taking (Fig.4) (Robert Macaire asalBinanesenilSisis)

as an example of Daumier's work, it is easy to detect

the similarities.Daumier concentrates on the huddled

group of men and sketchily drawn in the crowd behind

as does Concanen in his drawing of the conspirators in N
'La Fille de Madame Angot'.Daumiers lithograph 'The » ;
New Paris' 1862 (Fig.u42) and Concanen's previously 31
discussed 'Riding on top of the Omnibus' also have similar 3
features ie. sketchy use of line, eliminating precise

details and an affinity for capturing individual characters.

Concanen's love of bright vivid colours is evident in |
In his illustration for !The [aohits -

most of his work.
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of London Galop' 1881 (Fig.43) his use of colour 1is o
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'"The

'Robert Macaire as a Financier' 1837
Lithograph by Honore Daumier.

New Paris' 1862 Lithograph by Daumier. 1
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particularly attractive. Here he has printed a ground
gradating from cream to green at the top of the
illustration. Over this has been printed solids and
The effect

of a brightly 1lit evening in a market square has been

tints of red, black, blue and yellow.

achleved successfully by adding yellow to the windows
overlooking the square, as though the rooms within

were a glow with gaslight. Dotted around the square
are the white glows of the street lamps which light

up the exclosure packed with a milling crowd.

The composition of this piece of music was inspired by
the play, 'The Lights of London' by George Sims,

which was performed at the Royal Princess Theatre in
the same year, 1881. The play gave a very realistic
account of life in London and was very true to the
everyday London that the Victorian audience were
familiar with. Michael Booth in his description of

the Victorian Stage (12,p221) gives an audience members
impression of the last act setting of the play, that

of the Borough market on a Saturday night:-

"T+ 48 a marvelous example of stage realism

complete in every possible detatl...
If anything, it is all too real, too painful,
too smeared with the dirt and degradation of
London life, where drunkeness debauchery,
and depravity are shown in all their naked

hideousness. Amidst buying and selling, the

hoarse roar of costermongers, the jingle of
the ptano-organ, the screams of the dissolute,
fathers teach their children to cheat and lie,
drabs swarm in and out of the public house ,
and the hunted Harold, with his devoted

wife await the inevitable capture in an upper

garrett of a house which is surrounded by police",

70
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Concanen in his illustration has brought the hustle
and bustle of that busy scene back to 1 Fe MOt he
extreme right we have the yelling costermongers
selling their cabbages and mischievious children
flock around the other barrows displaying various
goods. All is surrounded by the inviting glow of the
shops and pubs. Although Concanen treats the
illustration in a caricatured and light manner,

the underlying‘presence of poverty is still

conveyed.

Concanen's use of bright lively colours and his
caricaturing style is very similar to that of his
French contemporary Jules Cheret (1836-1932) Cheret b.g
is famed for his chromolithographed posters and his T
work was in popular demand from the 1870's onwards

He came to London in 1859 to furtherMhisNstiidyaoR

N7

)

colour lithography. It is possible that he was

influenced by the chromolithographed posters and t;
music title covers that he encountered in Londemn. ;&3;
During his stay according to Lucy Broido (66,p12) R
he produced book covers for the Cramer Publishing

house (who also published music) and did fifteen

posters for operas, cilrcusesand music halls, s

On his return to Paris, Cheret developed the =

characteristic style, which we associate with him, -

the bright fresh colours and illustrations full of
movement and gaiety. On his visits to the operas e
in Paris Concanen must certainly have been impressed S
by Cheret's opera posters such as that shown in |
(Fig.44) and admired the liveliness and vitality of ;; 3

Cheret's approach. It is quite possible that the

; 3 o = 2 k B g g Q c 1 -~ - =

| | : | o
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)




TSR G S it

s 5
e

CONTINUATION SHEET

LA B R R R R ERRRRRRRERNEFEEFE N

influence was two-way. Cheret being influenced
early in his career by English commercial chromo-
lighographed work and Concanen by the work of Cheret
and other French illustrators in the 1870's and
early ‘1880 Lo

Cheret's poster shown in (Fig.44) was produced in 1875
for an opera comique by Johann Strauss 1T, although

it is on a far larger scale than Concanen's music covers
(about four times larger) and is therefore much

bolder in appearance as befits a poster design, there
are noticeable similarities between this work and
Concanen's design for the previocuslydiscussed music cover
'The Streets of London' (Fig.43). Both artists have
used a gradated rainbow background going from a warm
yellow at the bottom of the print to a cool green

at the top. There is the same use of combined red

and black tints to give rust brown coloured shadows
and depth to the illustrations. The caricaturing
style of both artists is handled in a light, loose

and sketchy manner, concentrating on the main figures
inthe cemposition. There is sthe samevwishiontEheNpart

of both artist to inject movement and vitality into

their work.

