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Introduction

Music and Intellectual Culture in the Nineteenth Century

Paul Watt, Sarah Collins, and Michael Allis


What determines the way we talk, write, and think about music of the nineteenth century? In periods of intensified disciplinary self-reflection such as our own, these activities attract ethical and political imputations that lend the question a high degree of urgency. At other times, this question seems almost peripheral or incidental, and its history is at best a marginal concern. After all, many view music as primarily a sounding art, and therefore one that engages us first and foremost through the experience of listening or participation. When we analyze music, and begin to think about formal structure, style, and meaning, and when we consider these things with reference to contextual and historical factors and their broader social significance, we are typically taken to be reflecting on different facets of these ways of experiencing music. When, however, the activity of reflection itself becomes the object of study, we are conventionally held to be no longer dealing with music. The implication then is that the history of the “idea of music” is not a legitimate topic of musicological reflection when it is considered separately from specific musical works or musical experiences.

This prevailing view issues from a skepticism toward approaches that seem to abstract their object of investigation from social context and conditions of production. It is commonplace, for example, to look critically upon histories of music that cast it as if it were abstracted or autonomous in this way. It has often been argued that this type of history necessarily favors elite musics and Western (particularly European) cultures, promotes a linear view of music history in terms of progressive development, and fetishizes musical texts as embodying timeless truths. In one sense, the history of ideas about music is often viewed in a similar way. Creativity does not occur in a vacuum, we are told, and treating ideas as if they somehow float above social reality and interact only with other ideas along their own autonomous historical trajectory is perhaps an even worse scholarly crime than writing an autonomous history of musical style, because at least the latter deals with music “itself.”

A similar form of skepticism can be seen across the humanities over the last half a century at least, where it has been directed not only against formalist approaches but also against intellectual history. Intellectual history has often been criticized for focusing on the ways that ideas are presented (including discursive conventions, the use of language and rhetorical patterns), in preference to the practices and larger forces that shaped those forms of representation. This is not merely a question of text versus context, because discursive conventions are themselves a type of context, just as the idea of musical “style” is a contextual category. It is more a question of whether ideas are simply a reflection of other, putatively more “real,” things—like forms of social organization, the movement of money, the division of labor, or the everyday activities of people—or whether they are in fact indistinguishable from these things, or entirely separate from them. Intellectual history has sometimes been seen as assuming that ideas inhabit a separate realm from social life, and conversely social history often assumes that ideas are mere reflections of social life (McMahon and Moyn 2014).

Increasingly, however, intellectual history is adapting itself to its onetime rival social theory, and showing how ideas should be seen neither as merely a reflection of, nor a realm above, material conditions. For example, Samuel Moyn has described the “powerful tendency to idealism in intellectual history” and pointed to the work of Cornelius Castoriadis and Claude Lefort to help move beyond the representation/practice divide by viewing ideas and concepts as constitutive of the “social imaginary”—the means by which social and individual realities are constituted. Moyn’s revival of the “social imaginary” as a category for intellectual historians calls us to “take seriously Marxism’s concern with the role of representations in the social order without reducing the former to the latter, understood as something in which representations play no role except as legitimating afterthought” (Moyn 2014, 116). There have been analogous calls from within musicology (particularly from studies of improvisation) to think beyond the “music and society” dyad and construe musical performance as modeling social relations, rather than merely reflecting them. Yet it is rarer for ideas about music to be accorded a constitutive role in material affairs.

One of the aims of this Handbook is to bring into focus the history of writing and thinking about music and the texts and practices, networks and institutions, and discourses that have shaped and sustained it. Part of what makes this project timely is that there are a range of sources now available to scholars that were simply not widely accessible a generation ago. This is due of course to the steady onward march of digitization, which makes rare sources more widely obtainable and brings to light professional networks that might not otherwise be visible, even as it carries its own pitfalls—such as the inherent selectiveness of digitization and the latent assumptions of search engines. To wit, digitization is by no means a value-neutral innovation. Equally, special interest groups, private collectors, and amateur groups with access to rare recordings, ephemera, and local knowledge have become more accessible to scholars through internet networking. These changes carry the potential to give us a much fuller picture of how ideas about music are embedded in wider discourses on narrating the nineteenth century. The types of documents, practices, and networks explored in the chapters that follow have been routinely marginalized or considered to be of only supplementary interest to the study of music “itself,” but here we place them center stage in an effort to promote future work that grapples with the question just outlined with respect to intellectual history, reimagining the relationship between representations and practices.



Intellectual History and Intellectual Culture


The chapters in this Handbook are rarely aimed at presenting an intellectual history of music. The “intellectual culture” of the title signals that the Handbook is concerned primarily with forms of writing and thinking about music, as well as exploring a collection of possible claims about how this activity—an activity which is neither “music” nor “society” in conventional terms—might be viewed historically. A common mode of reflection along these lines is disciplinary history. For example, in 1985 Bojan Bujić took a “backward glance” at developments in “musicology and intellectual history” over the course of the previous century, demonstrating how the forces of specialization inherent in disciplinary development had gradually isolated ideas about music from broader intellectual discourses. In an effort to show how heavily embedded music had been in philosophical, psychological, historical, and scientific writing a century earlier, Bujić traced music’s appearance in the thought of a range of noted European thinkers, from those in the German idealist tradition through to those presenting developmental or evolutionary theories in a variety of national literatures. As a study of disciplinary development, this focus on learned discourse is understandable, yet more recent studies in the field of intellectual history more broadly serve to remind us that if we are to open the field of inquiry into music’s multiple entanglements with thought historically, we must take care not to limit ourselves to elite or privileged intellectual contexts, and therefore need to avoid a circumscribed view of what counts as intellectual culture (McMahon and Moyn 2014, Collini 2016, Maddox 2017).

“Intellectual culture” can sometimes imply a myopic commitment to progress, improvement, utility, and social cohesion. Yet it can also encompass a far broader range of agendas and applications. The exponential growth of journalism, fiction and travel writing, and music publishing, as well as the large-scale establishment of musical institutions such as concert societies and music academies, represents just some of the new infrastructure that shaped the way in which music was discussed in the nineteenth century. Histories of music, music textbooks, composer biographies, and autobiographies were written by the dozen, and the disciplines of musicology and what was termed comparative musicology became institutionalized. Archival research, ethnography, manuscript editing, and theorizing about the art and science of music took on new methodologies and invoked particular intellectual and ideological imperatives. It was an age of the autodidact and the polymath, with scholarly and intellectual interest in music shown by a range of writers from philosophy to the natural sciences.

In this Handbook, we are interested in the many and varied “relationships forged between ways of thinking and [their] contexts” in nineteenth-century musical culture (Wei 2012, 1). By “intellectual culture” we mean the ways in which ideas about music inform ideas more broadly, as well as the ways in which they shape narratives around musical style, history and historiography, and the kinds of music selected or avoided for performance and programming. We are also concerned with the media and means through which these ideas, linked to musical activity, are printed, distributed, and consumed (and sometimes ignored), and the ways in which these media have been received and interpreted.



When and Where was the “Nineteenth Century”?


The period demarcation of this Handbook is self-conscious. As Carl Dahlhaus noted, citing Georg Knepler, Guido Adler, and Friedrich Blume, from a musical perspective alone, ideas of a “Viennese Classic period,” an “age of Romanticism,” and a “modernist” period have contributed to competing models of periodization (Dahlhaus 1989, 1–2). Chris Lorenz’s recent reminders that while “the very idea of a period presupposes its substantial internal coherence vis-à-vis the other periods … chronology in itself produces neither substance nor coherence nor turning points”; that “cultures and social groups did and do fix the boundaries between past, present and future in different ways”; and (paraphrasing Arif Dirlik) that “only through the historization of the conceptual frameworks used in the construction of temporal and spatial blocs in history can their contingency and their relationships with suppressed alternatives be restored” (Lorenz 2017, 123, 110, 124) simply confirm a complex picture. Mirroring a range of recent studies in literary history and criticism, travel writing, the visual arts, race and language (Ayres 2017, Childs and Libby 2017, Hodson 2017, Olcelli 2018), this Handbook broadly adopts the notion of the “long nineteenth century.” Allowing “a series of over-lapping beginnings, contents, and endings” (Bevir 2001, 329), this approach offers workable parameters that enable discussion of writers from Goethe to Wharton, composers from Beethoven to Schoenberg, and organizations from the Institut de France to the International Society for Contemporary Music. Repertories, institutions, writings, and cultural traditions discussed in the volume are transnational in scope, including descriptions of musical performance in Africa and Japan in the travelogues of Henry Stanley and Isabella Bird, developments in Australian music education, the characterization of opera in the novels of Henry James and Willa Cather, and the significance of a wide range of British and European philosophers, critics, historians, and musicians. Lest the volume be charged with a “nineteenth-centricity,” several issues addressed in the individual chapters are contextualized appropriately through their earlier history, manifestations, or intellectual traditions (whether the writings of Rameau, or the foundation of the Accademia Nazionale di Santa Cecilia in the sixteenth century), or via a focus on later developments (such as Wiley’s reference to twentieth-century revisionist biography, and the explorations of the ongoing legacies of nineteenth-century thought in many of the chapters in Part III). And just as a recent nineteenth-century focus within literary criticism has had a current impact in offering “new models” for interpretation (Buurma and Heffernan 2013, 615–616), so several chapters in this volume suggest contemporary parallels.

It becomes apparent from a number of the chapters how institutional norms work in a reflexive interaction with discursive conventions. For example, while German institutions preferred seminars, which tended more often toward conceptual systemization, the French preferred the scholarly conference for research and technical instruction adhering to a formal curriculum for study; and in Britain, where religious constraints and professional politics involving the academies and conservatories slowed the recognition of musical study within universities, a combination of the increasing influence of nonconformist values, cultural philanthropy, and music’s appearance in Darwinian and Spencerian thought in the broader intellectual sphere led to its progressive legitimization in the second half of the nineteenth century.



Outline of the Book


By design, chapters do not follow a pre-determined format. Some chapters offer chronological accounts of their subject matter while others adopt a case-study approach or focus on the early or latter part of the nineteenth century, should it help cement their argument or point of view most clearly. What has not occurred by design is the gender imbalance among contributors to this volume. As many women as men were invited to contribute to the book, but fewer women could accept the invitation due to being over-committed elsewhere. However, it was also important that the range of contributors should be international, hence the inclusion of scholars from America, Australia, Belgium, Canada, France, Sweden, and the UK who draw on material from a multitude of language groups across the three parts of the book.

Part I, “Texts and Practices,” provides a critical context for the significant forms or genres of musical literature that were the main conduits for musical knowledge in the period. In chapter 1, “History, Historicism, Historiography,” by Kevin C. Karnes, three modes of thinking historically about music in nineteenth-century Europe are considered, exploring facets of the philosophical, ideological, and political heritage of each. Beginning with claims about the uses of history, the chapter then shifts to writings about the geographies of history before concluding with the peoples of history. Each section is supported by examples from a range of literature, from Nietzsche to Engel. In chapter 2, “Criticism,” Noel Verzosa interrogates narratives of positivism that were ubiquitous in nineteenth-century criticism, arguing that French music criticism and positivism—whose births coincided exactly with each other—were effectively part of the same cultural project. In chapter 3, “Figures and Forms of Analysis Practice,” Rémy Campos considers the recent history of this area of research. He maps the intellectual changes in the conception and use of analytical discourse by musicologists, as well as amateur and professional musicians who have increasingly made use of analysis in the last two centuries. Campos illustrates how the development of musical analysis is linked to several major changes in the cultural history of the nineteenth century: widespread literacy of musicians, success of comment disciplines (e.g., hermeneutics, art criticism, philology, etc.), and the growing autonomy of art.

Christopher Wiley, in chapter 4, “Biography and Life-Writing,” outlines the proliferation of musical biography and life-writing in its multifarious forms across Europe in the long nineteenth century, and its role in establishing and perpetuating the canon, shaping the reception history of specific composers, constructing exemplary lives, providing firm foundations for the intellectual culture of the time, and maintaining a strong relationship to music history and criticism.

Chapter 5, “Travel Writing,” by Michael Allis, discusses the ways in which music has been represented, referenced, and discussed in nineteenth-century travel literature. Focusing upon writings descriptive of travel from 1800–1914, Allis demonstrates how these texts are demonstrably rich in musical reference, documenting performing practice, referencing composers and performers, commenting on music’s status, and providing detailed accounts of creative partnerships. Musical references also contribute to tropes of “otherness,” and highlight competing levels of national musicality and identity. However, travel writing can also be used as a hermeneutic tool to explore “meaning” in specific musical works. In chapter 6, “Philosophy and Aesthetics,” Lawrence Kramer argues that although nineteenth-century philosophy and aesthetics consigned music primarily to the sphere of feeling, inwardness, and subjectivity, the instrumental art music of the era sometimes sought—and found—the ability to defy this limitation and engage in a musical version of philosophical reflection. To understand the relationship between philosophy and music during the period, he proposes, it is not enough to examine the philosophy of music; rather, we must view ideas about music as philosophy. He pursues this argument through case studies of works by Mendelssohn, Liszt, and Nietzsche.

Fiction and poetry is the subject of chapter 7 by Michael Halliwell, where narratives about the prima donna loom large in any discussion of music’s role in aesthetics and the broader intellectual life of the century. These artists captured the imagination of poets and novelists such as Gustav Flaubert, E. T. A. Hoffmann, Walt Whitman, William Makepeace Thackeray, Leo Tolstoy, George Eliot, Henry James, George du Maurier, Willa Cather, E. M. Forster, and Edith Wharton, who all used this potent social and musical force to explore a wide variety of aesthetic, philosophical, and social ideas and issues.



In the final chapter of this part of the book, “Ephemera,” Catherine Massip explains how ephemera is of interest both to musical historiography and to intellectual culture. We have to consider many different kinds of materials: concert and opera programs, playbills of performances, auctioneers and antiquarians’ catalogues, newspaper and journal cuttings, prospectuses for advertising by musical societies, illustrated title pages of music, posters, postcards, tickets, menus, bills, visiting cards, obituaries, and marriage licenses, among many other categories.

Part II of this volume, “Networks and Institutions,” reflects both the increasing need in the nineteenth century for physical spaces and forums where musical culture could be discussed and the developments in travel and communication networks that allowed scholars, collectors, performers, critics, composers, and musical enthusiasts to share ideas. As Paul Watt argues in chapter 9, newspapers and periodicals were key in the dissemination of intellectual and cultural ideas; the increase in literacy not only encouraged the publication of a wide range of music-related journals and periodicals where ideas could be broadly disseminated but also offered readers the opportunity to engage in intellectual debate, with the potential to challenge editorial policy or take issue with the comments of a growing body of significant writers—the professional music critics. By focusing on the distinctive intellectual lives of petites revues (“little magazines”), Watt highlights ways in which these publications often offered alternatives to mainstream publications—whether the extended musical analyses and essays in the New Quarterly Musical Review or the specialized remit of the Revue wagnérienne.

Taking as his starting point William Lebenow’s suggestion (2015, back cover) that “escape to networks of association and belonging” represented one “road to modernity” in early nineteenth-century culture, Jeremy Dibble, in chapter 10, explores the role of musical societies and institutions. Noting the diversity of these associations in terms of membership and support (ranging from the state-sponsored Académie des Beaux Arts in France to private clubs such as the Réunion des Arts in London’s Harley Street) and the wealth of activities that they encouraged (including concerts, editions, lectures, competitions, colloquia, and scholarly publications), Dibble charts the various motivations behind these networks, echoing many of the themes in part I of this book; variously representative of professionalization, self-improvement, public education and the promotion of culture, scholarly endeavor, and nationalist agendas, institutions such as the Internationale Musikgesellschaft (established in 1899) reflected a growing sense of “international outreach.”

If some of the learned societies highlighted by Dibble catered to more specialized interests, Martin V. Clarke’s chapter 11 on churches and devotional practice reminds us how intellectual engagement often had wider practical consequences in terms of music-making. Hymnology, with its interdisciplinary situation “at the convergence of literature, music, and religion,” was not only the subject of scholarly research and debate in dictionary and encyclopedia entries; the documentation of singing practices, repertories, and cultural traditions experienced in missionary work also established a growing field of intellectual inquiry and revealed a global diversity of approach. As Clarke demonstrates, through sermons, lectures, and a plethora of publications aimed at historians, religious leaders, and congregations alike, a network of clergy, church musicians, and scholars was able to explore the role of music as part of religious experience, applying the fruits of research directly within professional practice.

