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INTRODUCTION


DOI: 10.4324/9781003003908-1


The intellectual life of music, musicians and the music business in nineteenth-century Britain has received significant attention in recent years, as scholars turn from the economic and social history of music to its frameworks and supporting structures.1 Yet the spheres of music education, appreciation, taste, perception and audience behaviour were also of particular interest to many writers during the nineteenth century. As we’ve already seen in Volume 2, music’s potential power to influence for good or ill also proved part of its fascination for authors.

Part of the crisis over the dearth of English, or British, success in musical composition or performance was associated with the perceived poor taste of publics and audiences: a preference for low-status, popular idioms, foreign ‘stars’ rather than serious, home-grown talent, and engagement of the emotions rather than intellectual understanding. From the middle of the century, the threat of the ‘new German school’ characterised by Wagner along with Liszt and others was set against the more conservative and academic styles of the British composers and the legacy of Mendelssohn. Furthermore, the century saw numerous periodicals, societies and other innovations aimed at securing improvements in musical taste, ability and understanding among both musical amateurs and the wider population. As Leanne Langley notes, ‘it was in the nineteenth century that the English began “journalizing” about everything, including music.’2

As the chapters in Paul Watt, Sarah Collins and Michael Allis’s The Oxford Handbook of Music and Intellectual Culture in the Nineteenth Century attest, the intellectual branch of musical culture goes well beyond the four themes selected here. Music, its meaning, social impact and philosophical status were discussed and considered in texts and practices from poetry, fiction and other literature, to scientific, political and religious tracts, from museums and experiments to institutions, societies and organisations. Many of these are linked to other sections of this collection. The perceived moral, religious and medical powers of music, for example, are examined in Volume 2, while considerations of music’s national identity, the history of music and the development of the canon are among the topics in Volume 4. The question of whether music is to be considered as primarily emotional or intellectual, which formed an important part of the debates in many documents in Volume 2, returns within documents on criticism, listening to music, and philosophy and theory in this volume. The relationships between the different topics are also varied and open to debate. The educational role of criticism is one example: while many music critics saw public education as a key part of their work, an anonymous author commented in 1893 that



That influence is small. Until recently the public has been in front of the critics, and the latter have taken up new views only when the old ones were no longer read. It is only within the last few years that the critics have posed as teacher. Perhaps in ten years we will see more plainly than is now possible whether the critics of to-day are teachers, or, like those of yesterday, the parasites of art.3




As Watt, Collins and Allis suggest, writing about the history of the idea of music is, for many, outside the regular purview of the musicological discipline: too far removed from ‘the music itself’.4 Yet the documents in this volume show deep connections between the intellectual ideas under debate, and the forms and styles of music being composed, performed and heard at the same time. Arguments over the content and approach of music criticism developed in parallel to challenges in musical style, most notably the ‘new German school’, while new forms of music education and a concern for musical understanding and appreciation among the masses helped support the growth of large-scale singing and the English oratorio. Within the publishing industry, texts about music were also closely linked to music itself, and it is important to note that several of the key music journals were directly supported by music publishers.5


3.1 Music Criticism

Music criticism found a place in the periodical literature from the early eighteenth century, via journals such as The Spectator (1711–1712) and The Tatler (1709–1711), The Public Ledger (1760–present), The Analytical Review (1788–1798) and The Monthly Magazine (1796–1825).6 Despite the concurrent development in scholarly writing on music, however, criticism was largely non-specialist; as Leanne Langley notes, ‘some were genuinely able as critics, others completely inept.’7 From the late-eighteenth century, publishing on music theory and criticism began to emerge, as well as a new sense of responsibility among writers on music for the education and development of the musical public; one commenter noted in 1823 that ‘Criticism is now to be sure become a trade; a vocation; a calling; and those who exercise it feel themselves bound, we may presume, to minister to the qualification of all tastes.’8 The 1840s saw a new serious attention given to music criticism, with the rise of both trained musicians as critics, and the development of the dedicated musical press. Yet the period between the 1840s and the 1870s was also a turbulent time, as both critical style and personal opinion led to professional discord. The 1880s and 1890s were characterised by both a newly professional approach to music criticism, and academic interest in its ethics and practices, together with a further explosion and diversification in musical papers and periodicals.

Specialist music journals found little success in the British market until the arrival of the Quarterly Musical Magazine and Review, which was published between 1818 and 1828.9 In 1823, the QMMR was joined by the more miscellaneous Harmonicon (1823–1833), followed by the Musical Library (1833–1836). The first long-term journals were established in the 1830s and 1840s: firstly, Novello’s The Musical World (1836–1891) and later The Musical Times and Singing Class Circular (1844–present), bought from Joseph Mainzer by Novello and expanded to take a central role in both musical news and criticism. Furthermore, music writers and critics were employed by many major newspapers and journals to cover concert life and new compositions, offering another outlet for essays and opinion pieces on musical topics. However, many newspaper critics offered musical writing as a sideline to literary or dramatic criticism, and lacked musical training.

In his introductory lecture, published in 1831, the Oxford Professor of Music William Crotch examines the relationships between criticism and taste, advocating for the necessity of experience and learning before musical judgement. Crotch frames a number of important questions regarding music education, taste and criticism:



What, it may be asked, is the present state of the public taste in this nation, that it should be thought necessary to interfere with it by a work of this kind? Is there not already a sufficient number of books on the subject? Have we not an abundance of critics, connoisseurs, and amateurs? Is not any one possessed of a musical ear capable of judging what is good or bad for himself? Is it not for the public that the composer writes? Whom else should he endeavour to please? – In answer to these questions I assert, then, that the public taste still requires much cultivation, though greatly improved since the commencement of the present century.

Sound principles are more generally adopted as the basis of critical observations; good music of all kinds is more frequently heard and duly appreciated. Yet, taste in perfection is neither universal nor prevalent. If it is found among the aged and experienced, it cannot be expected in the young and untutored, to whom these Lectures are principally addressed: they must not be left to form their own taste. Small, indeed, are the advances which an unassisted individual can make in endeavouring to attain perfection in any of his powers. What is called human reason is said to be the result, not of the effort and ability of its possessor, but, of lights mutually communicated and reflected by the discourse or writings of many. The principles of just criticism must thus be acquired by the musical student. By criticism, is not here meant (what it is too often made to signify) the art of censuring in technical terms, and in a learned manner: but that of separating excellence from defect; of admiring, as well as finding fault; of discriminating and comparing the several styles, and of appreciating their relative value on principles which are generally true as applied to all the fine arts.10




Crotch goes on to recommend the study of music for both professional performers and amateurs, as a basis for sound criticism, and notes the important role of critics in determining the long-term worth of music and lasting reputation of composers:



A lasting reputation is seldom acquired quickly. It is by a slower process, by the prevailing commendation of a few real judges, that true worth is finally discovered and rewarded. The opinions of acknowledged critics accumulated in time, and are compacted into a mass that irresistibly bears down before it all the opposition of false taste and ignorance. Hence, the artists who lives unnoticed and neglected, often, after death, acquires immortal fame…. Taste cannot be too much of too carefully cultivated.11




The link between music criticism, taste and education was also made by George Hogarth (1783–1870), founding editor of The Musical Herald (1846–7). Hogarth argued



Music ought to have a journal appropriated to itself – a journal not addressed merely to the limited circle of artists and connoisseurs, but calculated for the instruction and entertainment of The People …. The literary portion will be adapted … to the instruction as well as the entertainment of the general reader.12




The middle decades of the century were difficult for music criticism. Many critics were vehemently opposed to the ‘new’ styles of composition embodied by continental musicians such as Berlioz and, above all, Wagner. This was particularly true of two of the most influential music critics, James W. Davison (1813–1885) of The Musical World (1843–1885) and The Times (1846–1879), and Henry Fothergill Chorley (1808–1872) of The Athenaeum (1833–1868). In many cases, personal opinions were deliberately hostile and antagonistic. As Peter Horton notes, however,



Whereas in the 1850s and before they [critics] could be compared with pioneers, advancing into unknown, perhaps dangerous terrain, their successors were more like settlers following in their wake. No longer needing to conquer or fearful of ambush, they were able to adopt a calmer, less aggressive tone.13




Little was written on criticism and the role of the critic during the middle years of the century. Discussion of music criticism from the last few decades of the nineteenth century covers both the formal, professional role of the journalist music critic, and the broader question of writing about and judging musical composition and performance. The period saw a gradual professionalisation of the discipline, in terms of the standards of training expected, the employment of specialist writers, the adoption of ethical codes and a change in the tone and content of critical discourse.

Several authors, including John Stainer (1840–1901) and Frederick James Crowest (1850–1937), note the role of critics as a mass in coming to general agreement about the worth of music, in a nod to the gradual development and strengthening of the musical canon over the course of the nineteenth century. Advocating his ‘new criticism’, John F. Runciman (1866–1916) and his contemporaries championed a scholarly yet literary style in opposition to the dry, formal and often polemical outputs of their predecessors, also calling for a code of ethics, training and accreditation for music critics as well as an end to the practice of anonymous reviews.14 Writing on ‘The New Journalism’ in 1895, the author Evelyn March Phillips (?–1915) described it as ‘that easy personal style, that trick of bright colloquial language, that wealth of picturesque and intimate detail, and that determination to arrest, amuse, or startle, which has transformed our Press during the last fifteen years’.15 The rift between the ‘old’ and ‘new’ critics deepened as a result of a bitter dispute in the pages of the Pall Mall Gazette in March 1894, in which the ‘academics’, associated with the conservatoires and universities and representative of the mid-century school of English music, were pitted against the newly emboldened critics, including Runciman.16

The method which characterised late nineteenth-century musical criticism was the historical or comparative approach, cultivated as part of attempts to avoid a parochial outlook.17 The turn towards history also aimed to give a scholarly, objective slant to the work of the music critic, moving away from a basis on personal opinion and aesthetic preference. More closely aligned with contemporary scientific principles was the critical idea of ‘sympathy’ developed by Herbert Spencer (1820–1903). The concept was used by him to explain the pleasurable feelings evoked by music, which in turn contributed to identifying the ‘fittest’ musical works as those in which intellectual and emotional response was symmetrical.18