In a way, Concanen's music sheet covers functioned like
mini-posters, as they were displayed in the windows of
the music shops. Their attractive colours would
certainly have caught the eye of the passer-by in the
street. Just as Cheret's posters would have stood out
from the more common plain lettered posters on the

Paris billboards and walls. When Concanen died in 1886
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the age of the hand lithographed illustrated music
title was going into a decline. Lithographed music
covers of the 1890's resembled the contemporary
playbills and broadsides more and more, as it was in
these that the most novel and ornate letter forms
were used. As will be seen in the following chapter,
the lettering on the music covers in the last

decade of the 19th. century begins to overpower

the 1Lllustratdorn Saie perfecting of the new method
of lithographic printing, photolithography also
added to the decline of the hand illustrated music

EOVMEIS T

A photographic image surrounded by an array of ornate
letterforms became the most popular music cover by
thre turn of! the leentuny S Eihiis¥nasibeaduse themusie
publishers saw the great marketing advantage of

having a true likeness of a favourite singer or

composer reproduced on the covers of their publieations.

Photography had been in use since the 1850's but was not

widely available to the general public until much
later. When photolithography made it possible to
reproduce photographs of the 'stars' in the music
business, it meant that an actual likeness could be
purchased by the music lover relatively cheaply

and this was regarded as a great novelty. Another
advantage of photolithography in the eyes of the
music publisher was the relative speed and ease

by which an image could be produced and this coupled
with the mechanised printing presses in use by the
time meant that far greater numbers of runs could be
made of a publication in a short space of time.
Southward's outline of the photolithographic method
@5 p28 8D sivestans idecRof Sithc simplieity eof Ehe

method: -

7S
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"The copying is done by photographing on glass.
The negative is put into a photographic printing
frame and a piece of sensitized transfer paper
18 placed face downwards upon. sty the gZassv
being exposed to the light. When sufficiently
exposed the frame is carried into a dark room
and the photographic print is taken out and latd
face downwards on a stone coated over with trans—
fer ink and pulled through the press. It is then
soaked for a few minutes in hot water and the
worked side of the paper sponged with gum water,
to remove the transferring ink from the parts
upon which the light could not act. After

being washed with warm water it is allowed to

dry and it then transferred to the stone and

printed from in the usual manner”.

(Fig.u45) 'Ain'"t we got fun' dated 1921 is typical of
the type of music cover common in the early part of

this century. Hand-lithographed illustrations, of the

type associated with Concanen were rarely produced after

1900, as they were regarded as old fashioned. According

el Kamo (2 etip 0 700 =

"Chromolithography became a word of Zll fame and
the popularity of leaded paper put the finishing

touch of vulgarity to crude colours and poor

designs. Music titles which faintly echo the true

Vietorian manner did indeed linger on until 1919,
though by then the cinematograph was exercising
a new and powerful influence on their design and

under this doubtful aegis the majority of

modern pictorial titles are still being produced".

Sl
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CHAPTER SIX

The Treatment Of Typography On Music
Title Covers in the Victorian Period.

In this Chapter I will demonstrate how the lettering
used on music title covers changed during the 19th.
Century. The early lithographed covers imitated the
lettering layout of the engraved title designs.
Later as the illustrative element of the music cover
became dominant the copy of the music title reduced
in importance and was much more simplified. I will
also discuss how the new ornamental typeface designs
of the 19th. century were adapted to the music cover
and how the lettering artists gradually exploited the
process of lithography to produce novel letterforms

torcuite o speedifale it lel
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Music title covers consisting solely of the lettering
of the title, the composer's and publishers names etc.
surrounded by a decorative border, were most common

in the 18th. century. The title and other relative
copy were all that was considered important or
necessary. Therefore, in both letterpress and
engraved cover designs. The copy usually filled

the centre of the page. Engraved titles reflected

the writing styles of the master scribes of the time.