Collectors, archivists, and librarians represented another important nineteenth-century network; indeed, with a figure such as François-Joseph Fétis (1784–1871), the delineation between his role as a private collector and as an expert appointed by national institutions (the Paris Conservatoire and the Royal Conservatoire of Brussels) to build up their particular holdings was not always clear. While the nineteenth century saw a growth in subscription and public libraries, along with ever-expanding music collections in national libraries and museums, conservatoires, universities, and academies of music, Mattias Lundberg, in chapter 12, identifies some of the intellectual concepts behind these collecting practices. In developing Raphael Kieswetter’s categories of collectors—those interested in the ancient, in items of the highest quality, in following a “completist” strategy, and those focusing on curiosities (Kieswetter 1834, v)—Lundberg discusses the particular interest in the “obsolete,” rare or obscure, those pursuing completist and universalist agendas, and others practicing a “historical rejuvenation.” Invoking Aleida Assmann’s definition of “cultural memory” (Assmann 2012), Lundberg suggests that the contemporary notion of latency (passive, stored information that could be retrieved if needed) is applicable to the collecting practices of several custodians of musical culture in the nineteenth century.

The expansion of musical libraries was of course not the only contribution that conservatories and universities made to intellectual culture. As Peter Tregear demonstrates in chapter 13, the creation of new institutions, or the development of programs of musical study within those already established, catered deliberately to the growing professionalization of music during the nineteenth century. Tracing the rise of the discipline of music in both types of institutions, including their increasingly distinctive roles (the universities being associated primarily with scholarly research, music history, music theory, and music appreciation; the conservatories with vocal and instrumental tuition, specialized teacher training, and—initially—acoustics), Tregear reminds us how such developments reflected a range of contemporary issues. These included the role of music education in relation to moral character, social mobility, national and universal values, idealistic/pragmatic tensions, and the status of culture in general.

Simon McVeigh’s final chapter in part II focuses on the concert series. Although the broad narrative of how concerts developed in the nineteenth century (whether in terms of growing numbers, the significance of specific performers, programming strategies, or the development of the program note) is a familiar one, McVeigh charts the many tensions at the center of this important marker of nineteenth-century culture as part of a “contested space.” Not only were there alternative practices in metropolitan areas and the provinces, a variety of audience models in terms of class distinction and integration, and competing ideologies of generic hierarchy and how specific repertory related to culture and taste, but the concert series and surrounding debates encapsulated many of the cultural dichotomies highlighted in this volume: national and cosmopolitan identities, the commercial and the idealistic, the individual and the societal, the professional and the amateur, the spiritual and the intellectual, the old and the new.

Part III of this volume, “Discourses,” traces strains of nineteenth-century thought in which the idea of music was a shaping factor, and considers the contemporary implications or ongoing legacy of these discourses. In chapter 15 on “Musical Canons,” William Weber reveals how the increasing separation between different spheres of musical activity in the nineteenth century was underpinned by distinct intellectual apparatus and value structures that continue to condition our treatment of these activities and their canonic repertories today. Daniel M. Grimley, in chapter 16, explores how musical evocations of landscape give us insight into forms of subjectivity in the nineteenth century that are not otherwise apparent through nonmusical sources. In chapter 17, Sarah Collins traces continuities between the categories of the “national” and “universal” in the work of early nineteenth-century thinkers such as Johann Gottfried Herder and John Stuart Mill, whose work was later used to rationalize exclusivist nationalisms, arguing that their respective treatment of music illuminates a nonhierarchical conception of the “world” that could be created—through music-making and other activities—according to universalizable principles. Likewise, Bennett Zon, in chapter 18, extrapolates the relationship between two major areas of discourse in the nineteenth century that are commonly considered to have been opposed—science and religion—and shows through ideas about music how they in fact mirror one another with respect to their treatment of the central human categories of body, mind, and soul. Zon argues that the idea of music sometimes mediated and reflected this compatibility. And Gillian M. Rodger, in chapter 19, argues that the intellectual culture of working-class populations in the United States during the nineteenth century can be more fully understood by viewing popular song and its associated tropes and conventions alongside other textual resources such as newspapers and magazines that were directed toward a working-class readership.

In his chapter 20 on “Emotions,” Michael Spitzer argues that the state of philosophizing about emotions in the nineteenth century was sometimes in inverse relation to the exploration of the physiological and moral aspects of emotional states and the idea of subjectivity and affective sympathy as the basis of sociability in musical practice. For example, he notes that while German philosophers never created taxonomies of emotion in the manner of David Hume and Adam Smith, they perfected, in the form of the piano miniature, a musical taxonomy of emotion. And while early nineteenth-century French orchestral music explored the relationship between the psychological and moral aspects of emotion, French philosophers such as Victor Cousin and Auguste Comte never systematically addressed the issue.

Benedict Taylor, in chapter 21, similarly marks out for music a role in discourse, specifically with respect to the understanding and experience of time and temporality in the long nineteenth century. Taylor explores how music was thought to structure time, not only through harmony, melody, and rhythm but also through what was conceived as its unmediated aesthetic properties. In chapter 22, Tomás McAuley traces how changes in ideas about music arose from or related to changes in ethical thought, and he describes how this observation can provide insight into the ethical bases of musical discourses today.

In the final chapter of the Handbook, Michel Duchesneau retrieves the work of polymaths, historians, critics, and amateur writers—especially in Italy, England, and France—who predated the move toward specialization and institutionalization in the discipline of musicology, showing an earlier malleability of the boundaries of musical thinking in the nineteenth century that shares some characteristics with contemporary interdisciplinarity.

There is undoubtedly far more to be done in the area sketched by contributors to this Handbook. How, for example, are we to take account of musical performance as itself an intellectual practice historically? What role has been played by practices of translation or other forms of adaptation that sometimes have far-reaching effects? And what of the multitude of local, regional, and global networks of musical thought that remain to be excavated, especially of exilic or diasporic communities,? Many of the chapters in this Handbook sketch intellectual practices across class boundaries, giving a glimpse of the sheer range of these practices that we must begin to grapple with historically. Some of the chapters also trace the influence of ideas about music in other areas of discourse, such as science, history, economics, ecology, religion, early psychology, philosophy, and politics, opening the way for further mapping across areas while coming to terms with the impact of this cross-pollination upon local generic conventions—conventions which have a continuing legacy within intellectual practices today. Overall, this Handbook challenges the pervasive notion that the history of practices of thinking, writing, and talking about music is a mere footnote to the history of music “itself,” on the one hand, or simply a type of disciplinary history, on the other. It looks directly at practices and structures that mediated ways of thinking about music over the course of the “long” nineteenth century.
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 History, Historicism, Historiography


Kevin C. Karnes





In the autumn of 1898, Guido Adler stood before his colleagues at the University of Vienna to announce his vision for musicological study at the institution and across the German-speaking world. He began his inaugural address to the faculty by describing the disciplinary ambitus of what he described as scientifically oriented research in the arts, defining its boundaries by contrasting it with the activities of creative artists and composers. Where colleagues such as the musicologist Philipp Spitta and the art historian Moriz Thausing had insisted that the academic study of art or music can have nothing to do with the production of paintings or symphonies, Adler announced, in his opening minutes, his strong opposition to their vision. He proclaimed that “the highest goal to which I aspire in the study of art is to work on behalf of art through the knowledge of art” (Adler 1898, 31). Adler stressed that the latter is only to be pursued in service of the former, that musicologists must study music’s histories to advance the work of contemporary composers.

Looking back, Adler’s speech marked an inflection point in thinking about music history, historiography, and musicological study. It signaled not so much a new turn in an ongoing conversation as an awareness that one of several strands of thinking was coming to the fore. By the time he spoke, that strand, now broadly understood as a historicist mode of thinking, had fueled conversations not only about the creation of new works of art but also about the cultural diversity, mapped geographically, of musical practices and idioms, and about the peoples whose musics defined them in discourse about identity, difference, and belonging among Europe’s constituent cultural communities. This chapter will consider each of these fields of conversation in turn: Adler’s vision for his emergent discipline, meditations on the uses of history against which he wrote, a century of endeavors to describe the world’s peoples in terms of their musics and the histories they embody, and attempts to draw on those sounding histories as a communally binding, living force.





Adler’s Vision


When appointed Eduard Hanslick’s successor in the musicology chair at the University of Vienna, the forty-two-year-old Adler looked back on his time as a student at the Vienna Conservatory. There, as co-founder of the Viennese Academic Wagner Society and an early member of the Reading Society for German Students, he had worked to spread enthusiasm for Wagner’s Bayreuth project and appreciation for the writings of the figure whom Richard Wagner identified as his most promising philosophical interlocutor, the young Friedrich Nietzsche. By the time of Adler’s return to Vienna after a momentous early career in Prague, it had been nearly a quarter century since Nietzsche had turned his back on Wagner. But Adler’s address to his new faculty colleagues belied his early, formative commitments, with Nietzsche’s early, Wagnerian pronouncements resounding on nearly every page.

In a series of essays written between 1873 and 1876, Nietzsche extolled the value of historical study for the project of sustaining the “unity of artistic style in all the expressions of the life of a people,” and he declared that the principal charge of German youth—budding historians among them—was “to promote the production of the philosopher, the artist and the saint within us and without us” (Nietzsche [1873] 1997a, 5; Nietzsche [1874] 1997b, 160). But Nietzsche also cautioned about avoiding the trap of overly venerating a nation’s historical achievements, since focusing too intently on the past can stifle its vitality in the present and the future. If a nation is to thrive, he urged, its members must strike a balance between “historical” and “unhistorical” modes of thinking. They must seek to identify and then hew closely to “the boundary at which the past has to be forgotten if it is not to become the gravedigger of the present” (Nietzsche [1874] 1997c, 60).

Two decades later, standing before the faculty, Adler recalled Nietzsche’s concerns about the promise and perils of historical research. “As a child of the times,” Adler announced, “one has the right—and, I would add, even though I am a historian, the duty as well—to greet the works of present-day artists with love and respect, and not to crush them by making inappropriate comparisons with works of the past” (Adler 1898, 39). Tracing and updating Nietzsche’s argument, he reminded his audience of fellow historians that they must never lose sight of their responsibility to work on behalf of advancing the work of living artists. The musicologist, he declared, must carry out his research in the service of the creation of new music, and the lines that some attempted to draw between scholarship and creative work must be emphatically erased:

The duty of the scientific scholar of music is not to hate but to love, to advise, and to help. Art and the study of art do not reside in separate domains with sharply drawn boundaries. Rather, only their methods of working are different, and those things change with the times. The more closely science [Wissenschaft] remains in contact with living artists and progressive art [fortschreitenden Kunst], the closer it comes to its goal: to work on behalf of art through the knowledge of art.


(Adler 1898, 39; see further Karnes 2008)




Though radical in relation to the positions advanced by some of his historian colleagues, Adler’s vision of history as a living force that animates the creation of new musical works was, as its Nietzschean foundations make clear, a distinctly nineteenth-century one. A half century ago, Hayden White described the narratives constructed by nineteenth-century historians in terms of their “emplotment”: the ways in which they seek to “explicate ‘the point of it all’ or ‘what it all adds up to’” (White 1973, 11). As Richard Taruskin has more recently proposed, “the point of it all,” in a great deal of nineteenth-century musicological writing, was a historicist point. That is, such writing was grounded in the belief that music history progresses in accordance with an underlying logic or teleology. Historical narratives were constructed to illustrate the evolutionary schema that had given rise to the present and would persist into the future. A historicist history of music might account, say, for how Beethoven’s Ninth Symphony had responded necessarily to what had come before it, and for how that work (or its composer) had advanced the progress of music as a whole (Taruskin 2010, 411–116). Mid-century writers of historicist history—Taruskin takes the Wagnerian Franz Brendel as his case in point—were the intellectual forebears of Adler’s vision of musicologists striding hand-in-hand with composers into the twentieth century. They would engage in historical research in order to understand how the past had become the present, and they would write about that historical unfolding in ways that promised to guide creative work in the future.

Yet the historicist impulse, or at least its underlying conviction that history unfolds in accordance with an animating, rational, cohering purpose, pervaded not only disciplinary conversations like Adler’s but also discourse about music broadly, and not just in German-speaking Europe. As explorers and anthropologists heard and described musics performed in geographical spaces then considered at the periphery of the European world, they charted what the historian Charles W. J. Withers calls “stadial” or “conjectural” histories, in which differences perceived presently among the world’s peoples were mapped onto a single, imaginary line believed to plot the historical evolution of humanity as a whole (Withers 2007, 139). And, as movements dedicated to cultivating national consciousness exploded across European spaces, folk songs and other vernacular musics were widely situated at what Philip V. Bohlman describes as “the border between myth and history”—a place where intimations of a collective past, given voice in song, were heard as pointing to inexorable futures of communal perseverance or resurgence (Bohlman 2011, 24). Traveling backwards from century’s end to its midpoint and finally to its beginning, we may turn now to these histories and backgrounds of Adler’s fin de siècle vision.



Uses of History


Nietzsche’s essays upon which Adler drew, published serially as Untimely Meditations, responded first and foremost to Wagner, to whose artistic and social projects the philosopher had dedicated his first book, The Birth of Tragedy out of the Spirit of Music (1872). Among the subjects Nietzsche addressed was Wagner’s pamphlet of 1849, penned while the composer was also writing the libretto of The Ring. There, Wagner unfolded a narrative of the historical evolution of Western music that pointed to the future—indeed, immanent—appearance of an artwork whose status he proclaimed in his title. That work would be The Artwork of the Future, and its creator would be Wagner himself. What Wagner meant was what he was already calling the music drama, and specifically his Ring tetralogy. The historical tale Wagner spun in his essay had no use or regard for historical research. Yet Wagner’s arguments about the necessary, inevitable, logical course of music’s historical development, supposedly culminating in the appearance of his own creations, would prove highly influential for later writers on music history of all persuasions and stripes. “German music,” Nietzsche proclaimed in The Birth of Tragedy, was constituted, as a whole or a tradition, in “the mighty, brilliant course it has run from Bach to Beethoven, from Beethoven to Wagner” (Nietzsche [1872] 1999, 94). Or, as Adler astutely noted in his own study of the composer, published in 1904, Wagner’s music drama “is not only an artwork of the future, but an artwork of the past as well” (Adler 1904, 7).

Wagner’s history of music, like those of many, began in ancient Greece. In their Attic dramas, Wagner averred, the Greeks had expressed—and had witnessed being expressed—the tenets of what he called their religion: the values and common history that made each individual feel a part of his or her community. In that way, the drama of the Greeks had cemented a shared understanding of what their community was (Wagner [1849] 1911, iii.62). Moreover, he held, in the staging of their dramas, the Greeks had realized a perfect union of several art forms—music, dance, and poetry among them—and, in its musical dimension, a harmonious balance between melody and rhythm (iii.84). Thus, he argued, their ancient drama had communicated intuitively to the entire person: heart, mind, and body. With the advent of Christianity, Wagner explained, and particularly liturgical chant, the delivery of liturgical texts had taken center stage, to the detriment and eventual obliteration of an animating, dancelike rhythm. Later experiments with harmony and counterpoint had failed to enliven polyphonic composition. The operatic aria, inspired by an ill-considered turn to folk song, had also proved to be a dead end. It was only with the symphony, Wagner argued, that the life-giving rhythms of dance were restored, especially in the fusion of such rhythms with the folk-like melodies he heard in the symphonies of Haydn, Mozart, and Beethoven (see further Pederson 2013).

Taking his cue from E. T. A. Hoffmann, Wagner proceeded to climb a rhetorical ladder leading out of the past and toward the present, emerging from Haydn’s joyous symphonic strains into Mozart’s passionate depths, to reach a pinnacle with Beethoven. Yet even Beethoven, Wagner suggested, had felt instrumental music to be an inherently limited form of expression. After several attempts to bring human immediacy into his instrumental works, Beethoven finally brought singers onto the stage with the “Ode to Joy” crowning his Ninth Symphony. Wagner announced: “Beethoven’s final symphony is the redemption of music from its own, peculiar element, so as to become a universal art. It is the human gospel of the art of the future. Beyond it no progress is possible. Only the perfect artwork of the future—the universal drama—can follow it, to which Beethoven has forged the key” (Wagner [1849] 1911, iii.96). In Wagner’s narration of the history of Western classical music, the course of that history had led inevitably to Beethoven, whose final symphony pointed inexorably toward “the universal drama” (das allgemeinsame Drama) of Wagner’s own creations.