In an 1885 editorial in The Lute, the critic and librettist Joseph Bennett (1831–1911) gives something of an apologia for the modern critic, also imagining the kinds of discipline that might be taught in a training school or ‘Royal Academy of Musical Criticism’. Bennett suggests ‘a sound course of English grammar and composition’ including ‘prohibiting his use of stock phrases and technical jargon’, also recommending a good grounding in musical theory and practice, knowledge of ‘musical literature’, and a ‘taste formed upon intimate acquaintance with the best models of all ages’.19 Ten years later, the organist, composer and critic Jacob Bradford (1842–?) advocated four principles for the professionalisation of music criticism, including an end to anonymity; a longer time-delay between musical events and the publication of critical accounts; use of the full score rather than aural impressions or piano reductions alone; and formation of a ‘Council of Critics’.20 The reform of the discipline of music criticism, together with its standardisation and professionalisation, is documented via numerous articles, books and papers between the 1880s and 1920s.21

The documents included in this section cover both the emerging art of music criticism from the early nineteenth century and some of the debates and discussions from the last quarter of the century. In his introductory essay to the first issue of the Quarterly Musical Magazine and Review (1818), Richard Mackenzie Bacon (1775–1844) argues for a closer relationship between music and literature, suggesting that there had been little of worth published on music prior to the early nineteenth century, and that practising musicians generally had little interest in writings on music. One of Bacon’s key aims was to address what he saw as the impoverished state of music criticism in English newspapers. Here he links criticism with the question of taste and national styles, noting the wide-ranging influences on English composers and listeners. In his subsequent ‘First Lines of Vocal Criticism’, Bacon attempts to codify the elements of singing on which a critical account might be based. To this end he addresses intonation, conception (denoting expression or interpretation), tone, elocution, science (probably referring to technical ability) and execution. The later, anonymous, article ‘Amateur Criticism’ (1824) rails against the tendency for criticism based on personal opinion. Writing on the cusp of what is now known as the Romantic period, the author also sheds light on the tensions between the older Classical styles and modern innovations.

The remaining documents reflect a more-established profession of music criticism, amid debates over the form criticism should take, the relevant training and standards, and the ways in which criticism might reflect the changing demands and concerns of the broader music profession. Charles Kensington Salaman’s 1875 paper before the Musical Association is identified by Paul Watt as ‘The first attempt to treat the subject’ of the ethics and principles of music criticism ‘in detail’.22 Salaman advocated thorough training for the would-be music critic, emphasising both musical knowledge and general intellectual development. Indeed, in a world where he considers music subject to the demands of the marketplace, he suggests it is the critic’s duty to uphold and foster musical standards. Edmund Gurney (1880) contrasts the role of the critic of visual art, as interpreter, with the role of the music critic; music, he argues, cannot be reduced to formal elements. For Gurney, neither interpretation nor description of music is appropriate, and knowledge of music is not required for its full enjoyment and appreciation.

John Stainer’s 1881 paper offers a broader view of criticism and musical judgement, and situates the work of criticism in relation to music history, and to broader philosophical concerns such as originality, intention and genius. He refers to a new school of critics emphasising pleasure rather than more objective or intellectual musical judgements; although he later argues for a balance between intellect and emotions, the tension was a common theme in writings on musical criticism, listening and education. Frederick Crowest (1881) also argues for critics to go beyond mere accounts of musical performances, with the improvement of musical taste in England dependent on improved education in matters of music history and theory. ‘Let him tell us how to hear music’ (p. 21), Crowest suggests, linking the role of the critic with the remaining themes of this volume. The third part of Crowest’s chapter discusses the question of qualifications for music critics.

Charles Villiers Stanford (1894) addresses some practical problems with music criticism: first, the quick turnaround required of critics on daily papers, often expected to submit a review within hours of the concert for publication the following morning; and second, the practice of a single critic offering reviews to multiple papers. Runciman (1894) addresses another problem, identifying the networks and connections that often led to beneficial positive reviews being published, such as reciprocal arrangements between musicians who worked as composers or librettists as well as writers. In addition to the two documents by Runciman included here, a third, on ‘Women as Musical Critics’, is included in Volume 2 part 3.

The final four documents are written by or on behalf of music critics, reflecting on their professional challenges. Ernest Newman (1895) urged the importance of a wider cultural and historical understanding of music for effective criticism, suggesting that an appreciation of form alone had led to ‘a vast quantity of third-rate music written in imitation of the masters’, as well as a stagnation in musical development (p. 6). Newman championed an intellectual approach to criticism in stark contrast to the ‘new’ critics feted by Runciman, yet without the adherence to traditional methods and values of the academicians. Edward Algernon Baughan (1897), another critic, gives some insight into the place of the critic within the structures of the daily newspapers, particularly the effect of ‘editorial’ criticism, as well as the relationship between advertisement and criticism.

Klein (1903) offers a first-hand account of some challenges of music criticism. Klein had no trouble finding experience through his uncle’s Norwich paper, but notes the suspicion with which music critics and writers were considered. The description of J.W. Davison’s work (1912) also touches on some of the potential conflicts of interest, in particular noting the pressures of friendships and musical relationships as well as the overall control and influence of editors.



3.2 Listening to Music

Where documents on criticism focussed on the ways in which public listening to, and writing about music, ought to be undertaken, a parallel interest developed in the ways in which the general public were recipients of music. Much of this interest stemmed, again, from a widespread and general anxiety about the state of musical taste in Britain, and the impact of this on the development and direction of musical composition and performance. The impact of listening to music has already received some attention in sections on religion, class, health and wellbeing in Volume 2; musical listeners were, of course, also an important feature of the concerts, festivals and informal music-making covered in Volume 1. And the anxieties over taste and British musical identity will form a central theme of the documents and discussions of Volume 4. Thus, while the broad, public face of musical listening and reception has received little attention, it was a core aspect of musical practices and concerns throughout the nineteenth century.

Musical listening and listeners in general have also formed a relatively new aspect of music-historical study. James Johnson’s important study on Listening in Paris (1995) was one of the first publications to address this gap, and special issues have followed in Early Music (vol. 24 no. 4, 1997), Musical Quarterly (vol. 82 no. 3/4, 1998) and the Journal of the Royal Musical Association (vol. 135 no. S1, 2010).23 More recently, the ‘Listening Experience Database Project’ has focussed on listening among ‘ordinary’ listeners, rather than critics or others whose records of listening were intended for public consumption and influence. As Helen Barlow and Trevor Herbert argue, this body of evidence allows scholars to gain new perspectives on ‘musical practices and the way they have been heard, and on the role of music in past societies’, and to ‘focus on the voices that have not typically been heard in historical musicology’.24 Three recent edited collections include David Rowland and Helen Barlow’s publications Listening to Music: People, Practices and Experiences and The Experience of Listening to Music: Methodologies, Identities, Histories, and Christian Thorau and Hansjakob Ziemer’s The Oxford Handbook of Music Listening in the 19th and 20th Centuries.25

Characterisations of audiences for classical music in the nineteenth century have typically traced a move from noisy, social occasions at the start of the century to reverent, hushed and educated listeners by the end. David Rowland’s study of audiences in London between 1780 and 1830, however, reveals a wide variety of behaviours.26 In contrast to continental European audiences, the noise of social visits and dining seemed to be the norm among their British counterparts.27 While some listeners, to be sure, were chiefly in attendance on account of the social opportunities presented by concerts, others engaged deeply with the music and expressed an emotional impact in their subsequent written accounts. The experience of the individual also depended on their surroundings and contexts, and the purpose of their attendance on a particular occasion.28

Later in the century, as Dave Russell argues, audiences ‘generally became quieter and more disciplined … although they were stubbornly resistant to concerted attempts to alter their behaviour and the pace of change was slow’.29 Russell’s study examines the interplay and tension between audience behaviours, listening cultures, musical ‘products’ and the other structures of musical life. He notes that audience movement, noise and chatter continued in some contexts well into the twentieth century. Writing on symphonic music in the second half of the nineteenth century, Christina Bashford likewise notes a ‘kaleidoscope of different modes of listening’.30 In the context of symphonic and chamber concerts, however, disciplined audience behaviour was more common: writing in 1862, the German music critic Eduard Hanslick (1825–1904) noted that English audiences were ‘exemplary’ in their ‘attention and quiet’.31

One key feature that accompanied, and contributed to, changes in listening habits during the nineteenth century was the introduction of the programme note. A peculiarly British innovation, programme notes formed part of the desire to educate audiences, as well as a musical parallel to the popularity of other forms of descriptive writing such as travel accounts and guide books. Among the earliest examples were the notes written for the first Reid concert at the University of Edinburgh in 1841, by the Professor of Music, John Thomson, and John Ella’s programmes for the Musical Union from 1845. As Christina Bashford notes, the introduction of programme notes for British concerts addressed a type of writing absent from British musical periodicals: the formalist account of musical works, which was common in continental European publications in contrast to the literary writing more usually found in Britain.32 Among the other particularly British circumstances which supported the widespread use of programme notes were the need to build audiences and pursue new forms of concert-giving in a crowded market; the deliberate move to raise music’s status within culture in order to attract investment and support by producing a tangible, material aspect to musical performance; the ‘sacralisation’ of the musical experience; and the importance of education and improvement as cultural values.33

Besides programme notes, educational functions for concerts were also to be found. In the 1860s, for example, organ recitals given by the Reid Professor of Music at the University of Edinburgh typically introduced audiences to large orchestral repertoire via transcriptions, in advance of full performances later in the same season.34 Illustrated lecture-recitals on the history of music were also a regular feature at literary and mechanics institutes and other cultural societies. Thus education, listening and criticism often merged in philanthropic endeavours.

The advent of the programme note established new ideas about the way musical listening ought to take place. As Bashford suggests, the ‘structurally oriented, linear fashion’ in which programme notes described the music and its aural experience shaped the way in which musical listening was conceived and undertaken.35 It also prioritised an intellectual engagement with music as a form of cultural capital, by which listeners might undertake self-improvement and demonstrate their superior social worth. In their Oxford Handbook of Music Listening, Christian Thorau and Hansjakob Ziemer take the idea of the ‘Art of Listening’ as their starting point, linking a more deliberate, intellectual and theorised approach to musical listening with ‘emphatic recognition of music as art in the nineteenth century’.36

Among the continental European writers on music in the mid-nineteenth century, Eduard Hanslick notably separates rational listening from emotional reaction to music.37 Hanslick refers to ‘different levels’ of listening which depend on the balance between intellect and emotion, in turn influenced by class, culture and musical education. Although he recognised the value of both intellectual and emotional responses, Hanslick considered the rational or intellectual mode of listening preferable, suggesting ‘The person who wallows in feeling is in most instances untrained in the aesthetical comprehension of the musically beautiful.’38 The tension between intellectual and emotional modes of engagement formed a key theme for many British writers on musical listening and aesthetics in the second half of the nineteenth century.