Michael Twyman (47a p74) informs us that:-

"It was copperplate engraving that was used
to reproduce the writing books of the period
and the scerolls and flourishes which the
great writing masters indulged in are
echoed in the decorative letters which
grace the printed invitations, billheads,
documents and music titles of the late 18th.

and early 19th. centuries”.

In engraved titles, the only limit on the choice of

lettering used was the engraver's own level of

imagination and skill. Letterpress titles were far

more restricted at this stage. The letterpress

printer was limited to his range of book types in

stock and for such jobs as music titles which

demanded a display layout he had to reply on the
largest sizes of these bookfaces. We are told by

John Southward writing in 1897 (1,p93) that:-

"At the beyinning of the present century there
vere no ornamental types of any kind. If
display was required it had to be obtained by
some novel disposition of plain romans, italies

or blacks”.



When illustrations did become more common on music
covers in the early 19th. century, they were usually
insignificant in comparison to the lettering.

In engraved titles, both the lettering and illustration
were produced on the same plate. The illustrations
normally appeared in vignette fomeither above or
below a wealth of calligraphic flourishes, elaborate
italic script mixed with inline romans and black

letters.

The advent of lithography gave the treatment of the
lettering on music sheets a new lease of life, but
the possibilities of the process were only slowly
realised or exploited. The technical restrictions
on the form of letters which could be drawn on the
lithographic stone were very few. Unlike letterpress
and even engraving, there was no need to conform to
the limits of available type or the strictures of a
metal plate. Almost any kind of mark could be made
on the stone; letters could be drawn in either
positive or negative form, they could be expand=d,
condensed or distorted to suit whatever job was in
hand. This allowed the designer to create a
different letterform for:a specific job if he
wished, so that it blended in with the rest of the

design.

Apart from lettering directly on to the stone, a
special kind of transfer paper could be used to
transfer right-reading lettering onto the stone.

According to Twyman L7 b pl08)




%

CONTINUATION SHEET

"Senefelder describes the transfer method, by
which a drawing or other image made in ink
or chalk on specially prepared paper is
transferred to the lithographic stone and
printed in the same way as a similar drawing‘
made directly on the stone. 'This manner is
peculiar to the chemical printing’' writes
Senefelder, 'and I am strongly inclined to
believe that it is the prinecipal and most
important part of my discovery!' Its real
signigicance was to do away with the need for
reversing an image and this was of great value
both to artists who could by this means,
'obtain facsimilies of their drawings’',
as well as to those concerned with writing,

music printing and other branches of commerce”.

The transfer method could also be used to take a copy
from a letterpress type arrangement or from an
engraved plate. This process is described by
Southward (45,p284) as involving a special paper
coated with a specially prepared mixture, this is
applied to the inked up letterpress type form or
engraved plate. An impression is taken onto the
paper, giving a right reading image which is then
placed face down on the lithographic stone,

dampened on the back causing the coating to dissolve
andﬁwhen the stone and paper are passed through the
press the oily ink image is therefore transferred onto

the stone, reversed once again and ready for printing.

It is difficult to know which of these methods were

involved on specific music titles. It can be assumed

that much of the lettering was either hand drawn onto
the stone or onto transfer paper first and then onto

the stone. Twyman (47a,p76) informs us that:-

Wy g
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le Cover by

"Professional letterers were originally employed in
lithography to letter the titles and Tmprints on
pictortal lithographs and to produce title page
and wrapper designs for collections of plates,
but they soon began to be used foria rvange of
jobbing printing as well, including maps, plans,
circulars and stationery. By about 1830 most
larger printers can be assumed to have employed
specialists to do this kind of work. The
earliest lithographic letterers merely copied the

current styles of the copper plate engraver”.

In Maxim Gauci's "Buy a Broom" ¢.1830 (Fig.48) can

be seen an example of the early lithographer's approach
to designing the music cover copy. The lithographed
lettering here has been handled in the manner established
by the copperplate emngravers.f ' The®werdsitBuysa Breom'

are treated in a way imitative of the calligraphic
flourishes of copper-plate script. The illustration

and cepy in this ceverveachicecupy abetitdhalifithelsheect.
The lettering has been arranged in a block in the bottom
hal f et the sheet. -EBEachiilineNeofthelcopyshassbeen
centred and emphasised in large and decorated letters
according to the degree of its importance, eg. 'Madame
Vestris" stands out from the rest in inline Roman
capitals. Inline or open letterforms developed first
in engraged lettering, it was a means of decorating

by engraving a line into the body of the letter which

printed as a white line.