Wagner’s historicist narrative promised the restoration of something more than an imagined Grecian fusion of music, dance, and poetry, however. It promised to restore a thing akin to what he regarded as the role of Attic drama in service of the ancient “Hellenic religion”: namely, the potential of the artwork to nurture and even cement a sense of communal belonging through its sensual treatment of myth and history (Wagner [1849] 1911, iii.63). Wagner’s move in this direction was not only aesthetic but also political, for he imagined molding, with his music dramas, the innermost identities (or senses of self) of countless individual listeners, such that each would come to identify herself not only as an individual but also as a member of a vital cultural community. For Wagner, that community was national and specifically German, the racial boundaries of which he would soon make clear in such essays as “Judaism in Music” (1851) and “What Is German?” (1878).

As the philosopher Philippe Lacoue-Labarthe points out, Wagner, in framing his historicist history, tacitly drew on the work of a figure widely regarded as the progenitor of historicist scholarship itself, Georg Wilhelm Friedrich Hegel (Lacoue-Labarthe 1994, 1997). In particular, Wagner responded to Hegel’s prediction of the 1820s that the age of communally celebrated, community-cementing artworks was already nearing its end. (Lacoue-Labarthe called such works “Great Art.”) As Hegel saw things, the art of the Romantics had constituted the “final stage of art,” in which “subjectivity [is] made the principle” and the ideal is “absolute inwardness.” In the Romantic age, Hegel explained, one’s view of the world was no longer constituted as it had typically been before, in relation to natural phenomena or such communally validated constructs as gods or heroic deeds. Rather, one’s views were constituted in “the actual individual person in his inner life, who acquires infinite worth” (Hegel 1975, 518–520).

For Hegel, what spelled the end of Great Art flowed from his cardinal thesis, that “it is the vocation of art to find for the spirit [Geist] of a people the artistic expression corresponding to it.” The problem of the present, as Hegel saw it, is that if spirit or Geist is now everywhere regarded as most perfectly realized in the inner life of the individual person, then there is no longer a collective people whose common spirit or Geist art exists to express. As he put it in his lectures on aesthetics, “today there is no material which stands in and for itself above this relativity, and even if one matter be raised above it, still there is at least no absolute need for its representation by art” (Hegel 1975, 603, 605). From the ancient Greeks through the 1810s, art was needed by women and men to configure, locate, and understand their beings in relation to the broader world. In the Romantic age, the need for such understanding was widely felt to have disappeared. With that, for Hegel, the need for art itself was disappearing.

Here, for Lacoue-Labarthe, is where Wagner stepped in. Wagner’s signal achievement, the philosopher wrote, or at least his hoped-for achievement, was to “mak[e] possible once again a ‘great art,’ a modern equivalent to tragedy … a properly religious art” (Lacoue-Labarthe 1994, xv). This claim for Wagner is rooted in the work of Martin Heidegger, who, despite his aversion to the composer, credited Wagner with at least attempting to revive what Heidegger called a “collective artwork”: a form of art capable of speaking to and about more than an isolated individual; a form of art that could once again “be a celebration of the national community”; a form of art that could be, in Heidegger’s words, “the religion” (Heidegger [1936] 1979, 85–86). In this light, Wagner’s historicism was not just self-serving but also self-servingly political. With his music drama, Wagner saw a “chance to give back a meaning” to individual lives as parts of a vital community, to “ordain” a sense of “being-in-common” with other members of the nation (Lacoue-Labarthe 1997, 152). Like all politics, Wagner’s required the creation of a myth—here, a myth of music’s history, its teleology, and the great men (all males) who propelled it. Contrary to Hegel, Wagner maintained that the creation of socially transformative art was still possible. All that was needed was the skill or the cunning to interpret the logic that had animated the unfolding of its history, and to divine from that logic the course of artistic progress into the future.

To realize such a vision of historical fulfillment requires the work of a leader, a figure, Lacoue-Labarthe observes, “who in no way represents any form of transcendence, but incarnates, in immanent fashion, the immanentism of a community” (Lacoue-Labarthe 1990, 70). For Nietzsche, Adler, and countless other writers on music history in the nineteenth century, Wagner was that figure. He was the leader whose vision of history inspired the historicist fantasies of so many others. In this way, Wagner’s was an essential, perhaps the essential, nineteenth-century vision of the uses to which history can be put.



Geographies of History


“Et la lune descend sur le temple qui fut” (“And the Moon Descends over the Temple that Was”). Claude Debussy gave this title to the second of his Images for piano, published in 1907. With its grace notes displaced across descending octaves, its gong-like resonance in the depths, and its repetitive cycling through pentatonic pitch sets, “Et la lune” is one of Debussy’s most vivid reflections on his encounter with the sounds of the Javanese gamelan at the 1889 Paris World’s Fair. In a well-known letter of 1895, he recalled the experience of listening at the event: “Remember the Javanese music, which encompassed every nuance, even those that cannot be named, where tonic and dominant were nothing but vain ghosts for the play of clever children” (letter to Pierre Louÿs, January 22, 1895, in Debussy 1993, 107). In the foreign sounds of a distant land, as many have observed, Debussy discovered unfamiliar sentiments within himself, as well as previously unknown resources for use in his own creative projects.

But Debussy’s title is also significant: “And the moon descends over the temple that was.” For it reveals that the sound of the gamelan evoked for him not only a distant place but a distant time as well. It recalled for the composer a nebulous age somewhere deep within an imagined past, a historical moment forgotten long ago by most inhabitants of his modern, industrial France. In fact, his title was doubly historical, for it also pointed to a specific moment in Europe’s relatively recent history. In its conflation of physical and temporal distance, it hinted at modes of geographical thinking that had their origins in the Enlightenment of a century earlier, when travel emerged as a central project of learning about the world, and when Paris and other European capitals hosted exploding markets for travel literature of all kinds (Withers 2007, Wolff 1994).

As writers from Europe’s westerly reaches fanned out across the globe in the decades just prior to 1800—to Asia, Africa, Russia, and the Americas—they traveled with their eyes and ears attuned to the sights and sounds of difference. From their impressions, they constructed portraits of peoples and spaces often radically different from those of more familiar locales. Underlying the accounts of many such travelers was discourse on what was termed stadial or conjectural history, which held that differences perceived presently among the world’s peoples could be mapped onto a single, imaginary line believed to plot the evolution of worldwide humanity as a whole. Accounts of travel were written and read as contributing to a “chart of the world that was at once chronological and geographical,” as Withers writes, with the historical evolution of global humanity theorized in terms of “geographical evidence”—directly perceived—of “actual human difference” (Withers 2007, 13, 139). In this way, stadial history was a precursor to what the anthropologist Johannes Fabian calls “the denial of coevalness” in nineteenth-century anthropology: “a persistent and systematic tendency to place the referent(s) of anthropology in a time other than the present of the producer of anthropological discourse” (Fabian 1983, 31). Invariably, that other time was historical, antecedent to the traveler’s own. To voyage from Paris to Jakarta or Moscow was to travel backwards in time, with the sounds heard in those distant locales echoing and providing direct, sensible access to those of earlier ages. Here again, the course of time was believed to unfold in a purposeful, rational way, driving all the world’s peoples logically and inexorably, if unevenly, toward the “Enlightened,” Western present (see further Karnes 2018).

Writing in 1773, Johann Gottfried Herder evinced such thinking in his account of listening to music-making by Latvian-speaking peasants on the outskirts of the Imperial Russian city of Riga. “I myself had the occasion to experience the living remnants [lebendige Reste] of these ancient and uncultured [alten, wilden] songs, rhythms, and dances among living peoples,” Herder wrote, “peoples from whom our customs have not yet managed to take away language, songs, and manners, only to give them something garbled or nothing at all in return” (Herder [1773] 1985–2000, ii.457–58). To the theologian Johann Georg Hamann, Herder’s mentor from Königsberg, the sounds of singing by Russia’s eighteenth-century serfs constituted what he took to be echoes of Homer’s ancient monotonic recitation (Hamann [1762] 1821, ii.304–306). In 1761, on missionary assignment in the Polish duchy of Courland, the pastor Gotthard Friedrich Stender observed that “one can regard the little peasant songs of the Latvians as the earliest inklings [den ersten Anfang] of Latvian poetry” (Stender 1761, 152). For all of these writers, the musics of Eastern Europe’s peoples seemed not just foreign but also “ancient,” in Herder’s terms, with their sounds marking those who made them as inhabiting a stage of cultural development prior to Western Europe’s urban present. That earlier stage was one that the travelers’ ancestors might once have inhabited themselves, somewhere in their own distant pasts, and it was one that would eventually lead even peasant peoples into the age of Enlightenment. The grandchildren of the Latvian singer would someday learn to write poetry, Stender suggested; the songs she sang in the 1770s would one day be supplanted by musics that Herder described uncritically as ours.

These writers’ conviction that all the world’s peoples would eventually become modern was underwritten by faith in what was then widely regarded as the perfectibility of all humankind. Such faith did not endure very far into the nineteenth century, but the reflexive mapping of geographical distance onto historical distance persisted throughout its duration. In this guise, Fabian’s denial of coevalness became a mainstay of not only anthropology but music history as well. In the first volume of his monumental History of Music (1862), August Wilhelm Ambros sought to go back to the earliest origins of the art, to what he called “the very beginnings of music” (die ersten Anfänge der Tonkunst), and he dedicated the first part of his volume wholly to those beginnings. There, Ambros found much of his material in the contemporary musics of faraway peoples and lands—China, India, and the Middle East—whose geographical distance from his native Austria seemed to correlate to what he perceived as the relative primitiveness of their musics. Before treating those musics directly, however, Ambros paused on his opening pages to consider the originary musical utterances of the Naturvölker: peoples of nature, or those wholly without culture. There, in the musics that had ostensibly attended the very birth of the art, the rhythmic element dominated, he suggested, and “the melody is artless and inspired by the impulses and desires of the moment” (Ambros 1862–82, i.4).

But how did he know? And who performed this most ancient kind of music? Peoples of the distant past, he reasoned, peoples whose progeny had eventually become modern, and presumably even German. But he knew how it sounded because, he held, it was still performed in the present day, by peoples who still seemed to embody—in the 1860s—what he regarded as the very first stage of human development. Those peoples, for Ambros, were nineteenth-century Naturvölker, men and women who remained stuck at the starting point of a unitary arc of human evolution. “The simple musical utterances of peoples at the very lowest level of cultural development,” he wrote, “of the Polar reaches, of inner Africa, and of the South Sea Islands, fully confirms what was said above about the nature of primitive music” (Ambros 1862–82, i.6). After thus surveying music’s beginnings, Ambros shifted to what he considered the slightly less primitive sounds of Asian and Arab musics. From there, he proceeded to musics of the ancient world (of the Babylonians, Hebrews, Greeks, and Romans) and finally to that of the Middle Ages. After that, his study treated Western classical music exclusively, the development of which he traced chronologically, inching toward the present. Save the first, all the volumes of Ambros’s History focus exclusively on the European West, and their outline is strictly chronological. But to the point of greatest historical remove from his Austro-German present, Ambros assigned the most foreign-sounding musics that he knew, and he peopled that earliest historical moment with individuals and groups whose present-day cultures and places of dwelling struck him as most distant from his own.

Three decades later, on the eve of his retirement, Eduard Hanslick recorded his impressions of Ambros’s History. While lauding the study as a whole, he was baffled by “the arid, unproductive material of the first volume: the music of the Chinese, Indians, Arabs, Egyptians, Hebrews, and so forth.” Hanslick did not object to Ambros’s remarks about the “primitive” nature of those peoples or their musics. Rather, he found preposterous the notion that they participated in any sort of historical development at all—the least of which being an evolutionary line that had eventually given rise to the symphonies of Beethoven and Brahms. “The pile of miserable details that comprises our knowledge of the music of Asian, Islamic, and pre-Classical peoples,” Hanslick wrote, “prompts one to interject: This is no sort of music at all, and it has no history” (Hanslick 1894, i.338). Here, we reach a point in stadial theory where history becomes divorced from teleology, where, as Alexander Rehding observes, nonliterate and non-Western peoples were believed to live “in a time bubble, as it were, in a perennial state of nature” (Rehding 2000, 356). Decades earlier, in his lectures on the philosophy of history, Hegel had distinguished between human time, which progresses along a linear, nonrepeating course, and natural time, which “exhibits only a circular course [Kreislauf] that forever repeats itself” (Hegel 1949–58, xi.89). In his remarks on Ambros, Hanslick expanded Hegel’s natural time to encompass not only plants, animals, and celestial motion but some of the world’s peoples as well—namely, those peoples who resided beyond the boundaries of the European West. Another University of Vienna professor, Richard Wallaschek, presented an extreme version of this view in a book of 1893, entitled Primitive Music. The drawings and songs of “savages,” Wallaschek wrote, evince “exactly the same mistakes and peculiarities as with our children.” But whereas “our children” are destined to outgrow their primitive natures, the “savage”—for Wallaschek, the resident of Java or most anywhere else beyond the Western world—never will (Wallaschek 1893, 281–82).

At the Paris World’s Fair of 1889, Debussy encountered the gamelan alongside an array of what Wallaschek would call primitive musics, with performances arranged on the festival grounds according to a “double hierarchy,” as Annegret Fauser describes it. All such musics were performed in spaces physically separate from those that hosted the festival’s concerts of Western classical repertoires. Yet among the festival’s “remainder of musics,” those outside of Western classical traditions, Fauser notes, European folk music was likewise accorded pride of place, uniquely situated amid the fairground’s restaurants and pavilions. In contrast, the musics of Africa and Asia were confined to the colonial exhibition, while those of Morocco and Egypt, “the exotic music best known to Europeans and closest to Europe,” was placed directly between the two (Fauser 2005, 158, 162). In this fashion, as Glenn Watkins writes, the musical attractions of the fair were distributed spatially “according to the relative primitiveness of various civilizations. The five continents were recognized as representing distinct degrees along an imaginary civilizational curve” (Watkins 1994, 21). As a Parisian review of the “exotic” musical portions of the fair made clear, Debussy’s nod to the legacy of the Enlightenment, with its stadial mapping of geography onto history, was not an isolated case. As the critic Julien Tiersot wrote,

We find, in the various sections of the Exposition Universelle, many opportunities to study the different musical forms specific to those races who understand art in a very different fashion from ours; and even when these forms should be considered by us as characterising an inferior art, we nevertheless have to pay attention to them, because they show us new aspects of music, and are probably infinitely closer to the origins of our art that, today, is so complex and refined.


(quoted in Fauser 2005, 146–147)




Peoples of History


Writing in 1900 of the project on which they had embarked a couple years earlier, collecting the melodies and texts of Jewish folk songs in western Russia, Shaul Ginzburg and Pesach Marek recounted their inspiration. The nineteenth century, they explained, had seen momentous transformations in the ways in which many Russian Jews had come to think about themselves and the world they inhabited—in their mirosozertsaniye, their Weltanschauung. With the experience of the Haskalah, or Jewish Enlightenment, and Imperial Russian administrative reforms, many Jews had come to identify themselves as increasingly secular. St. Petersburg, Odessa, and Riga had even seen the coalescence of economically prosperous Jewish communities and a highly educated Jewish intelligentsia. But with those shifts, Ginzburg and Marek felt, many had lost a sense of personal connection with the collective heritage of Russia’s Jewish peoples, embodied foremost in Jewish folk songs (narodniye pesni). Indeed, as they observed of their own experience in St. Petersburg, the “neglect” of such songs “among us is such that we even find categorical assertions in the literature that we have no folk songs whatsoever” (Ginzburg and Marek 1901, ix–x). In compiling and publishing their monumental Jewish Folk Songs in Russia (1901), Marek and Ginzburg sought to counter such views by assuring that future generations would have an archive of songs through which to assert or rekindle their sense of belonging to a greater Jewish community. In this way, they directed their work toward ushering in a desired future, toward nurturing the vitality of Jewish life in the years and decades to come.