The documents included in this section largely focus on the theory of listening, from both psychological and musical perspectives, as well as the broad relation between the intellectual nature of listening and the development of audience taste and appreciation. They are largely concentrated on the idea of musical listening, rather than accounts of audiences or individuals’ behaviours and responses to music.

The chemist William Henry published an article in two parts in the Edinburgh Monthly Magazine (1817), examining the nature of musical listening and drawing on a number of eighteenth-century texts. Henry’s key concern is for the ways in which music induces pleasure, and the first article takes the different approaches to musical imitation or association as a topic. Henry also touches on both the scientific and the moral effects of music. William Gardiner (1832) offers another early philosophy of musical listening, drawing connections between music and the sounds of nature. In the extract included here, he covers the science of listening, perception and education. Charles Purday (1836) also draws a distinction between emotional and intellectual listening. His letter to The Musical World is notable for its advocacy of programme notes, prior to their first use in the 1840s. Hugh Reginald Haweis (1871) is focussed on the emotional impact of music, questioning in particular the ways in which a single piece of music can evoke different emotions.

Several documents address the question of musical taste among listeners, and the potential for improving taste via educational practices. William Crotch (1831) attributes the improvement in audience taste to educational concert programming; amateur performances of piano transcriptions; new editions of works by composers such as Clementi, Bach and Purcell; and an improvement in musical understanding via new compositions for solo piano. Thus, Crotch associates taste with both listening to and performing music among amateurs. J.B. Macdonnell (1860) dismisses the idea that general musical knowledge will lead to a full appreciation of musical works, suggesting instead that repeated listening to classical instrumental music, instead, is a better form of preparation, as well as familiarity with the sounds of the different instruments.

The anonymous ‘Vernon’ (1852) considers the joint nature of musical knowledge, together with a ‘soul for music’ in musical appreciation, while noting the general benefits of public education in taste and listening. Gurney (1880) also discusses two modes of listening, the ‘definite’ roughly corresponding to the more intellectual, trained ear, and the ‘indefinite’, the pleasurable or emotional listening response. Gurney, like many other authors, ranks the ‘definite’ effect of music higher than the ‘indefinite’. However, he warns that the sense of pleasure derived from music might be inversely related to the intellectual engagement of the listener. Stainer (1892) takes the opposite view from Gurney, insisting that ‘no perception or enjoyment of a work of art can be called perfect in which the intellect has not taken part,’ and that ‘a knowledge of grammar, form, and construction does make vital revelations to the hearer, which increase his pleasure to a remarkable degree’ (p. 45).

Finally, Herbert Francis Hayes Newington’s article ‘Some Mental Aspects of Music’ (1897) picks up some of the themes introduced in Volume 2, section 4, in which the medical aspects of musical listening and experience were explored. Hayes Newington draws on the development of the theory of brain localisation, by which bodily and mental functions are identified with particular areas of the brain, yet argues that music is not associated with just one part of the brain.



3.3 Music Education

The editor of The Quarterly Musical Magazine and Review, Richard Mackenzie Bacon, took music education as a particular interest, particularly in his pieces on the state of music in Britain. In a letter from ‘Vetus’ in 1821, for example, he suggests, ‘If … we would make England a musical nation, we must adopt the method of the Continent – we must engraft it upon our plans of public education.’39 Bacon cites the influence of Robert Owen at the New Lanark mill, where ‘he has practically shewn what may be effected in music by the poor.’40 Music education at elementary and popular levels continued to be deeply enmeshed with concerns about musical taste and appreciation. The role and status of music teachers was also closely connected with the changing structures of the music profession.41 As Catherine Dale notes, by the end of the nineteenth century the school music inspector William Gray McNaught considered building ‘armies of trained listeners’ to be the key function of school music education.42

Music education came in many forms and contexts: formal educational structures at elementary and university levels; musical opportunities at private schools; music classes and lectures at Mechanics’ and Literary Institutes; tuition by governesses and private instrumental or vocal teachers; conservatoires and dedicated music colleges; and educational content in music periodicals, magazines, primers, pamphlets and books. The content of musical education also took different forms, from theory and history, to singing by ear, with various forms of notation developed for educational purposes. The documents included here cover the education of both amateur and professional musicians, across performers, composers and listeners. Although music education was widely linked to the need to develop audiences, as well as practising musicians, it was also connected to social reform, moral influence and rational recreation.43

The late 1830s saw a particular interest in the potential for musical instruction in elementary schools, partly due to successful experiments in continental Europe. The Irish National School System, developed in the 1830s, included music with a strong emphasis on its ‘humanistic base and its power to inculcate moral, religious and social values in the young’.44 In London, the politician Dr James Kay (1804–1877, later Sir James Kay Shuttleworth) established a number of reports under his work as secretary to the Privy Council Education Committee, recommending the social and religious benefits of musical instruction for both children and adults.45 One aim of the Committee was to identify a method for the widespread support of music education, and the success of the French teacher G.L. Bocquillon Wilhem (1781–1842) in Paris led to the adoption of his approach under the leadership of John Hullah (1812–1884).46 Both Hullah’s system and the rival work of German educator Joseph Mainzer (1801–1851) were based on a fixed-do form of sol-fa; later in the century it was the alternative system of movable-do or Tonic Sol-fa that came to dominate under the evangelical John Curwen (1816–1880).

Music education did not receive significant formal recognition in English elementary schools until the 1872 ‘Revised Code of Regulations’. A previous Code, issued in 1862, had focussed government grants for schools on attainment in reading, writing and arithmetic, while a subsequent revision of 1867 had included ‘specific subjects’ such as geography or history, among the options for funding. Music was added at this stage but had little uptake from schools, and was removed again in 1871. It was finally reinstated in 1872, and in 1874 a specific grant of one shilling per scholar was added for the satisfactory teaching of singing. A dedicated Inspector of Music in Schools was appointed, and from 1882 further grants were made available for singing by note, rather than ear. However, the changes received mixed reviews. The Musical Times reported large increases in the grant payments, suggesting widespread adoption of music within elementary teaching, but others, such as Henry Heathcote Statham, considered the narrow teaching of singing by rote a ‘positive evil’.47

The competition between different forms of sol-fa notation was replaced, at the end of the nineteenth century, by a new pressure to introduce staff notation to school music teaching. The Scottish journalist James Cuthbert Hadden, writing in 1897, reports on a movement stemming from the Incorporated Society of Musicians, which made representations to Parliament on the matter.48 Hadden notes the problems arising from young musicians attempting to move from Sol-fa to staff notation in order to pursue professional training, particularly among the poorer classes. He argues,



the literature of music is practically shut and sealed to the Sol-faist. He is entirely dependent upon such few works as may happen to have been selected by others for his benefit, and doled out to him by the Sol-fa printing press.49




Initiatives such as Hullah’s and Mainzer’s classes spread further into the popular realm of music education, via their popularity among the working and middle classes, in locations such as Mechanics’ and Literary Institutes. The system of Tonic Sol-fa came to dominate in the second half of the nineteenth century. It was promoted by John Curwen and his son John Spencer Curwen through their foundations the Tonic Sol-fa Reporter (1851–1888, followed by the Musical Herald and Musical News and Herald) and the Tonic Sol-fa College (1879), and their associations with missionary and temperance organisations.50

While the 1840s and 1850s saw an explosion in the popularity of massed singing among the working classes, it was not until later in the century that a parallel dramatic increase is seen among private instrumental music tuition. Cyril Ehrlich chronicles the ‘flood’ of private music teachers eager to satisfy this new market, expanding from 18,600 musicians and music teachers in England and Wales in 1871 to 25,500 in 1881 and 38,600 by 1891.51 The growth in music tuition was built on the relatively cheap availability of both instruments and sheet music, and was matched by a market for primers, music periodicals and popular concerts.

Dave Russell’s study of private music teachers in England and Wales examines the available data on music teachers, including their gender, social status, geographical distribution and career patterns.52 Teaching could be a short-term occupation, or an adjunct to other work (either in music or unrelated), and the unregulated nature of music teaching became problematic for the social and professional status of musicians. Both the development of music examination schemes and moves by professional organisations to introduce a register of teachers were attempts to address the problems caused by a flooded market.53

Formal music tuition and examination was also to be found in universities and conservatoires, and provision for music at this higher professional and academic level changed radically during the nineteenth century. The Royal Academy of Music, the first dedicated professional music college in Britain, was founded in 1822 and opened in 1823 with the support of George IV. However, it struggled financially until offered sustained government support under Gladstone in 1868, and failed to offer the professional standards needed; most composers and many performers continued to gain their education either through apprenticeship and private study, or attending a continental European conservatoire. Other higher-level music institutions included the Royal Military School of Music at Kneller Hall (1857); Trinity College (1875); the Guildhall School of Music (1880); the National Training School for Music (1873); its replacement the Royal College of Music (1882); and the Royal Manchester College of Music (1893).54

Problems with the Royal Academy of Music’s financial position in the 1860s, together with anxiety over standards and status within the music profession, prompted the Society of Arts (founded 1754) to launch an investigation into music education. Its committee sought information from conservatoires across Britain and continental Europe, led by one of the key architects of the 1851 Great Exhibition, Henry Cole (1808–1882). The Committee’s findings, published in the Journal of the Society of Arts in 1865 and 1866, reveal a narrowly vocational curriculum at the Royal Academy, compared with the broader general and liberal education available in some other institutions and preferred by many of the Society’s British correspondents.55 The debates here demonstrate some of the key themes around professionalism and status that eventually led to the founding of the National Training School for Music and subsequently the Royal College of Music, and a new model for conservatoire education in Britain.

Reform of music degrees and university provision was also strongly motivated by the status of music and the music profession. Music degrees and professorships in Britain date back to the middle ages, although it was not until William Crotch’s appointment as Professor of Music at the University of Oxford in 1799 that regular teaching in music was available. Until the nineteenth century, degrees in music at Oxford and Cambridge were based on submission of an ‘exercise’, a choral piece in four or eight parts with organ or orchestral accompaniment, designed to demonstrate the candidate’s skills in key compositional skills and textures. The Reid Music Professorship at the University of Edinburgh, which was established in 1838, put music on a firmer footing, involving regular lectures together with an annual concert, although degrees were not offered until the 1890s.