By the 1840's when Brandard was producing music title
designs the importance of the copy on the illustrated
music sheet had diminished, and the illustrated image

began to dominate the design. In Brandard's early mucic
o
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covers eg. 'The Original Polka' c.1843 (Fig.u47), the
copy still occupies the lower part of the sheet,
arranged in a centred block. But there is a distinct
change in the letterforms used. All evidence of

the copperplate flourishes has disappeared.

The letterforms used on this cover design show the
influence of new typefaces designed in the early part
of the 19th. eentury. This wds in response to the
increasing demand for display faces, required for
advertising and other such commercial jobs. In this
music cover there are various forms of both sans-serif
and slab=serifstypefaces  SwhichSappeanS o StiieSil esit
time in type founders specimen catalogues in the

early part of thelcemitiny.

The first sans-serif typeface appeared in the 1816
specimen book issued by the type founder William
Caslon IV under the confusing name of Egyptian, shown
in (Fig.48). The term sans-serif refers to the
absence of the cross-line finishing off the main
stroke of the letter. This early design only

appeared as a one line sample.He issued the typeface again

in 1819 after that no further type without serifs arreared until in

the early 1830s other typefounders issued specimen books

showing new versions, i.e. those designed by Vincent
Figgins, Thorowgood and Stephenson Blake. (Figs.%9 -
50). These new versions were now termed sans-serif
or grotesque (because of their strangeness). Sans-
serifs were revived in an attempt to capture the

SpiRLE of the first Roman letterforms which like

their precursors in Ancient Greece were basically

monoline and had no serifs.




W CASLON JUNR
LETTERFOUNDER

(Pdg.u8) ngyptian' (sans serif) WallliamiCasion BV 1816,
PRINTING ARE THE TWIN PROFESSIONS
MOST TC THE LUXURIES OF LITERATURE,
BOSTON, LINCOLN, SHEFFIELD, LEEDS,
(FEag.r9) Grotesque with a white outline shadow.

Thorowgood 1834.

HOUSEHOLD FURNITURE,
PLATE, CHINA-WARE, JEWELS,
WATEGHES,
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il 5 510 Sans Serif Open. Vincent Figgins 1833.
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JULLIEN'S, CELEBRATED POLKAS.

LONDON PUBLISHED BY JULLIEN, 3, LITTLE MADDOX ST.NEW BOND SHES
THIS WORK IS COPYRIGHT : .
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(BB e 559 ) Detail from'No. 1 The Original Polka' sans-seri
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Ornamented sans serif, shaded with black shadow.
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The Egyptian typeface also appeared in the early 19th.
century c.1815. They probably acquired this name
because of their dark appearance and because of the
Intepest im the archaeological discoveries being
carried out in the Nile Region at the time. They

are characterised by the slab-serif which appears

at the end of the stroke of the letters as in (Eighi5 1)
which is an inline decorated Egyptian issued by
Thorowgood , 182

On 'The Original Polka' cover, the small lettering

such as 'Jullien's Celebrated Polka' and Jullien's

name and address (Fig.52) are sans-serif after Caslon's
specimen (Fig.48). There are also ornamented variations
of the sans-seprif typefiacelisuchi aswin(Bilc 530 i MpiBES
Couleon' This is a sans-serif grotesque shaded and also
has a black shadow givingathree dimensional appearance.
In (Fig.54) 'Jullien' we see another variation, this
time the sans-serif grotesque is open (ie. the solid
black of the letters has been opened with a white line

right round the inside of the letters) the design here

has two shadows, a black and a shaded one, this also has the

effect of making the letters seem raised off the page.

The lettering of the title of the music CE S griGion N o]

The Original Polka", is Egyptian with a white outlined

shadow .