And yet, Ginzburg and Marek’s project was also grounded in a distinctive way of thinking about history, for they regarded folk songs—“songs created by and for the folk,” they wrote—as expressing and embodying traces of a collective past, at once premodern and timeless. “Life was changing in every respect,” they wrote of Jewish life at the end of the nineteenth century, “and only here and there, where the old streambed was deeper, does one yet find still waters preserving evidence of the earlier flow. This circumstance prompted us, while it is still not too late, to record these unique materials in which the folk itself serves as its own historian, as the recorder of its way of life” (Ginzburg and Marek 1901, x). As Bohlman observes, Ginzburg and Marek regarded their project as a “rescue mission,” initiated “in the final moment” before Jewish folk songs would be lost forever to history’s debilitating flow (Bohlman 2005, 19). By publishing what had survived of those songs, they hoped to cultivate among their contemporaries a “sense of history [that] goes beyond knowledge to empathetic involvement,” to borrow from David Lowenthal (Lowenthal 1985, 212). They were convinced that folk-song texts and melodies testify to earlier, possibly ancient ways of experiencing and expressing Jewish life. And they hoped that their readers, when encountering them anew, would come to identify those songs as their own, as sounding testaments to histories of their families and communities, histories they shared with countless other Jews throughout the empire.

Ginzburg and Marek’s method of working had deep roots in European folk-song collecting, going back all the way to Herder, whose monumental Volkslieder (1778–79) had cemented the term folk song in the nineteenth-century vernacular. In the earliest days of their project, they advertised widely in the Jewish press, recruiting assistants from across western Russia to transcribe the songs performed in their communities, and to send their transcriptions to their office in St. Petersburg, to be added to the store of transcriptions they had already received from others. (In the end, they published only the texts of the songs they received, entrusting transcriptions of their melodies to the composer Joel Engel) (Ginzburg and Marek 1901, vi–vii, ix n2; on Herder’s network of assistants, see Bērziņš 2007, 77–80). In this way, their collecting project was a communal endeavor, drawing diverse individuals from across physical geographies into a community of cultural activists.

Underlying Ginzburg and Marek’s project was yet another variant of a mode of historical thinking we have considered throughout this chapter. Like Herder, Hegel, and Wagner before them, they believed that history unfolds in accordance with a rational, animating purpose: that present circumstances arise from past events in a logical and necessary way, and that the future will unfold in accordance with that same historical logic. But in fact, the “history” (istoriya) of which they wrote was a complex and problematic one, for the collectors’ vision of the folk-song singer as a “historian” (istorik) of her people conflates collective history—a nebulous concept in itself—with the subjective and notoriously unreliable vagaries of individual memory. Such tension between memory and collective history has been famously probed by Pierre Nora, who, writing of memorials to France’s Revolutionary past, cautions: “history is a representation of the past, [while] memory is always a phenomenon of the present, a bond tying us to the eternal present” (Nora 1996, 3; I have reversed the order of Nora’s clauses in the quotation).

Many writers on European nationalism have acknowledged the potential of folk-song singing and collecting to promote a sense of belonging to what Benedict Anderson calls an imagined community (Anderson 1991; cf. Herder and Bohlman 2017, Šmidchens 2014). Few, however, have recognized just how much that community-cementing potential owed precisely to the murky confluence of personal memory and collective history that folk songs were often held to embody. In part, what made the memory work of folk-song collecting so alluring to activists across the continent was something that Paul Ricoeur has noted of memory in general: “To remember something is at the same time to remember oneself” (Ricoeur 2004, 3). In other words, the act of remembering is, in itself, the very thing that ensures one’s embeddedness in the course of history. Remembering, for Ricoeur, is a deeply creative act; it is an act of inventing oneself, a self with a history, in the present moment. “Remembering is not only welcoming, receiving an image of the past,” he explains. “It is also searching for it, ‘doing’ something” (56). When the memory in question is putatively collective, as Marek and Ginzburg considered those preserved in Jewish folk songs to be, Ricoeur’s “doing something” becomes, in Nora’s terms, “a duty to remember.” Nora explains: “For the individual, the discovery of roots, of ‘belonging’ to some group, becomes the source of identity, its true and hidden meaning. Belonging, in turn, becomes total commitment” (Nora 1996, 11). Or, as Bohlman puts it, collecting and singing folk songs enables individuals “to take charge of their own narratives”—their memories—of personal or collective history, “and to weave these into the histories of their own nations” (Bohlman 2011, 29).

By 1901, when Marek and Ginzburg published Jewish Folk Songs in Russia, their eliding of personal memory and collective history had been a staple of European discourse about folk song and national belonging for a century. Where Ginzburg and Mark invoked the metaphor of a rushing stream whose calmer eddies still harbored age-old songs, the German poets Achim von Arnim and Clemens Brentano, in their folk-song collection The Youth’s Magic Horn (1806), had conjured an image of folk songs as ancient trees, standing upon a mountaintop:

O dear God, where are the old trees under which we rested only yesterday? Those most ancient markers of sturdy borders, what has become of them, what is happening to them now? They have already been nearly forgotten among the folk, and we stub our toes painfully on their roots. If the top of the mountain is logged bare even once, the rain will wash away the soil and tress will never take root again. That Germany not be squandered in this way: this is what engages us.


(Arnim and Brentano 1806, 428)


A half-century later, as diverse national movements spread throughout Europe’s northern and easterly spaces, the appeal to personal memory as a constituent of collective history—with both memory and history given voice in song—echoed across geographies, languages, and faiths. In 1860, the schoolteacher Jēkabs Zvaigznīte wrote the following to his fellow Latvian-speaking Russian subjects:

Folk songs are a great, beloved inheritance, and if a folk does not take care to preserve this inheritance, then it cannot rightly be called a folk. … So I would like to ask: Latvians, where have you hidden your folk songs? In what graves have you buried them? Do you not have ancestors about whom you would like to sing? Did they not accomplish deeds that children can celebrate in song? Turaida’s hills, have you no echoes recalling the events of the old days? Daugava, Gauja, Venta [three local rivers], do you not carry out to sea, upon your famous waves, the stories of our grandfathers’ famous deeds? (Zvaigznīte 1860, 11–12)




In St. Petersburg at the turn of the century, echoes of the past still resounded in song. Shortly before Ginzburg and Marek’s collection appeared, the Russian Imperial Academy of Sciences published the first volume of Krišjānis Barons and Henrijs Visendorfs’s Latvian Folk Songs (1894), whose very first song encapsulated succinctly the merging of personal memory and collective history that had defined the discourse since Herder:


One girl sings in Riga ([variant:] in Cēsis),

another sings in Valmiera ([variant:] in Pernava).

Both sing the same song.

Are they daughters of a common mother? (Barons and Visendorfs 1894, 1)



The domain of the nation performed in this song radiates outward from wherever its singer might be, to encompass all the disparate locales in which Latvians resided in the expanse of empire. In all those places, this collection attested, a single song was sung by countless individuals, all of whom shared a single mother, and thus a common history.

As it happened, it would be some time before Joel Engel would publish the melodies he received from Ginzburg and Marek. When six of them appeared in 1909, they did so in a form that embodied musically, and even dramatized, the collectors’ vision of collective history as both progenitor of the present and a harbinger of future vitality (Engel 1909). Like dozens of Ginzburg and Marek’s assistants, Engel had worked in the field himself, transcribing songs in the Imperial Pale of Settlement beginning in 1898. But he was also a trained composer with a diploma from the Moscow Conservatory, who believed, as the historian James Loeffler observes, “that Jewish music required aesthetic enhancement to qualify as true art” (Loeffler 2010, 69). In fact, “true art” is precisely what Engel aspired to when he sat down with his store of transcriptions. He endeavored to transform them into art song, into classical music.

Figure 1.1 shows the first page of Engel’s arrangement of one of the folk songs he transcribed, “Sait gesunter-heit,” or “Farewell” (Engel 1909, 8). It exemplifies his approach to arranging all the folk-song materials with which he was entrusted.



[image: display]
Figure 1.1 Joel Engel, “Farewell,” mm. 1–11, from Jewish Folk Songs (1909)






In preparing his arrangement of “Farewell,” Engel left the melody exactly as he had transcribed it in the ethnographic field. “Nowhere have I actually added anything to the original melody,” he wrote of his arranging practice generally. “I did not insert one note” (Loeffler 2010, 70). Here, the melody was transcribed in a melodic mode often called freygish, which the pioneering Jewish Ukrainian ethnomusicologist Moshe Beregovskiy described as an “altered” Phrygian scale (izmenennyy frigiyskiy lad), featuring a characteristic half-step between its first and second degrees (here F♯ and G) and an augmented second between its second and third (G and A♯) (Beregovskiy 1987, 40).

For Engel, the distinctive interval of this ostensibly ancient melodic mode provided an opening through which to mine the rich vocabulary of late-Romantic, post-Wagnerian harmony in the piano accompaniment. Already in the song’s first two bars, Engel treats the interval and its harmonic implications thematically. His introductory move from the tonic B minor to a dominant F♯7 chord is attained via two distinctly modern-sounding sonorities, both of which play with the melody’s signature pitches: an unexpected G6 in measure 1, and a diminished-seventh chord on E, in which the pitches G and A♯ are conjoined. Engel set the first two lines of text over a more conventional foundation of tonic and dominant. But the brief piano interlude that follows experiments with further ways of conjoining the melody’s signature pitches harmonically. In measure 5, the tonic B minor, which sounds for the first three beats, yields to a Fr+6 chord on beat four, which resolves to a dominant sonority in the next bar—a harmonic passage that repeats between measures 6 and 7. Like the Edim7 chord of measure 2, this augmented-sixth chord and its dominant resolution play on the melody’s signature pitches, G in the former and A♯ in the latter.

The interval of the augmented second shapes the cadence eliding the first and second stanzas as well. After a brief harmonic excursion in measures 8–9, Engel prepares his move back to the tonic with yet another sonority uniting the pitches G and A♯: an E half-diminished seventh chord on the third beat of measure 9, which yields to a C♯7 chord (V7/V) on the downbeat of measure 10. At that point, the lower voice in the pianist’s right hand plays the melodic figure G♯–G♮–A♯ across two bars (mm. 10–11), with the A♯ voiced as the leading tone (third degree) in the dominant-seventh chord that arrives at the end of measure 11. Just before that moment of arrival, however, another G sounds as an upper neighbor in the piano’s left hand, once again bringing the constituent pitches of the traditional melody’s defining interval together within a distinctly modern harmonic gesture. Here and elsewhere in Engel’s collection, an ostensibly ancient melodic mode provides the nucleus for a bracingly modern harmonic setting.

On November 30, 1900, Engel and some of his musician friends performed some of his folk-song arrangements before an audience for the very first time. After the concert, held at the Polytechnic Museum in Moscow, the public’s response was ecstatic. This was, some would claim, “the first-ever concert of Jewish music” on Russia’s stages, if not those of the world (Loeffler 2010, 70). For many listeners, Engel’s arrangements pointed to a future in which Jews would appear in concert halls across the globe, playing not Wagner or Verdi or Bach but a distinctively Jewish classical music, a conspicuously modern musical art created from the materials of an ancient Jewish past. As such, Engel’s work would become the soundtrack for the broader cultural resurgence Ginzburg and Marek imagined, where a vital Jewish future would spring from the soil of collective Jewish history.

In the final analysis, every history considered in this chapter might be read as a “history of belonging,” to adapt from Dipesh Chakrabarty: a story told in order to account, to oneself or another, for one’s place within the otherwise disorienting worlds that one inhabits (Chakrabarty 2000, 115). Ginzburg and Marek claimed such a position explicitly. They sought bearings, in folk songs and in the ancient heritage they believed such songs to recall and voice, amid a social and political landscape of unprecedented and rapid cultural change. So too did Richard Wagner, when he grounded his own modernist art in a line of German musical tradition ostensibly extending backwards in time through Mozart and Beethoven to the sounds that had accompanied the coalescence of the German nation itself. The same can also be said of Herder and writers on stadial history through Ambros and beyond, who located their present cultural moments on a continuum of universal human development that helped them to explain their own relations to the radical diversity of cultural practice they had recently begun to discover. We might even extend such a reading to Adler, who published stories about his subjects—his history of Wagner’s music dramas among them—not only to guide the work of contemporary composers but also to define and stake his position and authority within the professional domain he took as his own.

The high point of historicism in the writing of Western music history might well have been reached with Wagner and his followers. But the more general vision of temporality in which historicist thinking is rooted—the conviction that history unfolds in accordance with an animating, rational purpose—underlay a dizzying array of statements about music, geography, and nation produced from the eighteenth century through the start of the twentieth. Whereas Adler, following Nietzsche, believed that the future of Austro-German music would be assured through careful study of the past, Herder believed that the musics of Russia’s peasants would one day, inevitably, merge with the German. Hanslick and Wallaschek firmly rejected positions such as Herder’s, maintaining instead that Germanic art had followed its own, distinctive line of stylistic development. Meanwhile, Engel, steeped in post-Wagnerian harmony, was charting a course into a distinctly Jewish musical future by exploring ways of merging the latter with the presumably ancient melodic language of Jewish folk song. That this way of thinking about music’s history and its inevitable impress upon present and future has not fared well in more recent times owes nothing to any alternatives issued in the nineteenth century itself. Its fall from grace in musicology owes instead to the disastrous uses to which historicist history was put in the twentieth century, the burdens and implications of which we all must continue to bear.
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chapter 2



Criticism



Noel Verzosa





A surprisingly diverse array of styles and modes of commentary have been associated with the term “music criticism.” In common parlance, it is the discussion of recent musical goings-on (albums, concerts, etc.), often with the goal of reviewing or evaluating these events. Critics may also place music within a broader context: they may assess how a certain work fits within its maker’s previous oeuvre, how the work and its maker fit within the history of a genre or style, or how all of this fits within some cultural picture—a decade, a country, a people, and so on. Either (or both) the music and the broader picture may be the primary target of a critic’s inquiry: some critics may be more concerned with scrutinizing a musical work than with the work’s implications on broader cultural issues; other critics may be more interested in what a musical work says about those issues than in the features or merits of the work itself. In practice, critics of any stripe usually engage in both, whether or not they intend to.

This chapter examines music criticism of a fairly specific type, time, and place: the criticism of Western art music in nineteenth-century France. The chapter focuses specifically on “positivism,” a scientific and critical approach that arose in the earlier part of the century, with its influence (both positive and negative) on French writings about music. Despite the chapter’s relatively narrow purview, this particular episode in intellectual history usefully illustrates many of the things that “music criticism” could mean in the nineteenth century: commentary on works and composers; the advancing of an aesthetic or philosophical belief, with music serving as an example or a foil; and in some cases, simply a general cultural commentary from a writer who happened to be professionally involved in music. Music criticism could be an arena for all these things, either singly or in combination.

Thus the aim of this chapter is not a historical overview or summary of music criticism in the nineteenth century; there are countless books that address the major debates within music in far more detail than a single chapter could hope to achieve. The interest here, on the contrary, is to see how music criticism functioned alongside major debates outside of music—how music was called on as witness, so to speak, in broader debates within the history of ideas in the nineteenth century. This is what is meant by “intellectual culture.”

After a brief overview of the origins of positivism, this chapter surveys various responses to positivism’s implications among music critics in the second half of the nineteenth century. The chapter concludes with a more extended look at one music critic, Edmond Hippeau, who addressed positivism both directly and indirectly in his journalistic and critical writings, and particularly in his writings on Hector Berlioz. Our concern is not with Berlioz’s music specifically, nor even with his own (quite extensive) critical writings, but, rather, with Berlioz’s legacy as Hippeau understood it, and the logic behind his attempt, in his capacity as music critic, to protect that legacy from positivistic explanation. As will be shown, Hippeau was a stringent critic of positivism even while accepting many of its premises, and thus he serves as a particularly vivid illustration of what was at stake for music in the rise of positivism in the nineteenth century—and, more broadly, what was at stake for French culture in the enterprise of music criticism.