The form of music suitable for a university environment proved contentious. At Edinburgh, the budget-conscious Reid Trustees were reluctant to support an extended programme of ‘musical science’, particularly under the fourth Professor, John Donaldson, whose acoustical apparatus and museum of musical instruments challenged notions of music as an applied academic subject. At Oxford and Cambridge, written exams were introduced requiring knowledge of music history and theory, as well as a liberal education in the form of preliminary examinations in subjects such as Classical languages and mathematics. When music degrees were introduced at the University of London in 1877, a heavy emphasis was placed on acoustics. Universities grappled with the joint tensions of music as an academic subject versus music as a professional occupation; and the need to raise the status of music versus the need to make degrees accessible.

Peter Maurice (1803–1878), an Oxford scholar of music and religion, and chaplain of New College and All Souls’ College in Oxford, wrote in 1856 on the problem of music in the University.56 Maurice argues for the general and liberal education of musicians and for improving their status in the University, in order to raise the status of music in society:



One of the great, perhaps the only great, drawbacks to the advancement of Music to the position it ought and must eventually occupy, is the disrespect it meets with from that very class which ought to be best able to appreciate its deserts. A Musician, let him be ever so talented and exemplary in moral conduct, ranks scarcely above an ordinary artisan; and nobody seems competent to award him his proper place. But, after all, Music is not at fault. Where is a degree in any art so intrinsically real in either of our Universities as the Master or Doctor of Music? It is the only higher degree for which any qualification whatever is expected beyond that which time or money can lay claim to. A Doctor (or Inceptor) in Music must have studied and practised his art for a long time of years, though Oxford contributes not a mite towards his qualifications, but exacts, without taking any steps to ensure the decent performance of those elaborate and finished compositions which a Doctor in Music must compose, and be present during its performance in that wretched room which we call the Music School. The musical degrees, as far as Oxford is concerned, are an empty name, with no privilege whatever attached to them within its walls; even a seat among its Doctors in its House of Assembly is denied to the entire faculty. And, if this is the treatment which the representatives of the most liberal of all the Arts and Sciences meets with, in the most famous of all the Universities in the world, who can feel astonishment at the little respect paid to the faculty elsewhere!57



The importance of music degrees to professional status, and the difficult relationship between the forms of ‘academic’ music and musical practice, continued to provoke problems. An anonymous author reported in 1889 on musicians who ‘had made unholy bargains with foreign Universities, and have traded in degrees, which have been conferred in absentiâ simply on payment of the fees’.58 Grow ing concern over ‘bogus’ degrees led in 1893 to the formation of the Union of Graduates in Music, intended to act as a regulatory professional organisation.59 The divisions between university music and the forms of professional training conducted in conservatoires also became clear in the 1890s. Proposals to form a single London University in 1893 involved representatives from the University of London as well as the Royal College of Music, Royal Academy of Music and Trinity College of Music. The alliance was largely thwarted by perceived differences in institutional status, but the process also exposed deep-seated differences in their aims and approaches to music education.60

The documents included here are largely concerned with the teaching of children, both in schools and in private lessons. They cover a range of approaches and methods, from formal notation and the teaching of theory to broader philosophies and accounts.

Anne Gunn’s 1803 ‘Preface’ offers an account of her experiences teaching music to young ladies, and the challenge of presenting music theory in a memorable and amusing form, leading to her invention of a series of musical games patented in 1801. Gunn describes the typical material of music theory as ‘dry and discouraging’ (p. v). Three articles from the Quarterly Musical Magazine and Review further illustrate the challenges facing music education in the early nineteenth century. Under the pseudonym ‘Vetus’, Richard Mackenzie Bacon (1818) considers the different aims of music education, particular for the learning of instruments among young women. Frederick William Horncastle, writing in 1822, outlines the requirements for an English Conservatoire, noting the importance of patronage (preferably Royal) and a suitable location. Horncastle stipulates a wide range of subjects to be covered in the Conservatoire education, suggesting also the importance of a ‘liberal education’ for ‘composers of any eminence’ (p. 133). The final article (1824) considers the problematic lack of regulation in the business of private music tuition.

Three extracts from the work of women music teachers are included. Eleanor Geary’s Musical Education (1841) is focussed on the technical requirements of tuition, particularly the suitable exercises and studies for children learning the piano. Olivia Dussek Buckley (1843), in contrast, is concerned with the early foundation of musical expression, along with the need for specialist music tuition from the outset. Private musical tuition receives relatively little attention on a general level and from the perspective of the pupil, and Bettina Walker’s narrative of her lessons with a variety of well-known teachers and performers (1890) is particularly valuable. Walker wrote her memoirs later in life just as she was beginning to teach, but her earlier years illustrate the opportunities available for the wealthy amateur musician.

Four further extracts are taken from leading figures in the mass music education movement. Joseph Mainzer and John Hullah offered competing approaches for large-scale singing classes. Mainzer’s 1848 publication Music and Education outlines the types of music suitable for school children, culminating in the idea of ‘Domestic, or Family Music’ (p. 92). Hullah (1854) takes a broader view, defending the idea of music as an element of a liberal education, the moral qualities of music, and the benefits of musical instruction for the listener. Evans and MacNaught’s manual (1888) offers a further view of school music teaching from towards the end of the century, in this case promoting the Tonic Sol-fa method. Tonic Sol-fa receives further attention in the interview with John Spencer Curwen in the Strand Musical Magazine (1895), which addresses the organisation and growth of the Tonic Sol-fa movement.

The opportunities for formal training and education of professional musicians are also addressed again later in the century. Three ‘Addresses’ by members of the Royal Family were given in 1881 in Manchester, in a bid to secure support for the proposed Royal College of Music. The speeches cover a range of aspects of music in Britain, including its state and status, and the level of education required to produce professional performers. Writing on the Royal Manchester College of Music in the Strand Musical Magazine of 1895, Charles Hallé notes the importance of the local community for support and influence, as well as the wealth of musical talent and experience in local areas.

A final document considers the history and place of music degrees in universities. C.F. Abdy Williams’s account of the development of music degrees at Oxford and Cambridge (1893) notes the key reforms that brought music within the structures and requirements of the universities, in attempts to improve its academic and social status. Music degrees received particular attention in the 1870s, when the University of London introduced its qualifications and attention turned to higher and professional at other universities and conservatoires, and the 1890s, when the rise of ‘bogus’ degrees from foreign institutions threatened the progress in status made by British universities.

Further consideration of music education is to be found elsewhere in the collection; in particular, Maria Hackett’s study of choir schools offers important information about specialist music education (Volume 2 part 1), while Ebenezer Prout’s 1895 Inaugural Address at Trinity College, Dublin, on ‘The Relation of Musical Theory to Practice’ (this volume, part 4), reflects on the nature of university-level education in music.



3.4 Theory and Philosophy

Music formed a topic of publications among practising musicians, music critics, scientists, philosophers, theologians and a range of other scholars and authors who brought differing perspectives and approaches to the development of musicology. Music as scholarship flourished in learned and scientific societies, in both dedicated and general journals; in other publications such as books, pamphlets and editions; and eventually also in the universities. The close relationships between musical scholarship and other learned disciplines has already been evident from documents on music and religion; music, health and wellbeing; and music criticism. Much theoretical and philosophical writing on music explored the nature and effect of music in these interdisciplinary connections.

Other publications were aimed at music educators, amateurs or listeners. Here there was less reflection between writing-about-music and music-as-professional-practice, as was clear in some of the discussions on music in the London university and conservatoires in the 1890s, academia and practice inhabited very separate worlds. And it was clear from debates over the ‘old’ and ‘new’ criticism, also in the 1890s, that the ‘academic’ styles of composition and criticism, exemplified by many of those involved in the earliest forms of British musicology, were considered irrelevant for the new directions in which compositional practice was heading by the end of the century. Writers about music were to be found among learned polymaths, as well as among expert contributors to periodicals, and authors of books. From the mid-nineteenth century, however, writing on music took on new forms, with authors trained in musical theory and practice able to build a career from specialist writings and lectures.

The institutions and societies that formed the basis for the new interest in an academic study of music were founded on a ‘new, secular, scientific truth’, and were aimed at fostering ‘knowledge, education, and self-improvement’.61 Music’s long association with experimental science in the form of acoustics aided its presence at traditional scientific institutions or within the general context of Mechanics’ and Literary Institutes, which hosted visiting lecturers on a wide variety of themes. Early nineteenth-century performing institutions, such as the Royal Philharmonic Society (1813) and the Society for British Musicians (1834), developed libraries of musical works and publications, while John Ella’s Musical Union (1845) and the early musical activities at the Universities of Edinburgh and Cambridge fostered intellectual discourse around music.

Among the earliest associations dedicated to the academic study of music was the short-lived Musical Institute of London (1851–1853), which held musical ‘conversazioni’ as well as hosting more formal papers on musical topics.62 Later in the century, and in emulation of the growing scholarly study of music in Germany and elsewhere, the Musical Association (1874) was founded in parallel to the reforms at British universities. The Association covered ‘any subject connected with the Art or Science of Music’, encompassing experiments and performances as well as formal papers within its proposed activities.63

In their 2018 volume, Jeremy Dibble and Julian Horton set out several key characteristics of British musical thought during the second half of the nineteenth century, which particularly influenced the apparent slow development of British musicology or music philosophy in comparison with continental European writers.64 British understanding of music was, they note, ‘governed by a set of criteria entirely different from those that informed, for example, Germany’s most prominent thinkers’.65 British thought relied heavily on empiricism rather than idealism, which in musical terms led to a close association with analysis of musical texts.66 British culture also fostered a sense of anti-intellectualism, as seen in the negative associations with ‘academic’ composition or criticism, as well as a celebration of the amateur and gentleman polymath.67

Questions of beauty and genius are combined with debate over musical form, meaning and influence, the relationship between music and text, and the imitative nature of music. Lady Elizabeth Eastlake, for example, an art critic and historian, asked in 1848, ‘What is it after all that Music can do?’ (p. 485). Eastlake’s answer was that music makes us ‘more romantic’, drawing on music’s effect on the emotions, rather than associations with reason or science.