Similar ornamented typefaces were issued by the type
founders in the 1830's and 1840's. The music cover
letterer may have used their typefaces directly using
tpansfers or they may have created their own variations

of the typefaces that were at hand ain the prinEersHstaelas

o
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(Fighs e iMr S B Coulion! dis i shadediint cheh o e manner
as the egyptian shown by Wilson in his 1843 specimen
boclai@ing 156 ) - L BB g S0l ulll iier RSl ie P mented win,
the same way as the tuscan typeface (Fig.57) issued

by Figgins 1846, both haveiblack and shaded shadows.
(Fig.55) 'No. 1 The Original Polka'has a white outlined
shadow which was also used on Thorowgood's grotesque

18 3SR 5. G,

It is possible that the lettering on 'The Original Polka'

cover was applied to the lithographic stone by transfer
from letterpress type in the method described earlier,
and printed together with Brandard's black outline
drawing for the illustration. But it is equally
possible that the lettering was hand rendered perhaps
first onto transfer paper (as this meant it could

be done right reading without having to reverse the

letters) and then applied to the stone.

The appearance of the arrangement of the lettering on

'The Drawing Room Polka', (Fig.58) would seem to prove

the latter true. Looking closely at the first line

of the copy (see detail of copy in o 5908 L ul i entts
the letters seem to be of varying

celebrated Polkas'
Mhe el e n UGN e TR CENBRRATED

heights and widths.
in particular looks too small in comparison to the rest.

Also noticeable especially in the line 'or The Nobility

Balls Polka' is a variation of the size and shape of

the same letter, the 'O's inthis VEnesare aRESNOE

uniform.

Another indication that the lettering was hand drawn

ean el seen: in ke line 'Lady Clementina Villers'

ncy in the spacing of the letters

There is an inconsiste
'n' and 'a' of Clementina

space between rheliciEiens

The
y wide in comparison to the spacing orf the

is especiall

82
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rest of the 'letters HnEthelline.  Alse the line reading
1

composed expressly for ....... the Countess of Jersey'
15 placed a little off centrel. Such discrepancies

would not have appeared in a letterpress transfer.

A different letterform also appears on this music cover.
The line 'Jullien's celebraded Polkas ' is an ornamented
fat face Roman, similar to that shown by William Caslon
IV c.1816 (Fig.60). Fat faces are chavacterised by the
exaggerated thickness of main strokes and the thiness of
the cross strokes and arcs, they were among the first

display faces introduced in England about 1910.

An open sans-serif after Figgins Specimen (Fig.50) is
used in varying sizes on 'The Queen and Prince Albert'
c.18u44 cover (Fig.61) and usually for that time it is
the sole letterform to appear on the cover apart from

Jullien's name and address at the lower end of the sheet.

But the overall 'white' effect makes the letters recede

and the visual effect is reduced.

Another letter-form which is used regularly on music
sheet covers of the period is the tuscan letterform.
Unlike the egyptian and the sans-serif the tuscan has a
constant history since early Greek and Roman times.

I+ is characterised by a split in the termination of the
strokes of the letters, the split ends then often grow

o elaborate curves resembling fishtails. (Fig.62)

Tuscans were very

int
is an example of this letter form.

popular in Victorian typography and endless ornamented

variations were designed.
19th. century design in 1817 and the other typefounders

Eiggins preoducedsthesfamnsie

all issued numerous ornamented tuscan designs during
those shown in (Fig. 63-65) are some designs

the century,
On Brandard's cover

issued in 1843 by Figgins and Caslon.
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(Fig.62) Scroll.TuseanEiggins 18UISE
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(Fig.63) Circumscribed Tuscan,Caslon 1843.

e

(Fig.64) Ornamented Tuscan ,Figgins 18U43.

(Fig.65) Ornamented Tuscans>Figgins 1843.
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for 'The Rhine Polka' 1847 (Fig.66) we see three
variations of tuscan letterfprms used. (Fig.67)

'Jullien's Celebrated Polkas, No. 13' is a straight

forward tuscan with curled bifurcations, median

- -' -—
i

curls on the round letters eg. the 'C' and 'O" and
an addition of a ball termination to the cross-stroke

of the 'E's'. (Fig.58) 'Jquilisen'is  thel same letter

i
,

form with a white outlined shadow and (Fig.69) 'Herr

Pischek' is another form this time with plain square

i

bifurcations. Generally the use of tuscan faces on

A

Brandards music covers is tastefully done and the
temptation to use the grossly over ornamented variations

popular at the time has been resisted.