The Rise of Positivism


Positivism is commonly understood today as a philosophical or scientific doctrine. In Anglo-American scholarship, it is usually associated with the writings of A. J. Ayer, Rudolf Carnap, Carl Hempel, and other intellectuals of the mid-twentieth century who looked to the empiricism of the natural sciences as a model for philosophical theories of knowledge. Positivism in this sense is the belief that statements of fact are meaningful only if one can conceive of ways to verify empirically their truth value. This conception of fact and truth distinguishes assertions like “There are aliens hiding on Mars” from “There are undetectable aliens on Mars.” The first assertion can be empirically tested—perhaps not easily, but one can at least imagine ways to test it—and is therefore a meaningful statement. It may not be a true statement, necessarily, but it is a meaningful one. The second assertion, by contrast, cannot be empirically tested; its very premise is that aliens cannot be perceived. Therefore the statement is not meaningful. It’s not even false, because calling it false assumes there is something being asserted. Rather, according to the doctrine of positivism, it is literally devoid of meaning.

For these reasons, positivism was part of the broader twentieth-century movement against metaphysics, at least in the Western world. The most influential writings of the mentioned philosophers were published in the aftermaths of World Wars I and II, when skepticism about abstract, invisible forces like destiny or spirituality, as well as the intangible (and increasingly destructive) ideologies driving human behavior, were at an all-time high. As the horrors of the century kept piling up, Western intellectuals found the “pure” spaces of logic, mathematics, science, and the natural world to be effective sanctuaries from the flaws and frailties of human beings.

But positivism predates the World Wars. (That is why the twentieth-century positivist movement is sometimes called “neopositivism.”) It originated in France, almost single-handedly by the philosopher Auguste Comte (1798–1857). As is discussed further, Comte’s positivism was also designed to counteract the turbulence of human society (in Comte’s case, the vacillating between revolutions, empires, restorations, and republics of nineteenth-century France) with the objectivity of science. Consequently, unlike its twentieth-century counterpart, French positivism was not primarily a philosophical or scientific movement. From the beginning, the primary impetus of positivism was to use the sciences as a model for the “outside” world of human affairs. Its implications were thus felt in several fields—sociology and history, as well as the arts—and were discussed by intellectuals of all stripes.

This broader purview can be sampled in a curious treatise entitled Matérialisme et spiritualisme: Étude de philosophie positive, published in 1865, by Alphonse Leblais. Despite the author’s background in mathematics, Matérialisme et spiritualisme was a work of philosophical and cultural commentary centered on the two general schools of thought identified in the book’s title. Leblais defined the first term, materialism, as a method of inquiry that begins with nature and the physical world, and places humankind within this framework. By contrast, spiritualism begins with an idealized, divinely inspired vision of human society and places the physical world within this framework. Leblais writes:

Since antiquity, we have employed two quite distinct methods in order to study nature. One, from which modern science was born, begins by studying the World or the surrounding environment before addressing that of Man. … The other method, much more ambitious and from which theological philosophy was born, begins on the contrary with the study of Man and by assimilating all phenomena of the exterior world to those of living nature. (Leblais 1865, 15–16)1


Leblais traces this bifurcation to Plato and Aristotle, and writes that it has had many incarnations throughout history, laying the foundation for a host of ideological tensions that continued into Leblais’s present, including “reason and imagination, science and poetry, the objective and the subjective, analysis and synthesis, deduction and induction, empiricism and mysticism, observation and dogma, fatalism and optimism, [sensualism and idealism], naturalism and transcendentalism, or in the end materialism and spiritualism” (14–15).2

One outgrowth of the materialist camp, Leblais writes, is positivism, which he defined broadly as any method of explanation or mode of thought favoring the physical and observable over the invisible and inscrutable. For Leblais, positivism was the most comprehensive of the materialist ideologies and the primary focus of his treatise. Especially when wielded by historians, positivism was a method of explaining historical phenomena by citing only human actions, without any reference to abstract, metaphysical forces like “destiny,” “fate,” or “Hegelian world-spirit,” or even more modest forces like “genius” or “inspiration.”

And that is what made positivism controversial among historians and critics of the arts, which over the course of the nineteenth century increasingly came to be seen as one of the last holdouts from the encroachments of materialism. Where positivists conceived of art in empirical, analytical, and scientific terms, critics countered by touting art’s abstract, inscrutable, and spiritual nature; belief in the latter among music and art critics grew in exact proportion to the rise of the former among general historians. As the critic Louis de Fourcaud complained in a book about French painting:

Rationalism, which has penetrated everything and has rendered all observable material of equal importance before the human mind, has suppressed traditional aesthetics. There was a time when … [o]ne recognized the existence of a character of beauty residing in the works themselves, resulting from their intrinsic meaning and their purpose. Today … all critical judgment now relies on the standard of positivist observations. 
(de Fourcaud 1896, 6–7)


Louis de Fourcaud objected not only to the notion that the beauty and meaning of an artwork could be located in its empirically verifiable features but also to the notion that the beauty and meaning of art were in need of verification at all. The “traditional” mode of aesthetic appreciation, for Fourcaud, was to feel the impact of an artwork intuitively—to let it speak for itself.

Unsurprisingly, music critics were among the most vehement skeptics of positivism. As the art form that most obviously transcended the physical and observable, music was viewed as the most fundamentally incompatible with the materialistic preoccupations of the positivists. And as the art form that was thought to communicate most directly, bypassing mere rational thought, music was the least in need of positivist explanation and logical analysis. As the aesthetician and statesman Alfred de Falloux wrote,

Music is truly the spiritualist language par excellence, the language which arouses and epitomizes our most elevated instincts, and whose proper function is to help refined habits prevail over vulgar ones. Where the domain of the indefinite begins, so too does the reign, charm, and magic of this language of sounds we call music.


(de Falloux 1868, 514)


Here, de Falloux was effectively invoking the Baroque “Doctrine of the Affections,” echoing Johann Mattheson’s thought in the previous century from Der Volkommene Capellmeister (1739) that “the musician must … represent virtue and evil with his music and … arouse in the listener love for the former and hatred for the latter [for] it is the true purpose of music to be, above all else, a moral lesson” (quoted in Weiss and Taruskin 2008, 185). There is nothing explicitly religious about Mattheson’s statement, of course, and it would be easy to imagine de Falloux similarly making his claim without any recourse to spiritual language. That he did so nonetheless shows how much the divine, the most immaterial force one can call upon, became a symbol of the anti-materialist and anti-positivist movement.

Conversely, critics often used the word positivist as a pejorative term, reserved for music that was too easily reducible to its purely sonic effects and that failed to convey a sense of deeper, abstract meaning. In an 1873 book on French opera, for example, Gustave Chouquet employed positivist language to criticize the music of Giacomo Meyerbeer, writing that the composer’s idiosyncrasies of harmony and orchestration appealed primarily to listeners’ nerves and senses rather than to their hearts and minds. “Positivism is the enemy of ideal beauty,” Chouquet wrote, “and Meyerbeer is the premier realist musician of our time” (Chouquet 1873, 272–273). Chouquet goes on to describe the overtures to L’étoile du nord and Le pardon de Ploërmel in particular as the work of a “materialist philosopher” more than a composer (271–272). Positivism, realism, materialism: what those concepts have in common is their emphasis on the tangible and the explicable—the very opposite of what Chouquet and nearly every other nineteenth-century critic believed music to be. Positivism was thus part of a constellation of concepts pertaining to this general philosophical tension between what is observable, and therefore within the reach of human understanding, and what is invisible and therefore mysterious. “We do not deny the energy or the effect [of Meyerbeer’s music],” Chouquet concluded; “nonetheless we will not stop insisting that [these effects] seem antithetical to great art, in which the ideal element will always prevail over the physical element” (270).

For French intellectuals, the tension between the tangible and the intangible was not merely an aesthetic matter but a cultural and political one as well. As the title of Leblais’s treatise—Matérialisme et spiritualisme—suggests, this tension impinged on religious matters, as religion was among the last bastions of idealism in the increasingly materialistic nineteenth century. The tension between science and spirituality, in turn, was itself a common metaphor for the political upheavals of post-Revolutionary France: just as new scientific discoveries required revision or wholesale rejection of previously held beliefs, so too did the First, Second, and Third French Republics entail a continual rethinking of the “rights of man” and a body of laws that changed in accordance with the ebb and flow of human affairs. And in the same way that religion was founded on eternal truths subject to no one’s whim but God’s, the First and Second Restorations were characterized not only by the resurgence of Catholicism as a political force but also by the identification of the throne with divine providence, as epitomized by the slogan trône et autel (“throne and altar”) that became the Bourbon rallying cry. That the aesthetic, religious, and political implications of positivism were inextricably bound to each other is demonstrated by the art critic and cultural commentator Jacques de Biez, who in an 1896 biography of the sculptor Emmanuel Frémiet wrote that the divide between positivism and idealism “represents the antagonism between earth and heaven, between proof and hope, between the Struggle for life and the Duty to life” (de Biez 1896, xii–xiii). All those dualities derived from the culture wars of nineteenth-century France: secularism versus religion, logic versus faith, progress versus tradition, citizens versus subjects, and so on.

In short, debates about positivism among French music critics were never just about music. The broader tension between materialism and idealism, and the positivist movement that emerged out of this tension, was a far-reaching and versatile one, a framework for organizing observations that could be employed in countless fields and disciplines. That is why music critics not only kept abreast of philosophy and aesthetics but also actively participated in it—in their journalistic writings and in more specialized books and treatises. As the “scientific spirit” inflected other fields of inquiry throughout the nineteenth century, music criticism served as a sort of last defense of traditional idealism. Music was the standard by which critics evaluated new developments, like positivism, in intellectual culture.



The Origins of the French Positivist Movement


The cultural and political ramifications of positivism were evident from the very start of the movement, in the activities of Auguste Comte, a philosopher active during the religious upheavals of the Restoration and the waxing and waning of Catholicism as a force for social organization in the first decades of the nineteenth century. His student years at the École Polytechnique—an institution one contemporaneous observer accused of “preserving revolutionary ideals and of passing them on to students who have carried on an all-too-faithful tradition of republicanism and impiety” (Spitzer 1987, 44)—coincided with Louis XVIII’s decrees requiring clerical governance at nearly every level of administration of the University of Paris, undoing the state control of the institution that had been enacted in the wake of the French Revolution. Even as a student, Comte was already disdainful of principles decreed arbitrarily, either by a higher power or by common consent of the people. After being expelled from the École Polytechnique for political agitation, Comte came to view his philosophical mission as establishing order in an era of political turmoil and social upheaval. In philosophy as well as politics, Comte’s belief in a natural order governed by discoverable laws led him naturally to a belief in a meritocratic social order led by an intellectual elite. Comte thus turned to the rigor of science, which he described as “the only philosophy by which the revolution can be brought to a close,” as a moral as well as intellectual guide (Comte 1851, 274). This is the doctrine that came to be known as positivism, which Comte claimed was the only school of thought not founded on arbitrary decree:

No previous philosophy was able to conceive of order except as fixed: this renders it completely inapplicable to modern politics. The positivist spirit, which alone rejects the absolute without introducing the arbitrary, thus offers the only notion of order appropriate to our progressive civilization. It provides a sturdy foundation while giving it an objective quality according to the universal dogma of invariable natural laws, which in this sense prohibits all subjective digressions.


(Comte 1851, 104–105)3


As Mary Pickering writes, Comte did not advocate for pure empiricism; he recognized the need for “absolute” guiding principles (Pickering 2009, 3). But Comte distinguished himself from the “metaphysical” tradition (Comte’s term) of science by “recognizing the impossibility [of discovering] the origin and destination of the universe and understanding the secret causes of phenomena.” Comte wished to concentrate instead on “real laws”—that is, observable phenomena—that would aid in the “necessary subordination of ideality to reality, which the empire of the absolute has until now been preventing” (Comte 1907, 319). Turning away from “absolute truth,” Comte sought to focus the human sciences, both natural and social, on “relative truth,” the kind that derives from relating observable phenomena to each other. As he wrote in his Système de politique positive, “Substituting the relative for the absolute everywhere, returning all to the human realm, [positivism] will limit the study of truth to that which will cultivate the good and the beautiful” (Comte 1851, 301). In other words, the only legitimate conception of truth was one that was available to the senses and confirmed through positivistic verification.

What was true of the laws of society and of nature was also true for the laws of art. Comte claimed positivism was not only amenable to but also necessary for art, which since the Middle Ages “has searched vainly for general guidance and a worthy end” (Comte 1851, 274).4 This guidance, for Comte, was to come from the truths of positivism. To be sure, Comte was aware that the rationalism and objectivity of science seemed incompatible with the creative impulses of artists; he wrote that “nothing is more contrary to the fine arts than narrow-mindedness, an overly analytical approach, and the abuse of reason” (Comte 1907, 291). But since art seeks to portray the world in a state of perfection, as Comte argued, art requires the kind of knowledge of the world that only positivism makes available. “Our faculties of representation and expression, he wrote, “are necessarily subordinate to our cognitive and rational functions [nos fonctions de conception et de combinaison]. This law is fixed and immutable, and has never been subject to real change” (293).

For Comte, this delicate balance between our rational and aesthetic faculties was in part a reaction to the Romantic culture of his era. Contrary to the fantastical, escapist ethos of Romanticism, Comte felt that the role of positivism was to keep art rooted in the real world, to aid in the betterment of reality rather than to enchant us with fanciful visions of a transcendent one. “From Homer to Corneille,” he wrote, “all eminent artistic geniuses had always conceived of art as enriching human life, and in turn improving it, but never with the need to direct it” (Comte 1907, 293). This tradition, Comte suggested, had been lost in the “mental and moral anarchy” of post-Revolutionary France (293). Comte thus established two extremes between which art must maintain equilibrium. Indulging in creative expression risks reducing art to “purely sensual enchantment,” while subordinating the aesthetic to rational principles threatens to reduce art to “technical exercises”; either extreme ignores the “moral” aspect of art that is its true purpose (297).5 “Art always consists of an ideal representation of that which exists,” Comte concluded, “aiming to cultivate our intuition of perfection. Its domain is thus as vast as that of science” (282–283).6

While Comte thus laid the groundwork for positivism as an aesthetic doctrine as much as a scientific one, the artistic implications of positivism received relatively little attention in his writings. He authored individual books on astronomy and physics, mathematics, chemistry, and biology, as well as sociology, history, and general philosophy, all from the perspective of positivism, but he did not write any major books devoted solely to positivist aesthetics. Positivism was brought to bear on art more thoroughly by the philosopher widely viewed as Comte’s most prominent successor: Hippolyte Taine (1829–1893). An alumnus of the Sorbonne, Taine began his philosophical career focusing primarily on matters of sociology and history, but around mid-century he widened the scope of his interests to include literature and the arts. In a series of treatises written in the 1850s and 1860s, Taine expanded the implications of Comtean positivism to encompass not only what the social function of art ought to be but also how the history of art unfolds, how artists come to be, and how art is to be understood as a reflection of its time and place.

Broadly speaking, Taine viewed artworks as the sum of their creator’s social and historical circumstances. He famously singled out three factors in particular as the proper starting points for a true understanding of art: the artist’s national and ethnic background (what Taine referred to as “race”), his or her cultural and social background (“milieu”), and his or her place in history (“moment”). In his Philosophie de l’art, he writes that since any artwork is the product of an artist, the former necessarily bears the mark of the latter; and since any artist is fundamentally a member of some broader group of artists—a group defined by style, genre, school, generation, and so on—it similarly follows that any one artist necessarily bears the mark of the group; and, finally, since any group of artists is fundamentally a member of a specific historical and cultural moment, it follows that the group necessarily bears the mark of its historical moment (Taine 1872, 13). Taine writes:

This group of artists is itself a part of a broader entity that is the world that surrounds them, and whose tastes are the same as theirs. For the state of mind and of mores is the same for the public as it is for artists; they are not isolated men. It is their voice alone that we hear today, centuries later; but beneath this ringing voice that calls to us, we discern a murmur and, like a vast and muffled din, the great, infinite, and varied voice of the people who sang in unison around them. These artists achieved their greatness only through this harmony. 
(Taine 1872, 9)7


By treating artists and the public equally as representatives of their historical time and place, Taine was effectively “demystifying” artists, treating them not as mysterious, Romanticized demigods but as human beings, subject to the same social circumstances as anyone else. For the purpose of understanding history, historians should thus not treat artists as fundamentally different from lowly laymen. As he put it in Philosophie de l’art: “We thus propose this rule: that in order to understand a work of art, an artist, or a group of artists, one must recreate exactly the general state of mind and morals of the time to which they belong” (13).8

This, in turn, implied that art could be understood exclusively in human terms, without recourse to universal or absolute standards of beauty. And freedom from such grand, unifying abstractions ultimately meant that one could discover concrete, quantifiable factors explaining an artwork’s creation and providing a standard by which its value could be measured. “The modern method I attempt to follow,” Taine writes, “and which we first see in all of the moral sciences, consists of nothing more than considering human works, and in particular works of art, as facts and products whose characteristics one must discern and whose origins one must seek” (Taine 1872, 20).9 As was the case with Comte, Taine’s determination to treat art as an objective, empirically observable phenomenon (he once claimed that “beauty is a fixed relation between variables, what mathematicians call a function”) ran counter to the Romanticized conception of art, and especially of music, of his own time (Wolfenstein 1944, 339n28).