It was not until the late nineteenth century that writers such as Edmund Gurney and Ebenezer Prout combined musical understanding with the critical faculty necessary for extended intellectual engagement with music as an object of philosophical enquiry. Psychologists James Sully (1843–1923) and Edmund Gurney (1847–1888) both addressed issues of music perception from a theoretical perspective. Sully and Gurney applied Spencerian and Darwinian approaches respectively, while drawing on a wider spread of philosophical theories to centre music within their writings.68 German scientists such as the psychologist Richard Wallaschek (1860–1917) and the acoustician Herman von Helmholtz (1821–1894) were also influential in the confluence of ideas and scholarly traditions. Bojan Bujić notes the importance cross-currents and influences between British and continental European philosophy, psychology and experimental science in relation to music, which ultimately led to a scientific basis for the development of musicology in the early twentieth century.69

The development of evolutionary biology by Herbert Spencer (1820–1903) and Charles Darwin (1809–1882), among others, also included music in its purview. Spencer, for example, considered the entire world to be governed by the principles of the ‘survival of the fittest’, through evolution ‘from the simple into the complex’.70 While Spencer considered music to have originated in the emotional expressions of language, Darwin’s observations of birdsong led him to place music lower down the evolutionary scale, preceding language.71 The psychology and philosophy of music also benefited from interest from the medical profession, including neurologists William Gowers (1845–1915) and John Hugh-lings Jackson (1835–1911), who both used music to investigate brain function and disorder.

As has become clear, writing on music grew exponentially in both size and scope in the final decades of the nineteenth century. With particular interest from scientists – evolutionary biologists from the 1860s, acousticians from the 1880s and medics from the 1890s – the breadth of scientific attention to music widened. The late nineteenth century also saw increasing attention to music history, in publications, editions and historical performances. The collection and cataloguing of both musical instruments and folk song, from Britain and further afield, formed two additional areas of focus which gathered momentum into the twentieth century.

Many philosophers, psychologist and anthropologists working in the late nineteenth century used approaches based on an evolutionary scale from ‘primitive’ to ‘advanced’, particularly studying indigenous peoples to advance theories of development. Their views and theories adopt attitudes which today would be recognised as racist. Others, such as James McKeen Cattell (1860–1944), drew on theories and practices such as eugenics later associated with human-led atrocities. The role and influence of racist, nationalist and patriarchal views on the development of music theories and histories has received recent attention but demands a critical and reflective approach, particularly in this area of nineteenth-century musical thought.72

The documents included here are linked by core themes: music’s expressive power, its role in society, and its origins. They include texts by both scientists and musicians. The communicative potential of music was often explored in relation to the question of music and text, and the hierarchy of musical forms according to their imitative and expressive nature. From the 1850s the origins of music were the subject of intense debate, closely linked to these hierarchies. Theories of music’s origins were also connected with narratives in music history, the assessment of folk music and music from non-Western cultures, and the psychological and psychiatric understanding of musical performance and musical listening.

George Farquhar Graham’s ‘Essay’ (1816) considers musical judgement, musical imitation and the pleasure of musical listening. William Kitchiner (1821) draws on a wide range of prior publications concerned with the relationship between music and text. His main interest is in the practice of singing, and the communication of text through vocal techniques. Elizabeth Eastlake’s approach (1848) is influenced by her primary interest in art. She touches upon the key questions of music’s origins, its expression of character or national identity, and the relationship between music and mathematics. Herbert Spencer’s 1857 article identified the origins of music in vocal sounds, also using this theory to account for the expressive nature of music and its key role in the development of sympathy between humans.

Both Henry Wylde and Henry C. Lunn were professional musicians and writers on music. Henry Wylde (1867) draws on the history and universality of music, as well as its important place in medicine and religion, to argue for its central role in civilisation and ancient origins. Henry C. Lunn (1868) considers ‘suggestive’ music to be superior to ‘imitative’ music, preferring the exact nature of musical expression to be left to individual interpretation.

Edmund Gurney (1876) discusses in detail the different approaches put forward by Wagner, Spencer, Darwin, Helmholtz and Hueffer, particularly regarding the expressive work of music. Gurney considers music to have internal meaning, but dismisses the impulse to connect music with external expression and meaning. Hugh Reginald Haweis (1888) takes a new approach to discussing the origins of music, looking at the distinction between music and noise, and using the physical nature of musical sound (or, in Helmholtz’s terminology, ‘clang’) to examine the ways in which music can be defined. Nevertheless, he identifies music as the ‘direct language of the emotions’ (p. 151), connecting the form of music to the emotional expression of speech, as well as returning to the theme of his previous book, ‘music means Morals’ (p. 157).

Richard Wallaschek and James McKeen Cattell (1891) both joined the debate over the origins of music in relation to language and the human voice; Wallaschek arguing for the importance of rhythm in musical origins, and Cattell suggesting that harmony, as well as melody, stemmed from vocal productions. Their papers were published between two further articles by Herbert Spencer; the first (October 1890) acted as a ‘postscript’ to the earlier 1857 article, while the second (October 1891) responded to Wallaschek and Cattell’s claims. Neither Wallaschek nor Cattell was British, but both lived and worked in Britain temporarily around the time of the article’s publication and engaged with key British authors. Their papers illustrate the international scope of British writings in music aesthetics and psychology towards the end of the nineteenth century, and the lively cross-cultural discourse which ensued.

Texts by three British composers, two of them closely associated with academic music, conclude the collection. C.H.H. Parry (1893) draws on Spencer’s theory of sympathy, also considering the origins of music, the role of imitation, and the relationship of music to dance. Ebenezer Prout (1895), in his inaugural address to the students at the University of Dublin, examines the role of music theory in musical practice and appreciation, as well as the question of theoretical and historical knowledge in music qualifications. Prout’s arguments draw together again the topics of musical education, musical listening and music theory. Finally, Samuel Coleridge Taylor’s address ‘On Music’ (1905) offers pertinent arguments centred around the question of theoretical studies for practising musicians.
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The two articles included here are drawn from the very first issue of the Quarterly Musical Magazine and Review, in which its editor Richard Mackenzie Bacon (1775–1844) set out his vision for the kinds of writing on music to be included in the new publication. The QMMR covered a wide range of topics in its first issue, including articles on the minor key, the Italian Opera, Marcello, the question of an English school, the Academy of Ancient Music, publications relating to the piano by Cramer, Crotch and Logier, and pieces on the singers Charles Incledon, Samuel Harrison, John Braham and Thomas Vaughan. As the first English-language journal dedicated to writings on music, Bacon both set out his interest in the development of a scholarly literature on music, and defined his terms and audience widely.

Bacon’s ‘plan’ outlines the values he attaches to writing on music, in particular the role and nature of music criticism, the place of National musics, and the importance of their critical reception. The article on vocal criticism precedes the four biographical sketches. Here he cites Dugald Stewart (1753–1828), the Scottish philosopher and mathematician, on taste; the quotation is taken from Stewart’s Elements of the Philosophy of the Human Mind (London: A. Strahan and T. Cadell; Edinburgh: W. Creech, 1792), p. 361.






Plan of the Work

THE cultivation of Music has been carried to such a degree of perfection in this country, it has become so universally necessary among the acquirements of education, it occupies so considerable a portion of the time, thoughts, and engagements of youth, maturity, and age, the English public is indebted to the science for so much of elegant amusement and private life for so much of individual solace and delight, that it is rather matter of wonder we have no periodical work exclusively devoted to the subject, than of apology for the introduction of our present publication. Perhaps it may have appeared on a distant and casual contemplation of the purposes and powers of music, that but a limited foundation and slender materials could be found whereon to build an useful superstructure of such a kind. The principles of the art might be thought to lie within a small compass, and to be illustrated better by musical than by verbal composition. The essays we already possess have added little or nothing to the stock of musical knowledge, if we except a few (and they are a very few) regular treatises on the more abstruse branches. Practical musicians very much disregard such attempts. It should almost seem that the symbols by which we express the objects of our other faculties are considered to be inapplicable to our apprehension of sounds, and that words in their combinations could do nothing, either to improve the practice or to increase the enjoyment of the art. It cannot be that literature and this delightful occupation are seldom united; they are both the consistent and dignified pursuits of leisure, affluence, and elegance of mind. It is not indeed a necessary property of intellect to combine the perfections of the scholar and the musician; but in this our refined age such accomplishment is by no means uncommon, and perhaps it is the attribute of a stern cast of thought, or of a still more stern abstraction, to reject the beauties and the blandishments of a syren who solicits the heart with such grace, such tenderness, such sweetness, who promises a relaxation so voluptuously innocent, who steeps the senses in such enchanting forgetfulness, who at her pleasure elevates the soul to the rapture of adoration or sinks it to the thrilling languor of a delicious and touching sensibility. But, however this may be, literature has done less for music than for any other branch of useful or ornamental acquirement; and we are not without hope, that by opening a receptacle for the contributions of those, who rich in such attainments, have felt and may be inclined to divide the happiness they confer, we may be the founders of an establishment which, in our very humblest aspirations, we are convinced may be rendered an useful and agreeable depository of much that is worth collecting or recording relative to the progress of music and the transactions of the musical world. At the outset, we do no more than erect a mere mortal fabric; but we have given it the dimensions, and we hope it may come to enjoy the privileges of a sacred edifice – to be consecrated by the gifted hand of genius, to be endowed by the benevolences of taste.

The happiest distinction of any plan which at the commencement of such an undertaking could be laid down is, that it should be sufficiently comprehensive to embrace whatever may seem to contribute to amusement or to instruction. Our work is not addressed to any particular class or denomination of amateurs or of performers, but to the whole. Guided by this simple outline, we hope to provide a variety that may gratify where it falls short of the higher and better aim of eliciting or of conveying something not before known. If any justification for such a design be wanting, we should seek it in the dispositions of Nature herself. It appears to be a part of her law, that sound should excite highly-pleasurable sensations, even in persons who are totally ignorant of the science of harmony. There is an original aptitude for music that has no parallel in the enjoyment of the sister arts. The most animated productions of the poet, and the most exquisite works of the painter, would fail to produce the same delight that even the simplest melodies awake in persons of untaught musical feelings. We speak of the operation of the arts upon unsophisticated nature. There are some who are through life entirely destitute of the smallest perception of the pleasures of sound; and we have it on the personal authority of the greatest lawyer in the realm, that there are others who would not give five shillings to hear Catalani sing for a quarter of a year: but we should be disposed to class such instances among the effects of a continual devotion to graver pursuits and of a loftier ambition, rather than with the common constitution of the faculties of mankind. The deep, the poignant, and intense delight which some experience is doubtless the offspring of a peculiar organization, and the enjoyment imparted to many by the power of music appears to be owing to something like an additional sense. Such examples are not rare. We adduce them only to prove that too scientific a design would ill comport with the several gradations of natural and acquired perception to which our publication, in order to be general, must be levelled. We say levelled, not lowered, for we cannot consider that our usefulness will be at all abridged by the endeavour to contribute to the desires of every rank and degree of the lovers of the art. We expect to derive strength from combination, as much as from individual power.