I+ is difficult to know for certain, but it is most
likely that the lettering on these music sheets was

applied by means of a combination of both hand drawn
The design of the hand drawn

e e S e N =

and transfer methods.
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. o 2o X letters being variations based on letterpress
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seen wmuades v _Uisieng A EypericcespongaSRwERSCERIOES often in later examples
e . : : X
o ! = Rl - being specially created to suit the title of the
= - . . 1 - &
S HE in st e 'Swiss Quadrille 1848 (Fig.70) a rustic

letterform has been created to harmonise with the

wooden border which frames the
of a third dimension, a

nother colour. Rustic

ed by Victorian

illustrations and to

strengthen the illusion
dropped shadow is added in a

letterforms were very much favour
and they were used frequently

d Richard Doyle.

b O €ELERRATER parkas, NOI3

m
tuscan yit designers and artists,

h artists as George Cruickshank an
in the second half of the century litho-
design

1""1 C\".l i hiFf T
L UPled bifurcations
by suc

Much later,
graphic letterers were realising the freedom of
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letterforms.

s offered and produced more adventurous
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These designs such as the lettering of the title of
"The Polo Lancers! 1863 (Eiigl 9 ¥deshienedMbyasinernaslce
Concanen's lettering partner, blended so well with the

pictorial element of *Ehel musiiefcoverSthatsiEibeeante

part of the illustraticn. SlnSthelceoverREtorINISEtLlc
de Madame Angot Lancers' 1873 (Fig.72). Thel title is

drawn by Lee in a style very close to the French

LRI

o
Exraeery

e

style of hand lettering which appeared on numerous
music titles and posters in France during this period.

This type of lettering is especially synomynous with

o e S SO RN

the style of Jules Chereit. & Fhe lettering in Cheret's
work (of which his posters are better known) generally

is handled in a very loose and freemanner echoing the

i
1
!
|
1

vitality of his illustrations as can be seen in (Fig.73)
Cheret did not do his own lettering either, a pupil of
his named Madare took care of s §ka Sl ShoRS e

In the earlier lithographed music covers such as 'The

(Fig.58) the copy is arranged 1n a

Drawing Room Polka'
The treatment of each pilece

block of centred lines.

ation reflects the importance of
'Buy a Broom'). Therefore

SiE . ALRyIBE its message,

(as was the case in Gaueils
1Jullien' is given place of |

the composer's name
gest letters, which

ce and appears 1in the lar
ptians with a white outlined
tle of the music

prominen
are bold condensed egy

Next in importance is the ti
which ds in slightly

1ine shadow.

shadow.
'No.3 — The Drawing Room Polka'

smaller bold grotesque also with a white out
n is continued as each line 1s decorated,
y of colour, in relation toO

Nicolete Gray Gk oL aitd)

This patter
reduced in size and densit
the importance of its message.
points out the tendency TO treat typographlc layout 1in
this manner:-
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"Throughout the 20's and 30's the emphasis s

always on colour, in the sense of positive
black and white. It is the classic period

for a new idea of typographic designs when

the message is conveyed in very simple terms

of selective emphasis and the layout is
able for the first time to build strong and

complex two-dimensional patterns”

The strong typographic features of mus ke SEisslic R eovens

before the 1880s is the centred and symmetrical layout
of each element of the title copy, and secondly the use
of capitals throughout. There is rarely any deviation
from this until the later decades of the century.

In Concanen's cover for 'My Aesthetic Love'1881 (Fig.74)

The emphasis is still on a centred symmetrical layout

of the copy. The music title is centred at the head of

the cover, and the subtitle appears at either side
This is echoed at the bottom of

of the illustration.
e the name of the lyricist and Ehe
the singer's

+the cover wher

composer are placed at either side of

name .

The title of the music, from about the middle of the

y appears at the head of the

ANERNEENNNNE
SRR RRENEENENNE

century most frequentl

+tle on a curved

WRITTEN 3 ]
SUNG WITH ImHEN : .
155 LONSDALE, THE GREAEIE SUCVC:E&SIQYC e lDIPOSED  BY cover. The positioning of the ti g
- : echnique. e see
i %zﬁzhﬁmrmmmmmmuw E: VV U-EATUN. baseline, was a favourite layout € q : 2
Aot s el el cams don, i o s el e NS aSEe e
LDNDON EHARLJur:d!ulhﬂransUmmalglwpag ~ ; ’Dr5 an ear y "
muH&MJEZHmHPMmeNWC : "9 el ot the copy in Brandard's cover efthie
Fig.74 : e fa e ((EateP. 58 and later in
(Fig.74) "My BAesthetic Love! 1838 Mazurka Quadrllle : % ; ] 150 760
L 581 r for 'The Lookout Quadrille' (Fig. :

Concanen's cove
s very little GHLIE AT
nt in both these covers.