Positivism and Music


It is perhaps not surprising, then, that music critics would be among the most vehement denouncers of positivism. By the end of the nineteenth century, music was seen as one of the last art forms, and possibly among the last of any field of human endeavor, that could not be reduced to the merely material and observable. Music’s incorporeal nature, coupled with the mysterious directness of its appeal, made it the perfect counter to the increasingly physical conception of the world. Bolstered by the prestige bestowed on it by Romantic philosophers (Schopenhauer: “music is also wholly independent of the appearing world, simply ignoring it, so that it could in a sense still exist even if there was no world at all”) French critics worked to preserve the inscrutable nature of music, and to protect it from the encroachment of positivism (Schopenhauer 1859, 285).

This defense against positivism took several forms, but broadly speaking there were two areas of music where positivism was seen as a threat. The first concerned the analysis of music: how music’s “meaning” is ascertained, in what features of a composition this meaning is to be found, and whether music’s import could be analyzed or verbalized at all. The second area concerned the history of music, and whether the “greatness” of composers could be viewed as the result of specifiable historical circumstances rather than innate, ultimately unanalyzable talent.

The first concern—that of what and how music means—had of course been the subject of aesthetic debate for centuries. Up until the nineteenth century, that debate was (very broadly speaking) waged, on the one hand, between performers, composers, and listeners with actual firsthand experience with music-making, and who never needed any convincing of music’s expressive or communicative ability, and, on the other hand, philosophers, casually listening critics, and other onlookers intrigued or baffled by music’s intangible nature. As Lydia Goehr has written, the nineteenth century is often seen as a turning point in this debate, as it was for the most part then that philosophers became more sympathetic to the musician’s view and were more receptive to the possibility that the abstraction of music (especially instrumental music) needn’t be considered a weakness, and perhaps was even its strength (Goehr 2007). But it would be more accurate to describe the nineteenth century as a stalemate rather than a turning point, because the growing conviction among aestheticians that music could express the infinite was exactly matched in science by the growing knowledge of the physical properties of sound. It is in the nineteenth century that both the “idealist” view of music as having limitless expressive content and the “materialist” view of music as a purely physical and acoustic phenomenon reached their respective heights. The two sides were mutually reinforcing, each spurring on the other. As Jules Combarieu put it in an 1894 article on music and poetry, critics of his era were caught within an ideological battle between “scientific materialism and metaphysics,” which he claimed represented “the two most opposing tendencies of the human mind”:

One side views the language of sound as a kind of superior language acting not only our sensibility and imagination but also revealing to the mind a glimpse of inaccessible truth; the other side is inclined toward the basest animal instincts and approaches music with brutal empiricism and psychology. 
(Combarieu 1894, 2)


That is, faith in empiricism led some critics to focus on the autonomic rather than the cognitive responses to musical stimuli. “In order to experience the pleasure [of music],” the philosopher Charles Beauquier wrote, “artistic education is not necessary; the nervous system suffices” (Beauquier 1865, 21). Beauquier did not deny that music has the ability to appeal to the mind, but it does so only as a by-product of sensory stimulation. The expressive content that the mind perceives in music (what he called “sentiments”) ultimately depends on “physical sensation,” and that “their substance, their essence—and it is this that distinguishes sentiments from pure ideas—is nothing but organic activity modified in different ways by hearing, imagination, and memory” (75).10 Additionally, the purely physiological aspect of the aesthetic experience was seen as a symptom of modern decadence, something from which music needed to be protected. As the critic Henri Blanchard wrote:

the art of music has served as a conduit to man for glorifying the Eternal, for celebrating the splendor of religion; and if, day by day, sensualism causes it to degenerate into assorted songs, fantasias, and arrangements, it takes but a spark to revive it, to restore its patriotism, and to see it produce such beautiful national hymns as la Marseillaise and the Chant du départ, which have brought back to our times the greatness that used to be attributed to music in antiquity. 
(Blanchard 1839, 54)11


This comes from a review in the Revue et gazette musicale de Paris of Carl Maria von Weber’s Leyer und Schwert, a setting of patriotic German poems by Theodor Körner, inspired by the poet’s service as a soldier in the German War of Liberation. Blanchard was keenly aware that Weber’s music, which closely mimics the poetry’s vivid natural and militaristic imagery, was vulnerable to criticisms that visually descriptive music appealed more to the rational mind than to the emotions. Blanchard moved quickly to preempt those who (he imagined) would equate Weber with a “Flemish painter”:

No, my positivist sirs; without descending into the nonsense of descriptive music, Weber discovered how to produce by means of a simple piano accompaniment all the effects you have just described, at least for those with refined ears, impeccable intelligence, and people blessed with the sixth sense that is the musical soul.


(Blanchard 1839, 255)12


As observed earlier, “positivist” was Blanchard’s default pejorative for those who were deaf to music’s abstract, idealized content.

Another threat to that idealized content was the increasing concern among nineteenth-century critics that the impact of music was too easily attributable to technical, “formal” features of composition. Recall that this is what Chouquet criticized in Meyerbeer: the composer’s idiosyncratic orchestration and tone color, while novel and often riveting, were too transparently the result of calculation and craft. For French critics, the increasing sophistication of compositional means, as well as of analytical methods on the part of critics, were lauded only as long as they did not overshadow the genuinely expressive—which is to say intuitive—content that was still thought to be music’s fundamental goal. As François-Joseph Fétis, the very founder of French music criticism, wrote of Wagner’s “leitmotif system” in 1852:

this method, which might have been conceived out of necessity given the subject, loses all its merit if it becomes a formula. Monotony would be inevitable in a score built on this system, and emotion would be weakened all the more since the effect is predetermined. Let us not forget that art cannot be born of intelligence alone: art requires the aid of sensibility in order to put imagination into practice; it is imagination, not conception, that makes beautiful works of art. 
(Fétis 1852, 495)


That a prolific music theorist like Fétis, author of several treatises on harmony and tonality, would nonetheless caution against the excesses of compositional “systems” demonstrates how much even the most advanced French criticism in the nineteenth century remained indebted and loyal to traditional notions of music’s idealist nature.



Case Study: Edmond Hippeau


All these concerns about the encroachment of positivism can be sampled in the writings of Edmond Hippeau, founder of the journal La renaissance musicale. Underlying Hippeau’s writings was the same determination as surveyed earlier to protect the sanctity of the musical experience. As one of the most active participants in the French Wagner craze of the late nineteenth century, for example, Hippeau parroted Fétis’s fear that Wagner’s rationalizing of compositional beliefs into a body of principles and doctrines (or what the French perceived as such, at any rate) was a threat to artistic authenticity:

The most serious reproach one could make of Wagner is not that he sought new means to achieve dramatic truth in opera. … What one must criticize in him is precisely his systematic mind: he believed he could turn his particular point of view, his unique conception, into an absolute doctrine. 
(Hippeau 1883b, 67)


Rejecting the notion of aesthetic systems, Hippeau sought to locate the value of Wagner’s music elsewhere, in that which could not be measured, precisely articulated, or even satisfactorily explained: the spiritual. (It is not surprising that Hippeau’s comment comes from a book on Parsifal, the opera to which like-minded critics turned when it became necessary to assert the primacy of the spiritual over the human in Wagner’s music.) Hippeau also wrote several books on Berlioz, whom Hippeau considered along with Wagner to be the standard-bearer of contemporary music. These books include Berlioz intime d’après des documents nouveaux (1883) and Berlioz et son temps (1890), in which the defense of Berlioz’s legacy against the positivist threat is a recurring theme.

In the preface to Berlioz intime, Hippeau writes that the book was intended not as a biography but as an objective exegesis of facts and details about Berlioz’s life, culled from all manner of data: over the course of the book Hippeau cites not only Berlioz’s own writings and correspondences but also almanacs, census reports, and geological and geographical studies of the regions in which Berlioz lived. “I would not like to be accused of immodesty,” Hippeau writes, “and I hesitate to acknowledge the approach which seems to me to best describe the spirit with which I undertook this project: I wanted to write a purely scientific work” (Hippeau 1883a, 3–4). The reason for this hesitation, he goes on to explain, is that this “experimental methodology” inevitably steered Hippeau onto the terrain of positivism. A considerable portion of the book’s preface is thus devoted not to Berlioz but to Taine. (An excerpt of this discussion had also been published in three installments the year before, in La renaissance musicale, under the title “The Positivist Aesthetic” [Hippeau 1882]). Hippeau acknowledges some sympathy with Taine, agreeing, for instance, that “beneath a person’s exterior hides an interior person, and [that] the former is nothing but a manifestation of the second”; a sufficiently trained historian should therefore be “capable of rediscovering beneath each ornament of a structure, each feature of a painting, or each sentence of a text, a particular sentiment from which the ornament, the feature, and the sentence originate” (Hippeau 1883a, 5–6).

But Hippeau was no positivist. The previous point, he writes, is where he and Taine part ways. Unlike Hippeau, Taine sought beneath the exterior, visible features of artworks and artists “a general state of mind, certain general patterns of thought and feeling” (Hippeau 1883a, 6). According to the positivist doctrine, these general states are in turn the result of historical and social circumstances—the race, time, and milieu, as noted here. Hippeau, on the other hand, “[did] not want to know if there are general laws directing the human mind, races, societies, all of humanity” (18). The problem with positivism was not simply whether such knowledge was even possible (though Hippeau does express skepticism on this) but, rather, that these general laws, if they did indeed exist, would simply serve to make Berlioz prototypical. Hippeau, by contrast, was more interested in understanding how Berlioz was atypical. He wanted to discover not how Berlioz was a product of his times but, conversely, how Berlioz stood out from those who were born into the same conditions and circumstances. While conceding that one must not “neglect to consider [Berlioz’s psychology] in its close relation to the mores and public life of his era and to compare this era to those that preceded and followed it,” Hippeau cautioned that one must also not “neglect the purely psychological part of the subject and fail to search out the origins, the raison d’être, of musical dispositions that drove Berlioz to his artistic career, where, despite obstacles, he achieved the highest rank” (19).

Hippeau’s book is thus as much about the limitations of positivism in understanding music history as it is a study of Berlioz. The very title of the work, with its paradoxical claim to offer an “intimate” look at Berlioz via documents and other external data, encapsulates the shoals that Hippeau was attempting to navigate: the tension between composers and their historical contexts. Along with its follow-up study, Berlioz et son temps (whose title, one might note, also addresses the same binary dilemma), Hippeau’s book is a fascinating document of the author’s conflicted relationship to positivism, and it reveals what was at stake for music in the positivist movement toward the end of the nineteenth century.

It is worth highlighting the many points of overlap between Hippeau and Taine. After all, Hippeau did not underestimate the importance of gaging the “moral temperature” (Taine’s phrase) of a historical era, and in fact, Hippeau consistently praises Taine’s ability to capture an era’s prevailing ethos. Certainly Hippeau does not hesitate to borrow Taine’s characterizations of French culture in the nineteenth century when discussing Berlioz’s origins. The first chapter of Hippeau’s book takes as its point of departure the sense of cultural and moral malady that Taine attributed to France following the July Revolution and which both Taine and Hippeau claimed pervaded the entire French generation of the 1830s. Hippeau even writes that the young Berlioz fits fairly well Taine’s description of the era’s most prominent artists, at least in literature—Alexandre Dumas père, Victor Hugo, and so on (Hippeau 1883a, 54–55). But Hippeau notes that the literary character of the era, which does appear to be encapsulated by this small group of writers, does not correlate well with the tremendous variety of musical styles of the same era:

[I]n the music of this century, there are so many diverse genres that it would be difficult to determine which ones corresponded exactly to the aspirations of the modern René [from Chateaubriand’s René] or Werther [from Goethe’s Sorrows of Young Werther]. Is it the zeal of Rossini, the elegant coquetry of Auber, the severity and power of Meyerbeer and Halévy, the gaiety and vivacity of Boïeldieu, the somber majesty of Beethoven, the fantasy and poetry of Wagner and Schumann, the impetuous audacity of Berlioz and Wagner? 
(Hippeau 1883a, 55)13


In other words, positivism may be a useful way to grasp the prevailing trends of an era’s art, but it is ill-suited to eras where no single trend dominates. Put another way, if we accept Taine’s premise that artists of the 1830s were all symptomatic of Romantic decadence, then they are all in a sense “historically equivalent” to each other; and this only serves to obscure the considerable differences between them. A second problem with a positivist rendering of the era is that Taine cannot explain why some figures become artists while others belonging to the same era, subject to the same circumstances, do not. In both cases, positivism erases individuality. “The study of epochs,” Hippeau writes, “far from highlighting the persona of the artist, thinker, writer, or poet, necessarily causes him to disappear” (Hippeau 1883a, 9).

Conversely, if we grant that not all these musical styles typified the ethos of the 1830s equally, then this calls into question the validity of the general “moral temperature” with which positivists characterize the era. Hippeau writes: “He [Taine] assumes there is only one type of art in any given era. He begins with a definition and forces everything to fit within it” (Hippeau 1883a, 11). Indeed, as Hippeau points out, the dominant genre in France in the 1830s and ’40s was grand opera, a genre whose opulence and grandiosity seem antithetical to the growing tide of populist unrest that came to a head in 1848. Taine’s positivist methodology, Hippeau suggests, cannot explain “the profound contradiction between the violent aspirations of the men of this generation and their musical education, that is to say the taste of the public” (59). Hippeau goes on to note that, at a time when so many listeners were inclined toward Rossini, Berlioz was attracted to Beethoven, and that it was Beethoven’s musical language, not Rossini’s, that gave musical voice to the malaise and eventual upheaval of the July Monarchy. In fact, Hippeau writes that Berlioz’s music was powerless to express his era’s “moral temperature” because, prior to the Beethovenian influence in France, music in general was not yet capable of fully speaking the language of “passion and emotion” (55–56).

Ultimately, Hippeau finds that the problem of positivism is more than simply failing to capture the nuances of history. More fundamentally, it is a self-refuting doctrine. Taine purports to explain the origins of artworks without recourse to abstract concepts like “genius” or “divine inspiration”; this he accomplishes by placing the emphasis on the observable phenomena of human activity. But since Taine considers the individual to be little more than a conduit of values or morals learned from his or her historical moment, he has simply replaced the abstract inspiration of artists with the abstract inspiration of artists’ eras (Hippeau 1882, 115). This, Hippeau suggests, devolves into circular reasoning: the actions of an individual are to be explained by race, milieu, and moment; but the nature of an era’s race, milieu, and moment can only be determined by observing the actions of individuals (125). Causes are thus indistinguishable from effects; the “moral temperature” of a historical moment can only be asserted, not explained. Far from practicing empirical observation of concrete phenomena, then, positivism relies on abstractions and generalizations. It amounts, in Hippeau’s words, to “pure metaphysics” (Hippeau 1883a, 7).

For these reasons, Hippeau makes clear in the preface to Berlioz intime his intention “to study particular facts, without any preconceived theory” (17). Relying on notions of an era’s prevailing ethos might be a practical necessity for a historian, but one should not conflate the era with the ethos:

In wanting to define the moral state of the generations who entered the scene at the start of the First Empire, or, before that, the Revolution, we may find ourselves relying on classifications, abstractions, and generalizations, and lose sight of Berlioz by failing to consider anything outside a milieu or moral climate. The other extreme would be to impose on him our ideas, our beliefs, our sentiments, our habits. We will keep ourselves from going too far in either direction; we will place ourselves in Berlioz’s time; we will pretend for a moment that we were born in his time; but we will not claim to have said everything when we reconstruct his era. We must observe; but Berlioz will be our point of departure as well as the destination.