Governed then by such views, we purpose to include the following subjects: –



	Original correspondence upon all the branches of the science, theoretical and practical.

	Critical and impartial accounts of musical performers.

	Reviews of musical publications.

	Accounts of the metropolitan and provincial establishments for the cultivation of music.

	Anecdotes of music and musical men.

	Poetry, original or selected that may appear calculated for musical adaptation.

	A register or chronicle of musical transactions.



By such an arrangement we conceive that we shall embrace every topic of interest, personal and general, vocal and instrumental, throughout all the bearings of living talent and written composition; and we anticipate that by bringing into one circle of action as many of the connected family of musical genius as we can attract, an emulation may be excited and a standard of comparison erected which will lead to beneficial results, not only to the individual but to the public. In the superior department of the conduct of public amusements, the zeal, the taste, the liberality of directors, may be assimilated and brought together. The management and the patronage of Foreign and English amusements may be weighed and balanced against each other. The eminent novelties of every country communicated, not only to those most immediately concerned, but to their supporters. To what extent information may be obtained in the incipient stage of our enterprize, we will not presume to promise; our arrangements for foreign correspondence will depend upon the reception our work experiences; but by a clear exposition of our objects we shew the scope and range of our intentions, and while we entreat the voluntary aid of those who may possess the opportunities we covet, we at the same time engage to omit no effort of our own to establish a correspondence that may ultimately complete the perfection of this compartment of our miscellany.

A portion, and not an inconsiderable portion of our pages, will be devoted to criticism. We are led to such an expectation from the accumulating productions of composers, from the increasing ardour of professional enterprize, from the widespreading demand for novelty, and from the continual accession both of native and exotic personal talent.

The mass of the public is at all times either partially directed by the remarks of individuals, (privileged, as it were, by the sanction of their known acquaintance with the principles of taste) conveyed orally from one to another, or generally by the criticisms of the daily and periodical prints. And here again we have to deplore the want of the requisite characteristics in many of those who, under the semblance of discharging a trust, indifferent to themselves but vitally important to others, are but too often weak in judgment though fluent in objection, destitute of the real faculty of discrimination, but fully conversant with the murderous art of dealing out keen and cutting dispraise.1 We know not how it happens – but so it is, that while every species of publication throughout the amazing range of English and Foreign literature is most ably and most completely dissected, demonstrated, and prepared for the guidance of general observation – while the sister art of painting has been illustrated by every expence of judgment and travel and design and execution, employing the highest efforts both graphic and descriptive, music and musicians are almost entirely abandoned to the meagre, hasty, crude, and but too often partial and personal effusions of the journals of the day. Let not our description be thought invidious. It cannot be more accurate; we appeal to the feelings of the profession and to the discernment of persons of taste. However irritable or warped by resentment or injustice the first may be, there is yet a testimony to be drawn from the universal sentiment which cannot err. No prejudices can pervert such a body of evidence, no attachments can influence such a jury, neither hopes nor fears can shake the impartial justice of a court of such authority. Placing ourselves then in the enlightened presence of the assembled ability which is employed either professionally or judicially, and about to become in our own productions the object of a similar examination, we arraign the existing criticism directed to musical transactions. We arraign it as sometimes unjust and oppressively injurious, as commonly insipid, and as almost always uncertain, indiscriminate, or venal. The degrees of merit are confounded and lost in mere newspaper jargon. It shall be our part to mitigate, as far as in us lies, the flippant asperity which wounds in mere haste and wantonness, or rather perhaps because it is necessary to say something. We shall endeavour to modify the too enormous power of prescription, whilst avoiding every sort of detraction, we give to exalted genius its own elevated place of honor. We shall hope to encourage the hesitating and slow advances of modest merit; we shall most carefully abstain from every thing that borders upon personality; and at the same time that we are exerting a calm vigilance for the interests of the science (in which we consider the interests of the public absolutely vested), we shall solicitously bear in mind that the private happiness of an arduous, and as we esteem it a most meritorious profession, is involved in the honourable or dishonourable exercise of public criticism. We do not enter upon our duties with levity, neither shall we publish our thoughts hastily or unadvisedly. We hope to do some good, and we invite the assistance of all who can appreciate our motives, enlarge our sphere of intelligence, or in any way confirm our purpose.

Thus have we fully described the disposition which will attemper the most delicate, and yet perhaps to the curiosity of our readers, the most pleasureable discharge of our voluntary office. There is yet a large and important division to be spoken of in the purposed review of musical compositions. Every nation had originally, and even up to this day retains leading characteristics of its own style, almost as distinct and peculiar as its proper tongue, and in spite of the incursions of foreign powers, invited by novelty and conducted by genius – in spite of the commanding superiority with which the enchanting language, the exquisite attainments, and finished taste of Italy, the mistress of the world, have fitted her missionaries for the task of conversion, there are yet in every country predominating principles, derived from this national and perhaps natural inclination, that are found to bias very materially, though they do not wholly govern the public judgment. With these however all the improvements and inventions of other countries are so commixed and blended in our own, that varieties the most anomalous are every where discoverable. We should be led to conjecture that the objects of musical taste are no where so diversified as in England. Nor does it appear very difficult to account for. The reasons are interwoven with manners, and will strike us at once on comparing the institutions and habits of the continent with those of our own island. In catholic countries the church service is in a great degree musical, and the performance is frequently excellent. Hence it arises, not only that the judgment of the people from their mere constant attendance at the hours of devotion, grows daily more polished, but that multitudes of native musicians are trained up in one uniform system of discipline. – The religious establishments have very generally a conservatorio attached to their foundations, which is the school wherein these musicians are educated. Thus there is an universal diffusion of the same vernacular principles and practice. Music is to be heard from morning till night, in the church and in the streets gratuitously, and in the theatres for a very small expence. Even comedy and tragedy are musical. – Such an eternal application of the art cannot fail to stamp its characteristics deeply upon the whole people, while among professors it ensures the attainment of the utmost possible skill, by unity of design, by incessant repetition, by the mental excitement produced, and by the facility and acquaintance attendant on these advantages. In point of fact they have but one school, and their school is a school of national foundation. France is certainly to be exempted from our description; for whether it be that the French language places an insuperable barrier, or whether there is a levity and mobility in the constitution of Frenchmen that unfit them for musical excellence, we pretend not to decide, but that there exists some positive impediment which has hitherto precluded their progress towards the point of cultivation which most of their neighbours have reached, is incontestible. The instances of any native of France becoming eminent as a vocal performer in any other country than his own are exceedingly rare, and the instrumentalists are comparatively so very very few, that they are scarcely known or remembered. French compositions, except for romances and dances, are equally scarce. France has however given birth to theorists of considerable note.

In England we partake, we enjoy the fruits of every other region, and we engraft them upon our own strong and hardy stocks. We have still somewhat of a prevailing national taste, though it is almost expiring. Indeed the want of a school necessarily contributes to the classification of opinion according to the distribution of wealth. To go to the fountain head, we must quote the personal example of our venerable SOVEREIGN himself, who has done much to perpetuate by his own partiality the love of Handel among his subjects, and all that yet remains of the nervous, sound, noble, and majestic style of performance which is acquired by the study of that composer. Descending a single step in society, we shall immediately be brought within the attraction of the opera and Italian music. The cost and rules of dress and of admission, and the want of acquaintance with the language, render the King’s Theatre not commonly accessible except to the wealthy and the well educated; but no one of musical feeling who sets foot upon this charmed ground departs without having tasted “the orient liquor in a chrystal glass” that enchants and fixes him for ever the delighted subject of the power of the place. The air is filled with spells. It is impossible to escape them. He who has heard the best music of the theatre and oratorio, forgets the gay as well as all the solemn sentiments they may have inspired, in the transporting and delicious tenderness which the “foreign wonder” breathes as it were into the very soul. His sensations are new and penetrating. They are never after obliterated, for they mingle with the finest affections of our nature. From so captivating and so copious a spring, it is no wonder that the waters should permeate far and wide. They are in truth the thousand Heliconian rills, to which almost the whole collected assemblage of high rank and splendid fortune and elegant accomplishment comes,



“Athirst to prove

The genuine influence of the stream they love.”



Separate and distinct as these two currents of taste must be said to be in their nature and origin, they are nevertheless united in their progress, and at no great distance from the source. The oratorios and miscellaneous concerts of a higher order are all supported nearly by the same performers, and patronised by the same audiences; and the selections are made from Italian and English music of genuine excellence. There happens, however, a more general commixture of ranks when the theatres are used as concert rooms; and it is upon these occasions that the slender portion of good taste is infused among the million of hearers which incites the desire for better things, and which shows itself in the curious modern mosaic of English-Italian German compositions for the theatre and the chamber, and in the momentary alternations from good to bad taste with which our cars are assailed in the performance of many of the half-bred, half-taught singers of the English theatres. Some we have known who find it necessary to yield to the prejudice they despise. It is this intermixture that originates a third description of taste, which being a compound of all styles, is of all the most alloyed, dull, and deteriorated. In the midst of the confusion, some national airs have been reanimated for a time, rather by the reputation of the poets who have written words for them than from any other cause. But they have small influence upon the formation of taste, because they are cast into the heap and devoured and forgotten amidst the profusion of good, bad, and indifferent with which the unnatural hungering after novelty is to be hourly indulged and satiated.

From this slight outline of the divisions of the public appetite, it may be seen how difficult and how various a duty awaits the reviewer of compositions intended for the English nation, and more especially of those by some of our native authors. The easiest, the plainest, and most honest way of discharging our trust, will be found in our endeavour to follow rather than lead the judgment, by allotting to whatever may be selected for our remark its legitimate distinction in the academic groves of science, or in the humble walk of national predilection. We shall consider to what height its aims are directed, and we shall allot it such a precedence, the primary consideration being settled, as the composition may appear to merit in its province. We do not imagine that there is not in each of these departments some merit strictly classical. – Far from it. We know that genius is neither to be confined nor allured to one region. It is a spirit too volatile. To find it under the obscurations with which poverty and envy too often cover it, will be our first part, and in so doing we may perhaps, by the gradual force of accumulated instances, extract something like a system, and at last arrive at the elements which are inherent and essential.