Th i rence in the tpreatment of the
ere

copy arrangeme
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87.

By the late 1880's and 1890's there is less of an
emphasis on the centering of the copy lines and
symmetrical balance is frequently disregarded. The
cover for 'Ta-Ra-Ta-Beoom=Der-AytSOEas@HRunsloned

by the artist and dated 1891, is a good example of

the move towards a much more flexible, freer
arrangement of the cover copy. The copy is spread
over the cover and there is little adherence to the
strict horizontal and centred layout of earlier covers.
Covers of the 1890s show a marked revival of interest
in typography and novel letterforms. The characterist-
ics of the Art Noveau movement strongly influenced the
typographic designs of music sheet covers of this
period and the lettering once again begins to dominate
the cover. By the turn of the century and early
1900s, the mostT common form of music cover Wwas
basically typographical with a reproduced photograph
of the singer or composer as can be seen in (Figs.718=
§1). This type of music cover quickly replaced the

hand-1lithographed cover, which went into a decline

and was by this time regarded as old-fashioned.

e
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CONCLUSION:

"Just as technical innovations in Llithography
had encouraged the rise of the Victorian
tllustrated music covers, so, paradoxically,
technical innovations heralded their decline.”

Catherine Haill (20,p4)

Music sheet covers of the type produced by Brandard and
later by Cencanen were rarely seen after 1900. dhe
hand-lithographed cover ceased to be the most common
type of cover as methods of printing became increasingly
more mechanical. The mainly typographical and photo-
1ithographed covers which dominated the music sheet
field from the last decade of the 19th. century

onwards, lacked the quality and VA allin o basEhe

earlier covers.

Tn the course of the discussions in the previous

I have shown how by 180, illustration

chapters,
ture of the music title

was becoming an important fea

cover. This was partly due to the increased and more

he 19 ths i cenuEy.

widespread interest i musie in ik
usic sheets could

The subsequent greater demand for m
+ by means of the relatively new

Over the following forty years the
1ishers could

be me printing process

of lithography.
shing trade flourished and pub

music publi
illustration

freely affor
applied to th

improved circums

d to have elaborate colour

e covers of their publications.In these

tances d constant need for music cover

jllustrators arose, as publishers realised the

commercial potentia

| o e illustrated cover.
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Victorian illustrated music covers were of a higher
standard than earlier covers as they went some way
towards interpreting the music and did not merely
function as decoration. Commerciality also had an
influence on music covers in the Victorian period:
A basic function of the illustrated cover was to
attract the eye of the consumer, mush as record
sleeves do today. An attractive illustration often

managed to sell a piece of little musical merit.

In the hands of John Brandard, the music cover reached
a quality and standard for higher than had previously
been seen. Brandard treated music cover illustration
almost as a book illustrator would a storys depicting
a scene from an opera and interpreting the words of

a song. TIhis approach opened up a wider scope for
the music cover. Brandard was a skilled lithographer
and his work demonstrated a gradual mastery of chromo-
lithography. This illustration was the important part
of his cover designs and the lettering of the Bl
etc.; was treated as a secondary element. His work
was very much influenced by the romantic spirit

prevalent in most art forms of the time.

As Brandard's successor Concanen continued the standards
established by the former but his work was mainly
c hall, Concanen's approach was

ing the often satirical and

influenced by the musi

1ively and humorous depict
biting lyrics of the music hall songs. The popular
songs in Concanen's time were very topical and were

often a form

comical manner.

of social commentry conveyed 1n &

ers are valuable precords of the interests

Music sheet coOV
A great deal can be learned

past era.
of the time from these cCOVers,

and sentiments of a

of the social history

3118 s
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as few important events or new trends in society went
by without a tribute from the music or song composers
and subsequently from the music cover illustrator. In the
last decade of the 19th. century as illustrated covers
were disappearing, the music cover plunged into an
abyss of mediocrity due to the growth of commerciality.
Illustrations of the words of a song or the theme of

a composition no longer seemed necessary when a likeness
of the singer who popularised the song or a well known
composer could easily be reproduced on the cover. The
time when illustrated music sheet covers had dominated
the music scene had drawn to a close and technical

innovation once again brought a new form of music

cover into being.
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