(Hippeau 1883a, 51)14


Hippeau thus claims to focus his study not on the historical circumstances of Berlioz but on “the individual”—Berlioz himself (18). Taine may have purported to direct his study of artists inward in order to discover the “psychology” behind artworks, but this paradoxically led him to observations about historical eras, peoples, and cultures. By contrast, Hippeau wanted this inward study to remain inward, to arrive at “an exact understanding of a person, of his character and temperament, of his passions and his genius” (19–20). This is the true meaning of Hippeau’s title: Berlioz intime. Such an approach achieves in practice what the positivists claimed in theory. Since it is the individual, not the milieu, that gives works of art their distinctiveness, and that it is individuals rather than “moral temperatures” that should be the object of the historian’s study, a truly analytical approach to the history of art should be founded on observation—specifically observation of the infinite variety of individuals in a given time and place.

The reluctance to adumbrate general laws or abstract forces guiding Berlioz’s development leads Hippeau to resist the notion of compositional principles or doctrines, just as Fétis had done. Hippeau insists at several points that Berlioz never had a “system,” which is to say he never relied on purely technical craft in place of inspiration: “it seems that reason, or the systematic spirit, plays no part [in Berlioz’s music] … the doctrine of expression did not present itself to his mind like a law codified article by article, but it imposed itself on his thinking like a truth requiring no proof nor any formula” (Hippeau 1890, 146–148). In defiance of the “progressive” spirit with which science and materialism were associated, Hippeau writes: “Progress consists in no longer seeking to measure art against an a priori conception, an ideal type, an abstract definition of truth, beauty, and goodness” (Hippeau 1883a, 8). Even as he endeavored to keep Berlioz’s music beyond the reach of empirical observation, then, Hippeau was equally determined not to rely on Platonic notions of idealism. Hippeau opted for the elusive middle ground between the two, where the greatness of Berlioz’s music was palpable but essentially mysterious.

Hippeau thus writes in a brief but illuminating passage that there are really two Berliozes for the historian to consider: Berlioz “the man” and Berlioz “the artist,” who “appear one and the same to us, for we intuit the aspirations of the latter when we study the character and great passions of the former” (Hippeau 1883a, 60–61).15 What this seems to suggest is that “the man” is the Berlioz whose actions historians can observe and who they can therefore understand, while “the artist” is the Berlioz driven by intangible things like “inspiration” and “genius” and whom historians can only ever know indirectly or incompletely. Hippeau writes that this notion of two Berliozes is to be taken both literally and metaphorically. On the one hand, Hippeau does really believe that only Berlioz “the man” is available to objective historical analysis of the kind positivists purport to offer. On the other hand, Berlioz “the man” and Berlioz “the artist” are effectively extensions of the same tensions Leblais educed as manifestations of materialism and spiritualism, as noted at the start of this chapter: “reason and imagination, science and poetry, the objective and the subjective,” and so on. Like Leblais’s binarisms, Hippeau’s two Berliozes symbolize the two axes of French culture.

Hippeau makes clear that these two Berliozes were not in conflict with each other, residing as they did in the same person. Thus positivism cannot even make the more modest claim to analyze simply one side of a dual personality. The synthesis of realism and idealism, Hippeau claims, was fundamentally a driving force of Berlioz’s music; neither one is an adequate characterization of Berlioz without the other. “One could even say,” Hippeau concludes, “that the one and the other are merged: Berlioz’s life affirms, with the same authenticity as his works, this spirit, which, far from pulling him in two different directions, perpetually mixed the ideal with reality” (Hippeau 1883a, 60–61).16



Positivism Then and Now


Readers familiar with the history of musicology in the English-speaking world may know that positivism has been a target of music critics more recently than the late nineteenth century. In his 1985 book Contemplating Music: Challenges to Musicology, Joseph Kerman offered a landmark critique of Anglo-American musical scholarship in the twentieth century and its preoccupation with “objective” projects like manuscript authentication, Urtext editions, the compiling of composers’ complete oeuvres, and the like. This fixation with raw data, facts, and other empirical research, self-consciously modeled after the “neopositivist” school discussed at the start of this chapter (especially the writings of Hempel) stopped short of what Kerman famously called “critical” engagement with music—“interest in music as an object of delight” (Kerman 1985, 32). He contrasted this with nineteenth-century musicologists who openly acknowledged and embraced the aesthetic, nationalist, religious, or otherwise ideological agendas informing their work. (The works cited throughout this chapter are characteristic examples.) Kerman suggests that twentieth-century musicologists are no less aesthetically and ideologically attached to the objects of their study than their predecessors were, but they have become coy about this “subjective” aspect of their research, assuming instead a positivist stance (or posture) of objectivity, “invoked especially by those who without understanding science very well would like to attach the term ‘scientific’ to thought about music” (31).

While the positivism Kerman was attacking was not quite the positivism of the nineteenth century (that was one of his primary complaints), a brief comparison of the two will help illustrate what made nineteenth-century positivism and its musical backlash unique. The positivism Kerman was targeting was a “defensive” positivism, a retrenchment among musicologists in reaction to the messy subjectivity of Romanticism. In nineteenth-century France, the situation was exactly the reverse: positivism was perceived as a threat to the idealism of traditional musical aesthetics. Whereas Kerman advocated for a kind of critical engagement in which facts and data contributed to aesthetic insight, French critics of the nineteenth century took issue with positivism precisely because they believed aesthetic insight ought to come from something higher or more ideal than “mere” fact. The essential conflict of positivism as French critics perceived it was not between fact and aesthetics but, rather, between fact and truth, reality and ideality, humanity and spirituality.

One should not be misled by the binary manner in which the critics surveyed here framed the issue of positivism. Though Leblais, for one, presented the various incarnations of materialism and spiritualism as a series of oppositions, his conception of French intellectual culture was not as black and white as all that. For example, Leblais writes that Satan and God, in Christianity, do not simply refer to divine entities; they also serve as symbols for “Matter and Mind” (Satan being matter, God being mind), or even for “World and Man” (Satan being the analogy to worldliness, and man, insofar as he can rise above mere worldliness, being the analogy to God) (Leblais 1865, 21). Consequently, “Satan” and “God” are not just abstract concepts; they are also embodied in real, concrete things. By that token, religion necessarily has a materialist component.

Conversely, the laws of science, even though they govern the behavior of physical bodies, are nothing if not abstract ideals, since the very fact that they are “laws” means they are universally true and in that sense independent of any particular, real instance. Consequently, science is not exclusively materialist. Positivism, by extension, was not straightforwardly the opposite of idealism, any more than spiritualism was straightforwardly the opposite of realism. Both terms existed on a spectrum of meaning. Indeed, not even Taine was as materialist as his detractors suggested. As Martha Wolfenstein writes, the “central problem” of Taine’s aesthetics was “whether we can reconcile a universal standard of value with the historical variations of art and taste,” and that Taine offered different answers to this question at different points in his career (Wolfenstein 1944, 332). In his later writings, Taine did eventually come to believe, or at least admit the possibility, that a fixed standard of beauty could be extracted from artworks across diverse eras. This “reconciliation” with idealism culminated in one of his most influential works, De l’idéal dans l’art (1874).

As more and more French intellectuals contemplated the nuances of materialism and spiritualism, and more attention was paid to their many points of overlap, French literature on this topic came to rely on increasingly confusing terminology to explain the phenomenon. At one point, Leblais writes that throughout history there have been not only spiritualist metaphysics but also materialist metaphysics (Leblais 1865, 20). In an overview of French philosophy written in 1896, Jules Lachelier had to resort to such seemingly paradoxical phrases as “materialistic idealism” and “spiritualistic realism,” as these were the only ways to describe the myriad permutations that resulted when materialism and spiritualism interacted (Lachelier 1896, 101–102).



The materialism–spiritualism duality, in other words, was a nuanced spectrum within which intellectuals placed French culture, as well as within which music critics placed music. Even those who purported to reject the bifurcation of materialism and spiritualism could not help but feel the tug from one pole or the other. The very attempt to find a middle ground along that spectrum indicates that the spectrum was the primary conceptual framework by which French intellectuals made sense of the world around them; and as we’ve seen here, musical aesthetics and music criticism played an important role in their attempt to do so.






Notes





Translations from French are mine except where indicated. For longer quotations, as well as for quotations where a certain degree of creativity was required to render the passage into English, I have included the original French in the endnotes. On occasion, for single words or short phrases, I’ve included the original in the body of the text, in brackets.


1. “Dès l’antiquité, on a employé, pour étudier la nature, deux méthodes bien distinctes. L’une, d’où est née la science moderne, consiste à commencer par l’étude du Monde ou du milieu ambiant, avant d’aborder celle de l’Homme. … L’autre méthode, beaucoup plus ambitieuse, et d’où est née la philosophie théologique, consiste à partir, au contraire, de l’étude de l’Homme et à assimiler tous les phénomènes du monde extérieur à ceux de la nature vivante.”




2.
 In the original text, Leblais writes “l’idéalisme et le sensualisme.” I’ve reversed the terms in my translation because Leblais’s ordering is likely a mistake. As the rest of the text makes clear, Leblais considered le sensualisme to be a materialist ideology and l’idéalisme to be the spiritualist ideology; reversing the order thus makes the pairing consistent with the other binary terms listed in the passage quoted here.




3.
 “Nulle philosophie antérieure n’a pu concevoir l’ordre autrement que comme immobile; ce qui rend une telle conception entièrement inapplicable à la politique moderne. Seul apte à toujours écarter l’absolu sans jamais introduire l’arbitraire, l’esprit positif doit donc fournir l’unique notion de l’ordre qui convienne à notre civilisation progressive. Il lui procure un fondement inébranlable en lui donnant un caractère objectif, d’après le dogme universel de l’invariabilité des lois naturelles, qui interdit à cet égard toute divagation subjective.”




4.
 “Mais le positivisme remplit tellement ces conditions complémentaires, que, malgré d’empiriques préventions, je caractériserai sans peine son aptitude directe à constituer dignement l’art moderne, qui, depuis la fin du moyen âge, cherche si vainement une direction générale et une haute destination.”




5.
 “Il [l’art] se reduirait de plus en plus à ses agréments sensuels, ou même aux difficultés techniques, sans aucune tendance morale.”




6.
 “L’art consiste toujours en une représentation idéale de ce qui est, destinée à cultiver notre instinct de la perfection. Son domaine est donc aussi étendu que celui de la science.”




7.
 “Cette famille des artistes elle-même est comprise dans un ensemble plus vaste qui est le monde qui l’entoure, et dont le goût est conforme au sien. Car l’état des mœurs et de l’esprit est le même pour le public et pour les artistes; ils ne sont pas des homme isolés. C’est leur voix seule que nous entendons en ce moment à travers la distance des siècles; mais au-dessus de cette voix éclatante qui vient en vibrant jusqu’à nous, nous démêlons un murmure et comme un vaste bourdonnement sourd, la grande voix infinie et multiple du peuple qui chantait à l’unisson autour d’eux. Ils n’ont été grands que par cette harmonie.”




8.
 “Nous arrivons donc à poser cette règle que pour comprendre une œuvre d’art, un artiste, un groupe d’artistes, il faut se représenter avec exactitude l’état général de l’esprit et des mœurs du temps auquel ils appartenaient.”




9.
 “La méthode moderne que je tâche de suivre, et qui commence à s’introduire dans toutes les sciences morales, consiste à considérer les œuvres humaines et en particulier les œuvres d’art comme des faits et des produits dont il faut marquer les caractères et chercher les causes; rien de plus.”




10.
 “Mais au fond, ils se reposent tous sur la sensibilité physique. Leur substance, leur essence, et c’est là ce qui les distingue des idées pures, n’est autre chose que l’activité organique modifiée de différentes façons par l’entendement, l’imagination ou la mémoire.”




11.
 “l’art musical a servi d’interprète à l’homme pour glorifier l’Éternel, pour célébrer les pompes de la religion; et si le sensualisme le fait dégénérer chaque jour en airs variés, en fantaisies, en arrangements, il ne faut qu’une étincelle pour le ranimer, le faire redevenir patriotique, et lui voir produire de ces beaux hymnes nationaux comme la Marseillaise, le Chant du départ, qui ont réalisé de notre temps les prodiges attribués à la musique dans l’antiquité.”




12.
 “Non, messieurs les positivistes; Weber, sans tomber dans la niaiserie de la musique descriptive, a su produire au moyen d’un simple accompagnement de piano tous les effets que nous venons de décrire, du moins pour les oreilles exercées, les intelligences exquises, les personnes douées du sixième sens qu’on appelle l’âme musicale.”




13.
 “dans la musique de ce siècle, il y a tant de genres divers qu’il serait malaisé d’établir lequel correspond exactement aux aspirations du René ou du Werther modernes. Est-ce la fougue de Rossini, l’élégante coquetterie d’Auber, la sévérité et la puissance de Meyerbeer et d’Halévy, la gaîté et la vivacité de Boïeldieu la sombre majesté de Beethoven, la fantaisie, la poésie de Wagner et de Schumann, l’impétueuse audace de Berlioz et de Wagner?”




14.
 “En voulant définir l’état moral des générations qui sont entrées en scène au début de la période historique qui s’ouvre avec le Premier Empire, ou plutôt avec la Révolution, nous pourrions tomber dans les classifications, les abstractions et les généralisations, et perdre de vue Berlioz pour ne considérer qu’un milieu, une température morale. Le travers opposé serait de lui prêter nos idées, nos croyances, nos sentiments, nos habitudes. Nous nous garderons d’exagérer dans un sens ou dans l’autre; nous replacerons au temps où il a vécu; nous supposerons un instant que nous sommes nés avec le siècle; mais nous ne prétendrons pas avoir tout dit lorsque nous aurons reconstitué l’époque. Il faut l’observer tout d’abord; mais Berlioz sera le point de départ et le point d’arrivée.”




15.
 “L’homme et l’artiste apparaissent donc à nos regards en même temps, car on devine les aspirations de celui-ci lorsqu’on connaît le caractère et les grandes passions du premier.”




16.
 “On dirait même que l’un et l’autre se confondent: la vie de Berlioz affirme, avec la même sincérité que son œuvre, cet élan, qui, loin de se diviser par une double direction, mêle perpétuellement l’idéal à la vie réelle.”
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The process that gradually led to the autonomy of musical art during the past three centuries is now well known. Many scholarly studies have described how the musical work was gradually detached from its various social functions to become a purely aesthetic object (Goehr 1992, Weber 2008). However, the consequences of this phenomenon—notably the simultaneous increase in the importance of musical analysis—have not been thoroughly explored. Indeed, it is difficult to know whether analysis is a symptom or a cause of the new ways of representing and talking about music; it is no doubt a bit of both at the same time.

Historians of musical analysis have long limited themselves, in large part, to studying the scholarly discourse that emerged during the nineteenth century. The 1994 publication of a two-volume anthology conceived by Ian Bent marked a decisive step in renewing the history of musical analysis (Bent 1994). Bent’s work considerably expanded the spectrum of sources deemed legitimate and refused to dismiss early analytical texts as crude ancestors of the specialized studies that proliferated during the course of the twentieth century.

In this chapter, I reconsider the history of musical analysis by expanding upon Bent’s propositions. I additionally suggest that although musical analysis principally concerns the musical text, it also surpasses the work to constitute an artistic activity in and of itself—one with links to many fields of thought and to concrete musical practices, both domestic and public.

Indeed, by the end of the nineteenth century, by which time analysis had imposed itself as an indispensable part of musical practice, it also synthesized a range of earlier practices: the scholarly techniques of philology and hermeneutics promoted by Romanticism as keys to modern knowledge; the older intellectual practice of rationally cutting apart objects of study that dated to at least the seventeenth century; new reading skills resulting from the gradual spread of literacy among European populations; and aesthetic assumptions concerning the superiority of the artist’s perspective in matters of artistic creation, whether in the visual arts, in literature, or among music lovers.