By the last division of our plan, we hope in time to have gone far towards the collection of a complete history of the progress of music in our own country; and as fashion and example exert a powerful influence even over those pursuits that in their proper nature do not seem to require aid so adventitious, we anticipate the further diffusion of the science by the force of that emulation among towns and cities and provinces, which prevails among individuals, and to which natural impulse the world owes its most rapid advancement towards the ultimate limit of human virtue, as well as towards human gratification. We especially invite the attention of those professors and amateurs who have interested themselves in forming permanent establishments upon a public scale for the practice of music, to lend their assistance to the illustration of this topic. We think they will agree with us, that it may come to afford a most useful and agreeable means of reference and comparison. There is scarcely any thing which contributes more to facilitate that friendly intercourse which ought to subsist amongst men of science, than a previous acquaintance with each others particular pursuits, and the degree of excellence to which they have attained. From such a general law we think it is a legitimate deduction that the correspondence of the lovers of music will be promoted and enlarged by the knowledge to be extended through such a medium. Men are anxious to be made acquainted with the features of persons for whom they are interested either by a similarity of taste or by a pre-eminent reputation. The hand-writing even has been said to convey ideas of character. The histories we hope to collect will present the features of intellect and of knowledge, and while they mark the direction of talent and the gradations of scientific acquirement, they may serve to depicture and convey from mind to mind the activity, the devotion, the power, and the enthusiasm of genius in one of its most favourite occupations.

We have thus disposed of the principal proportions of our work. For what remains, we hope rather to be indebted to the generous contributions of scientific ability than to our own labours. To furnish out a continual supply for the banquet to which we have given invitation, is beyond the means of a small circle of individuals. We have been content therefore to associate such assistance as may enable us to present the musical world with a fair specimen of what our own ordinary strength can effect, and we are not without sanguine expectation, that with every succeeding publication we shall find our correspondence extended and increased, and our own consequent usefulness appreciated and enlarged. For our early essays, however, we must entreat a liberal allowance of indulgent admission. – The first specimen of our work must be regarded rather as the bud which contains the flowers of promise and of hope, than as the full, mature, and expanded perfection of the entire plant, under the meridian sunshine of public favour.

We have stated our views, we have been minutely particular in reciting the obligations under which we shall consider ourselves to lie, in order that our readers may at the outset be aware of the motives which direct us, and the responsibility which those motives impose upon us. We neither intend to “support our dignity by ill humour,” nor to degrade ourselves to the “fautores inepti,” the foolish flatterers of an idol or a party. We conclude therefore with a solemn promise, that our abilities, such as they are, shall be exerted to their utmost, in the service of the public, in the support of the profession, and in the propagation of all that may appear to us to illustrate or exalt the science.




First Lines of Vocal Criticism

BEFORE we enter upon the merits of individuals whose success in an arduous profession is the subject of investigation and may be affected by opinion, it appears to be necessary to discuss in a brief compass, a few of the first principles of criticism as applied to vocal science. It is to be remembered (and the fact will account for most of the discrepancies between persons of sound judgement) that there is no absolute standard of comparison in any one of the constituents of excellence: that there is a difference at different times both in the faculty of performing and the faculty of judging – that there is a variety belonging to place, spirits, and temper, both in the critic and the performer; and that there is a very wide distinction indeed, growing out of and nurtured by association. It is therefore a fundamental rule in our estimation, that no accurate knowledge of a musician’s powers can be obtained, except from a patient and continued regard at sundry times and places of the various qualities that constitute the degrees of the scale of excellence. Nor does this opinion arise so much from the circumstances that affect the execution of the singer, as from those which bias the judgment of the hearer. “Taste,” says Mr. Dugald Stewart, “is not an original faculty, but a power gradually formed by experience and observation. It implies indeed as its ground-work a certain degree of sensibility, but it implies also the exercise of the judgment, and is the slow result of an attentive examination and comparison of the agreeable and disagreeable effects produced in the mind by external objects.” This simple definition appears to concentrate all that has been written on the often disputed question of taste. But it will be obviously inferred, that the powers of discernment in the Critic will vary as much or even more than the excellence of the performer. – The nearer to eminence the object of criticism approaches, the more difficult a nice decision becomes. We would therefore warn our readers against any expectation they may form, of the possibility of an accurate delineation in words, of qualities it is so difficult to class in idea. No two persons set out upon the same original perceptions, and at every step they advance, they diverge, and their course is liable to take even an opposite direction.

The better to enable our readers to go along with us in our principles of judging, we have reduced the elements of singing to the following scale.


	Intonation.

	Conception.

	Tone.

	Elocution.

	Science.

	Execution.



To these few simple elementary divisions, we confine the whole exercise of the art, and we consider the arrangement sufficient for the purpose of explanation. All others that we know of are compounds of these. For instance, Taste, we say, is regulated conception, ornament, the combined production of conception and execution, and expression comprehends the whole scope and excellence of the art, every intellectual power, and every practical grace. These few terms are indeed to be subdivided in themselves; as for instance, tone, which is of various kinds, and those kinds of various beauty. – Power is a modification of tone. They are generally also combinations both of natural and mechanical talents. But nevertheless we consider the elements to be those we have enumerated, and to be essential, according to the order we have laid down. They are the genera, the rest are species. In this slight outline, we endeavour to do no more than establish an understanding with our readers, to institute a scale of progression to which we may in common refer. For all these several elements there is a standard of perfection formed in the mind of the person judging, either from some real or known example, or from some imagined possibility.2 The dignified expression of Mara, the power and execution of Catalani or of Billington, or the tone of Harrison, have perhaps impressed his mind with a rule of perfection, by which he measures the object of criticism. Again he may believe, that their several perfections might be united, and thus create to himself an image of ideal beauty not to be realized. The faculty of discrimination then, requires not only knowledge and imagination, but a certain temperance and sobriety, as it were, in commixing these ingredients. We must have the good sense to determine what can be done, as well as the memory to recal what has been done, with exactitude enough to be just. Nice criticism demands nice allowances for ourselves as well for the object of remark. We heard Mara with unhacknied ears, and with all the freshness of new delight in the morning of youth, in the unabated warmth of enthusiasm. Our judgment of Catalani was taken after a long interval, which had been passed in a protracted series of attention, by which our sense itself had been worn and indurated, while it took whatever of polish it may have attained. Had these eminent singers been reversed in the order of time, our estimation of them might, nay must have been, different. We point out these sources of disagreement in the exercise of taste, because we would make in our own minds, and procure from our readers, a due compensation for all the various accidents of temper and knowledge, that are so liable to warp the faculties and disturb the judgment.

We assign to Intonation the first place, because, although it is not equally obvious in terms to the unskilled and to the learned, it is, notwithstanding, always perceptible to the practised and the unpractised ear. The accuracy of our apprehension in this respect determines our physical aptitude, and is our first guide. We have indeed known even professors who have had a difficulty in deciding whether a note has been too flat or too sharp, when the variation from the pitch has been very minute; but we may venture to aver, that every one is sensible to the sour effect which is the result of imperfect intonation. The fact is curiously exemplified in the performance of persons accustomed only to the accompaniment of a piano forte. Their tune is never so exactly perfect, never so ringing, as that of others who are in the habit of singing to a band. We do not speak of the dull and leathery influence upon the tone which is acquired by the continual accompaniment of the piano forte, but of a deadness in the intonation (we use the word in opposition to ringing tune) which close observers never fail to perceive, and which, we think, will account for the contempt in which professors hold the tune of amateurs, as much as the want of a regular system of vocal practice in the beginning of their education. Let it not however be forgotten that ALL singers do at times fail in their general intonation. The ear is not so much in fault as the organs of the throat. MOST singers have also one note that is rarely, if ever, in tune, and is thence called the fausse note. These are extenuations. But the rule remains the same; and we think we may safely aver that nothing detracts so considerably from vocal excellence as imperfect intonation.

Conception, by which we intend to signify the power that imagines the full force of every passage, and the best possible mode of applying the faculties that express it, must necessarily have precedence of those it assumes to direct. Conception is to the rest what the mind is to the body: it is the power to which art is indebted for its last polish as well as its first effect: every embellishment that a composition can receive springs from its exercise. The song itself may be compared to an outline, to which the conception of the singer gives all the light and shadow, all the richness, all the brilliancy, all the grace and effect.

Of the remaining heads it is unnecessary to speak further; they are explanatory of their own nature.

Upon these elements we form our judgment of singing, and we make our estimate according to the attainments which we have witnessed and which we know to exist. It can but have been constantly observed that different performers possess these elements in various gradations. The intonation of one man shall be very fine, and he will fail in the declamatory part of his profession – another will want power, yet will have superior quality of tone. We shall not think it fair to consider any singer otherwise than as a whole; and if we point out the weak parts, we shall always do so with a reservation in favour of general merits and abilities. Thus we hope to make peace between criticism and personal feeling, by the mediation of truth.



Notes


	1 There are sometimes in the TIMES and MORNING CHRONICLE, and LITERARY GAZETTE, articles which are the exceptions to this rule, but generally speaking the criticisms, even in these highly-esteemed Journals, are too vague and loose.

	2 Such an image has been more aptly perhaps defined by Madame de Stael to be, “La vraie idee de l’impossible.”
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This anonymous letter is a detailed attack on the work of amateur critics, largely amateur musicians with relatively high social standing in business or the professions. The letter also highlights the rift between the values of Classical styles and newer music; the author details his appreciation of the quartets of Haydn, Mozart, Beethoven and Cherubini, in contrast to the preference for newer styles and genres.


The letter is headed by a quotation from Horace’s Satires (II: VI, 59), translating ‘amongst these things, the day is wasted for poor me.’ The phrase ‘Delphines inter sylvas’ (dolphins in the woods) carries classical allusions; the imagery is used in Ovid’s Metamorphoses book 1 and Horace, Ars Poetica.1 One of the amateur critics is described as a ‘musical Solon’, a tongue-in-cheek reference to the Athenian lawmaker associated with laying the foundations for democracy.






Perditur hæc inter misero lux. – HOR.

SIR,

SOME how or other I have wrought myself into a belief that I derive considerable enjoyment from listening to good music, well performed. Perhaps you will say there is nothing extraordinary in this: no more there is with respect to the belief; but with respect to the fact I really begin to suspect there is something more extraordinary in it than you may at first imagine: and it is upon this subject that I want to consult a public censor like yourself, in the hopes of being relieved from the doubts which at present beset me. As the matter now stands, if I were not pretty obstinately bent on maintaining my belief, I should soon become exceedingly sceptical, so many occasions arise to make me question whether all excellence be not imaginary. In order to bring the subject for your counsel into a more tangible shape, I must have recourse to examples of such circumstances as cause these musical misdoubtings in my mind, and from which I hope to be relieved by your magisterial judgment. Let me, therefore, suppose myself at one of the most celebrated concerts in the metropolis, for in such a place are congregated all the most able professors, as well as the principal professing amateurs. Here I listen with great delight to the performance of a concerto by a gentleman who appears to me to possess all the requisites of a great artist – power, delicacy, energy, incomparable facility, and that which marks a man of true talent, a distinguishing style of his own. In the midst of my admiration of what appears to me so excellent, my attention is attracted to the observations of a person near me, who, with eyes twinkling with the exultation of self-approving judgment, with busy gesticulation, and great volubility of tongue, determines there is nothing in all this but what any body may do who will sit down and practise; and laments that such worthless pretensions should be tolerated. I look around to examine the persons whom he addresses, and find amongst them men whose judgments should direct them to a wiser and more just conclusion; but I perceive great gravity in their countenances, whilst their silence and gently indicated smile seem to confirm the opinion of the critic, and consequently to increase the animation of his oratory. In a few days afterwards I attend another concert, where another person takes his station at the instrument, and to my poor notion performs a piece without displaying one single quality which announces distinguished talent – no power of contrast – no passion – no sentiment – none of the stronger impulses which mark elevation of conception – but a mere monotonous dexterity, wholly void of character. I look around me, and I perceive my amateur critic in high exultation, pointing out the excellences of the performance to men, to whom I am bound to concede the right of passing judgment. I observe them to give smiles and nods of approbation, and the face of the critic assumes the settled dignity of authority. Here, Mr. Editor, you will perceive my poor judgment quite adrift, without rudder or compass, and left in an open sea, buffetted by the winds of conflicting opinion. I had thought, in the simplicity of my heart, that I had formed my taste upon the best models, after mature consideration, and under the guide of men of the first eminence; but I find there is nothing certain in this mortal life. Being, however, desirous of improving my judgment, I make inquiries about this critic, in the hopes of finding my way to his acquaintance, and obtaining a few aids from the abundance of his information; and to my surprize I find he is a lawyer. Here I am doubly confounded; for what chance is there that my judgment should have any approximation to correctness, when I discover that this gentleman’s taste and knowledge in the fine arts are built on the solid basis of the common law of the land? I know the wise modesty of the Chancellor would disclaim the fame of such unusual combination, and at least doubt his fitness for this double seat of judgment; but as I discern no vacillation in the mind of this arbiter elegantiarum, and see that he is abetted by men who should value their reputation in the art, my ideas are fallen into very lamentable confusion, from which I beseech you to relieve me. It is true, it has been hinted to me that this gentleman has no knowledge whatever in the matters on which he decides, and that those who countenance his decisions are influenced by certain motives of self-interest, but this I take to be mere scandal. Further, Mr. Editor, being a harmless sort of man, I have occasionally the advantage of being at quartet parties, which generally consist of a mixture of amateurs and professors. Here again I am puzzled; for having been accustomsd to hear with delight the compositions of Haydn and Mozart, I observe with great regret that these works are not unfrequently treated with a disregard somewhat bordering on contempt, and particularly by the amateurs. The reason of this, no doubt, is, that those gentlemen have more leisure for philosophical reflection and for diving into the hidden mysteries of the art, than the rest of the world. I had foolishly conceived that a noble consistency in the whole, with a nice adaptation of the parts to the main intention, was a great beauty in this species of composition – that bold thoughts should be artfully connected by the polished links of fine taste – and that when the imagination has wantoned in the luxuries of beautiful melody and rich harmonies, the judgment should have ample matter for delightful occupation at every repetition of the performance, in tracing the ingenious modes by which genius effects its well-arranged designs. But I find I am altogether mistaken. If in more recent compositions I fancy I perceive extravagance and want of consistency, “Delphines inter sylvas” – that I am not naturally, or by concealed art, led into the thought that is forced upon my attention; I am given to understand by modest intimation, that these are bold strokes of genius, which none but the initiated are capable of appreciating; and that it will be a long time before the greatness of eccentric genius becomes intelligible to the mass of mankind. If in the limitation of my faculties, I fancy myself to perceive indigestible crudities, which true judgment would never have introduced at all, but if introduced should at least have the excuse of being a foil to subsequent beauties, I am again informed there are mysteries of profound genius even in this, which the improvement of the human faculties is hereafter destined to develope. If baldness stares upon me, I am sagaciously informed that this is true simplicity: so that you see, Mr. Editor, I am really in a state which threatens a total dissolution to my taste, unless you furnish me with some efficacious remedy. But what most of all surprises me in this most momentous affair is, that taking these oracles of criticism out of the dark temple of their mysteries, I do not find them by any means an inspired race; and this again confounds me. But to return to the orchestra. Nothing can be more elevating than the pleasure which I experience at the performance of any of the great works of Haydn, Mozart, Beethoven, Cherubini, &c. and no talent ought to be more cultivated and fostered than that which, taking such excellence for its models, boldly aims at reputation in this magnificent department of the art. But here again I am embarrassed, for I have seen what appeared to me to be efforts of true genius treated with a frigidity altogether unaccountable on the score of feeling, or on the principles which the higher critics assume to be those of pure taste; and I have heard works lauded to the skies which were replete with the crudest inconsistencies, and utterly void of all true grandeur. I beg that I may be always understood as speaking in the character of one who is not of the privileged few who at present pre-occupy the enjoyments destined for the more perfect intelligence of future generations. I happened to be seated a short time ago in the midst of a body of critics, when a production of the unintelligible species, although by a great man, was, after numerous rehearsals, performed. I paid great attention to it, and kept my eyes pretty constantly upon the faces of these cognoscenti, in order, if possible, to provide myself with a clue to the many mysteries which were presented to my ears. But I could find none; nor could I discover any specific intention which the author had proposed to himself in the heterogeneous sounds which assailed my ears, except it were a witty essay upon the judgment of critics. However, at the conclusion of the piece, the whole body put themselves into an agitation of applause, although they had been unable to fix on one single rallying point during its performance. I humbly proposed some questions suitable to my unassuming capacity, in order to come in for some small portion of the delight which these gentlemen so unequivocally displayed. My answers were according to the pattern of the quartet party; and I was given to understand that such music could only be appreciated by the limited elect, and that it would be years before the public could be made partakers of these exalted pleasures. I confess that at this moment the compositions of the poet Nugnez broke in unceremoniously upon my recollection, but I suppressed them instantly, out of respect to the judgment of those about me. A short time afterwards, I was present in the same circle, when a new work was produced by a man of unquestionable genius, and which appeared to me to possess in an eminent degree that “lucidus ordo” which characterizes the works of truly great men. There was grandeur of conception, masterly art, a perfect knowledge of all the instruments, refined taste, bold and free imagination, wrought with profound judgment into the noblest effects – at least so it appeared to me; for during the performance I felt that kind of internal exultation by which the mind is elevated at the acting or recital of heroic deeds; but I saw nothing of this in the countenances of the critics who surrounded me. In one I perceived the muscles fixed into unbending gravity, and as soon as the performance was ended, he asked his next friend if he meant to take the air in the morning. I heard another expatiating upon the sudden transitions, extraordinary saltations, and mysterious interlacements of his favourite author; thereby condemning all works void of these indispensable requisites. A third talked of the wonderful imagination, profound science, and gigantic originality of the same author, without offering a remark on the work he had just heard. A fourth uttered what seemed to my ignorance a monstrous deal of nothing, for he did not appear to have any principle, whether real or imaginary, on which to ground an opinion, although he was as absolute as a musical Solon. The fifth considered it a very hard case to be obliged to undergo the hearing of such common-place compositions, by which I deemed him the most learned of the whole; for it argued a mind familiarized with unbounded musical knowledge, to consider that common which every intelligent professor must have known to be above the powers of any man who was not a consummate master of his art. The sixth was my worthy lawyer, who was here as busy as I have before described him, and who seemed to handle the terms of art with the same degree of enthusiasm and intelligence as an enlightened radical does the terms of politics. I must not forget to recount that they all spoke in admiration of a piece they had lately heard, in which the chirrupping of birds, the whistling of the wind, the croaking of frogs, the sound of the bagpipes, and various other matters had been imitated with wonderful perfection; from which I concluded that these critics were all great natural philosophers as well as musical cognoscenti.

The first of these gentlemen I afterwards found was a clergyman, who thrums a little upon the piano forte, and who having mingled with certain learned Thebans, has taken the persuasion into his head that he is not less appointed to direct poor souls in the way to heaven, than to direct poor musicians in the way to compose.

The second was a philosopher of the pointed toe, vulgariter, a dancing master, who from the employment of his kit had risen to a part in a quartet; and from thence to the office of critic, par eminence, in all matters of composition. Nor is there any thing unreasonable in this, since it is the philosophy of the Verulam school to build up its noble fabric from the most simple foundations, and gentlemen of this calling begin and prosecute their operations below all others.

The third was a merchant, who by taking a part now and then in an inexplicable quartet, without any knowledge of music but from intuition, had warmed himself into a belief that he had reached the highest point of Parnassus, and was a thoroughly inaugurated priest of Apollo.

The fourth was a man who had made many efforts in the way of composition, which had so completely shewn an utter destitution of imagination, originality, and science, that it would be cruelty not to let him amuse himself with the shadow, where the substance was so entirely beyond his grasp. The fifth was an amateur flute-player; but I rather think he must have been an amateur flageolet-player, since he must have reached the very extremity of music to have made himself so high a judge; and as height and depth in the learned languages are synonymous, it could not be doubted but his profundity must be amazing. Besides as expiration is absolutely necessary for a performance on his instrument, and as expiration cannot take place without inspiration, he must be considered as one of the inspired, for the depth of his knowledge in music could be accounted for on no other principles. The sixth was my already described causidico-musico-critico-amateur; at least this was the information communicated to me by a friend; but I have some doubts that he must have been mistaken; for the confidence with which these gentlemen spoke and acted makes me fully persuaded they must be the truly great and learned critics of the age, by whose verdict all musical merit must be decided. With this conviction, you will easily imagine, Mr. Editor, how much my poor judgment must be perplexed, and how much I stand in need of your magisterial counsel to direct it into its proper course.

With the most profound respect,

I remain, Sir, your servant and admirer,

ADELOS.

London, May 11, 1824.



Note


	1 I am grateful to Erika Graham-Goering, Margo Lecompte-Van Poucke, George Kennaway, Owen Curry and others for their help with these details.
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