From the second half of the seventeenth century onward, musical analysis was deployed in a variety of contexts: in conceptual elaboration, in support of abstract demonstrations, and as a didactic tool. Jean-Philippe Rameau’s writings reflect this triple use, whether in breaking down the mechanism of the vibrating system (corps sonore) (Génération harmonique, 1737); in response to Jean-Jacques Rousseau’s examination of the monologue from Quinault and Lully’s Armide (in which Rameau offered an alternative analysis of the same passage that also defended his own musical theories; Observation sur notre instinct pour la musique et sur son principe, 1754); or in listing useful models for the student composer as he does in the third part of his Traité de l’harmonie, where Rameau reduces the art of musical invention to three intervals from which all the principal chords and progressions of the fundamental bass (basse fondamentale) can be derived, in turn determining the rest of a polyphonic texture (Rameau 1722). In all three cases, Rameau’s analysis reveals the structure of objects by taking them apart, naming the pieces, and explaining the nature of their relationship to one another.

The analytical techniques of these early theorists and polemicists remained more or less marginal until the end of the eighteenth century, when the spread of public concerts for paying audiences and the notion of absolute music led to a significant change in the public’s relationship to musical works, in terms of both listening practices and the kind of discourses the music stimulated.1 This new aesthetic context explains how verbal commentaries on the experience of contemplating masterpieces emerged as the dominant form of analysis during the same period—one to which the press and publishers in general devoted ever-increasing attention.

In this story, the question of listening occupies an essential place. It is certainly the musical practice that shows the most important transformation between the middle of the eighteenth century and the end of the nineteenth century. Since the Renaissance, the appropriation of scholarly music had been passed along through its practical proficiency. The amateur heard the music while doing it, and when he was the spectator of the performance of a piece by others than himself, he appreciated it in reference to his experience as a singer or instrumentalist. The invention of musical analysis at the turn of the nineteenth and twentieth centuries answers—among other things—the need to train amateurs and professional musicians to meet the new demands of modern art—namely to appropriate works always more virtuosic that would be presented to listeners less able to play them. The analysis is then necessary not only as an intellectual technique for elucidate musical discourse but also as a tool for the education of sensory practices.

In this chapter, I expand the corpus of analytical texts renewed by Bent, adding documents produced in England and France, as well as some further sources in German. These include articles printed in the press, chapters from teaching manuals, and texts found in concert programs, listening guides, and annotated scores, among others. Some of these sources use the word analysis without designating the meaning that became dominant in the twentieth century, and the word itself is absent from other sources that nevertheless played a role in shaping the term’s contemporary use.2 By showing interest in texts that constitute the overwhelming majority of nineteenth-century analytical production—namely a type of discourse targeting the average reader that gradually became part of the daily life of thousands of amateurs and professionals—this chapter does not propose a general history of the theories of musical analysis, a project that has already been undertaken elsewhere.3 Moreover, scholarly musical analysis, which made up a very small part of the analytical discourse produced from the early nineteenth century to the eve of the First World War, receives very little attention in the following pages. Instead, I focus on ordinary analytical knowledge and on the many ties that linked knowledge with intellectual techniques and practices issuing from other domains, often far removed from the world of music, but that persisted through the entire length of the nineteenth century.



The Origins of Musical Analysis in Philology and Hermeneutics


In the early eighteenth century, Germany became a hot spot from which two techniques for examining texts, in philology and hermeneutics, began spreading throughout Europe. The success of these texts spread beyond intellectual circles; indeed, the entire continent witnessed a twofold shift in linguistic and interpretive practices, ranging from the study of scripture to discourses on art, and from scholarly knowledge to daily artistic undertakings. Musical analysis directly benefited from these tendencies.

Philology deals not with languages in general, as does linguistics, but rather with particular languages anchored in particular places and in enunciative contexts. The dominant scholarly model, known as classical philology, consists in the study of written monuments from antiquity, such as medals, inscriptions, or manuscripts, which are deciphered, translated, and interpreted after there is an evaluation of their reliability (often conducted by comparing different variants of a single text) (Cerquiglini 1999).

During the first third of the nineteenth century, enthusiasm for publishing texts of antiquity led to the creation of permanent institutions (such as scholarly journals, chairs, schools, and seminaries), as well as to long-term editorial projects that often spanned several decades and required considerable means. These projects initially concerned the literary monuments of the Middle Ages, but they were soon extended to musical works of all periods (Heyer 1980, Hill and Stephens 1997). The Bach-Gesellschaft-Ausgabe, begun in 1851 and published by the firm of Breitkopf und Härtel, was the pioneering enterprise in the domain. Breitkopf would go on to play a determining role in future projects, undertaking the publication of the complete works of Handel (1858-), Palestrina, Beethoven (1862-), Mendelssohn (1874-), Mozart (1877-), and Chopin (1878-). The trend soon spread throughout Europe, leading to publication of the complete works of Jean-Philippe Rameau in France (1895–1924), of André Modeste Grétry in Belgium (1884–1937), and of Domenico Scarlatti in Italy (1906–1910). Alongside these monographs were published a series of anthologies, which were the fruits of competitive emulation stimulated by national pride.4 The sacralization of genius so typical of the Romantic period also fed a fascination with the correction of musical texts (Lowinsky 1964, Murray 1989, DeNora 1995). Considered as a whole, however, the major compilations published from 1850 to 1914 show a great deal of variation: although many critical editions include notes and indicate variants, just as many deliver the text without further explanation.

Hermeneutics, on the other hand, was long associated with apologetics or the rational defense of Christianity, a practice that draws first and foremost from Scripture. A close cousin to exegesis, hermeneutics was an interpretive art that sought to establish the true sense of the sacred texts. Friedrich Schleiermacher is known for having borrowed hermeneutics from biblical study as a tool for interpreting other types of texts and, beyond that, as a means for understanding the world in general (Bowie 2005). Thus, hermeneutics became a way to order a path toward enlightenment that could be applied to all manner of objects under study. It also turned out to be an unending process, since the interpreter finds himself engaged, as Friedrich von Schlegel demonstrated in regard to the writings of Boccaccio (1801), in an endless comparison of texts, of works related to the genre of the texts, of genres related to the whole of a national literary production, and so forth (Schlegel and von Schlegel 1801).

The work of hermeneutics gave rise to the impossibility of understanding—indeed, in 1800, Friedrich von Schlegel published an article-manifesto in the revue Atheneum titled “Über die Unverständlichkit”—an essential theme in Romantic aesthetics and the very reverse of the principles of rationalist philosophy (Mueller-Vollmer 2000). This fruitful dilemma led to a form of what came to be known as the hermeneutical circle. The partisans of a properly conducted interpretation held that it was essential to give an essential place to reason in the studies of language and history, whereby no signification or phenomenon can truly be isolated from its relatives. In other words, the subject cannot exist outside the object one wishes to understand. In this way, hermeneutical practice put an end to abstract explanations in favor of a permanently renewed effort to return the text to its context. It affirms the intimate relationship of the author to his language, above and beyond the community to which he belongs or the tradition within which he inscribes himself (yet another manner of extending the celebrated hermeneutical circle).

In substance, hermeneutical reflection gives an essential place to the empirical world which itself is so closely associated with meaning that it becomes impossible to dissociate the interpretation of meaning from the interpretation of the empirical world at large. Hermeneutical thought is also characterized by its a priori assumption of a text’s obscurity, making it necessary to invent appropriate tools for its clarification. Analysis fulfilled this function in Romantic hermeneutics’ program of educating people to read, offering common ground in the propositions of Schlegel, Ast, and Schleiermacher in spite of their other differences.

German musical periodicals created at the end of the nineteenth century played an essential role in applying hermeneutics to music (Bent 1994, 2:14–19). The brilliant essays of E. T. A. Hoffmann, which were soon translated into many languages, have since eclipsed a less sophisticated literature that had found its source in the numerous music reviews published in late eighteenth-century periodicals. Mary Sue Morrow has studied these reviews, which often included musical excerpts and served to police good taste, delivering their verdicts after undertaking a harmonic or formal dissection of the work in question (Morrow 1997, 154–157). These unpretentious texts, which increasingly considered works as a whole, and not only for interest in particular passages, invented analytical methods that would reach hundreds of music lovers and professional musicians (155).

The Allgemeine musikalische Zeitung, published in Leipzig under the direction of Friedrich Rochlitz from 1798 to 1848, furnished analytical models that were soon imitated throughout Europe. A well-known article published in the Berliner allgemeine musikalische Zeitung by its director, the critic Adolf Bernhard Marx, gives an idea of how musical hermeneutics had evolved only a few decades after the appearance of the periodicals studied by Mary Sue Morrow (Marx 1826, Burnham 1990). In his review of the first edition of Beethoven’s Ninth Symphony, which contains no fewer than eight musical examples, Marx strives to extract the meaning of the musical material and its form, using the words Missdeutung (misinterpretation) and misszuverstehen (to misunderstand) to refer to the need to clear up the ambiguities of a text or of working something out through inductive reasoning. According to Marx, to understand the Ninth Symphony, one must not only pierce the mystery of the “artist’s original intentions” but also seek the traces of his human experience in every measure. For Marx, appreciating Beethoven’s music requires both the careful analysis of his scores and an intimate knowledge of his biography, made possible thanks to the then swiftly expanding genre of biographical literature.5 At the end of his explanation, Marx addresses the musician: “Here is what should, before all else, be kept in mind wherever a performance of this great work is being prepared.” Over the course of his article, the whole of musical practice, from the performance to the listener, is strictly ordered in accordance with two closely related texts: the score and its commentary.

A similar phenomenon could be observed in Paris, London, and Berlin, where an enthusiasm for the new relationship with the musical work as encapsulated by Marx in 1826 quickly spread. The musical press began to regularly publish “musical analyses,” with concert reviews that devoted a large part of their coverage to dissecting scores and providing “interpretation”—a term that began to supplant “execution” during the same period (Campos 2014). Its parallel in the art world during the same period is striking: in increasing numbers, art lovers began to master the technical vocabulary of pictorial analysis in preparation for constructing and sharing their judgments with peers who were art connoisseurs (Hamilton 2009).



The beginning of the nineteenth century saw publication of a steadily increasing number of pamphlets and newspaper articles concerning techniques of interpretation. In the art world of this time, interpretation alternated between two complementary ambitions: penetrating the artist’s reasons and understanding the work as a whole. These twin ambitions were the core program for musical analysis as well, regardless of the type of publication, the analytical methods employed, or the place of publication. This program owed its fortune to an ability to respond to new aesthetic needs prompted by the adoption of philology and hermeneutics as general models for artistic practice.



Music Reduced to Text


The history of music created during the long nineteenth century has been presented as a series of aesthetic revolutions and momentous scandals, the most celebrated being the Paris premieres of Tannhaüser in 1861 and Le Sacre du printemps in 1913. Considering artistic practices instead of works reveals a quieter but no less profound upheaval; in this case, it is the disappearance of a fluid conception of the musical experience that prioritized improvisation, in-the-moment ornamentation, and adjustment to the instrumental or vocal means at hand, in favor of a fixed conception of the work that aims, first and foremost, to reproduce the creator’s intentions as faithfully as possible. In other words, music was increasingly reduced to a text to be respected at all costs. In accordance with this, the musical world fell under the influence of what Jack Goody has called “graphocentrism” (Goody 1977).6

Indeed, musical analysis is emblematic of the new way in which works were now being understood, and critics writing for the press were among the first to take up this campaign. In reviews published after an opera premiere, it had become traditional, from the end of the eighteenth century onward, to include what was called an “analyse de la pièce,” or a summary of the plot, as well as commentary on the musical numbers, with the end of the article rapidly touching on the performers or the staging and in general limited to a discussion of the sets and costumes. From the 1830s onward, however, the complexity of certain operas, such as those of Giacomo Meyerbeer, caused music writers to publish not just a series of their impressions as listeners but also a veritable analysis of the score, sometimes accompanied by musical citations.

In a review published after the February 29, 1836, premiere of Les Huguenots at the Opéra de Paris, for example, Berlioz qualified the work as an “encyclopédie musicale,” and alerted his readers that “several attentive listenings are absolutely necessary for the complete understanding of a score of this nature.”7 Remarks on the exceptional demands of the opera regularly turn up throughout the article. To appreciate the elements of the admirable libretto exploited by Meyerbeer, “one must first have had the time to study this immense work in depth, one in which Mr. Meyerbeer has sown musical riches enough to assure the fortune of twenty operas.”8 To gauge the boldness of the Septet of the Duel, the fourth act Duo, or the fifth act Trio, “we once again request time to reflect upon our impressions, to analyse them and understand their causes.”9

Indeed, some of the innovations in Les Huguenots are so great that they caused Berlioz to momentarily lose his senses. In the third act, where Meyerbeer superposes three choruses after having presented them separately, Berlioz writes that, at the moment of superposition, “the ear experiences a sensation comparable to the one produced upon the eyes by an overabundance of light, the ear is dazzled.”10 To resolve this unprecedented difficulty, Berlioz extended his analysis to a second article and two other texts he published in a second journal at the end of the same year, including a new analysis made with the score in hand (Berlioz 1836b, 1836c, 1836d).11

A particularly audacious effect of Meyerbeer’s catches Berlioz’s attention in the opera’s second act: the movement from a D major chord to an andante in E-flat that is played with a particularly original distribution between orchestra and the vocal parts. Taking stock of this passage, Berlioz speaks of “the difference that separates musical impressions as received by the ear alone from those that we perceive by the ear aided by the eyes.”12 He challenges Meyerbeer’s blurred modulations, but concedes that “it is probable that the flaw does not exist for Mr. Meyerbeer; from today onward it will even be less prominent for me because I have read the score, and in future I will hear, like the author, the preparatory chord that he placed in the orchestra and which is impossible to notice without having been warned.”13

In Berlioz’s considerably developed paragraph devoted to aligning the experience of listening with the knowledge drawn from studying the score, he estimates that it is not possible to make an aesthetic evaluation of the new opera before having scrupulously read its text. The double articles of November and December 1836 also bear witness to a new temporality in musical practice. In a world where it was increasingly easy to repeatedly hear works that had entered the repertoire, prevention of sonorous misunderstandings was of capital importance. As creators began to explore uncharted territory with each new work, listening also meant drawing upon preparatory analytical work drawn essentially from score study.

During this period, writing analyses remained the domain of a critical elite consisting essentially of professional musicians: in Paris, men such as Hector Berlioz, François-Joseph Fétis, and Adolphe Adam; in Germany, Robert Schumann and Richard Wagner; in London, the organist and music critic Joseph Bennett, and so forth. Music publishers soon adopted the habit of sending these important figures in the musical trade their orchestral scores or piano reductions in anticipation of premieres, so as to guarantee that the works in their catalogues would be judged in sufficiently serious terms according to the new criteria of analytical appreciation.

Amateur musicians and music lovers were also affected by these new interpretive techniques, because they counted among the readers of the press, but also because they used the new commentary-laden scores that became increasingly popular as the century progressed. The emergence of these publishing innovations can be explained as the conjunction of several factors: composers’ ever-tighter control of their musical gestures and intentions; the sacralization of the text, conferring greater responsibility on the performers; and the arrival of Beethoven’s works, which challenged many musicians who called for guides so as to prepare for their performances.

These published scores with commentary began as brochures meant to be used with the score open on the same table or music stand, as in a back-and-forth movement suggested by the pioneering work of Thérèse Wartel: Leçons écrites sur les sonates pour piano seul de L. van Beethoven (Wartel 1865). In her foreword, Wartel solemnly declares “We live in an eminently analytical century.”14 To fully understand what she considered the indivisible whole of the thirty-two sonatas before playing them, Wartel became familiar with Beethoven’s oeuvre during “a long stay in Germany, during which I, one might say, lived in familiarity with his memory” (x). Wartel also abundantly cites Beethoven before settling down to a critical discussion of the more or less erroneous performance traditions that have obscured the true meaning of the sonatas. She then charges the pianist-reader to copy the structural divisions and expressive suggestions of her essay into his or her score.

By the beginning of the twentieth century, it was no longer possible to count the number of interpreters who were incorporating analytical commentary or technical advice into scores and where the additional information soon occupied more space on the page than the musical text. Raoul Pugno, Édouard Risler, Blanche Selva, or Alfred Cortot annotated the classic masterpieces, armed with the experience and knowledge they had acquired in years of concertizing and teaching.

One of the most representative of these commentary editions is the series conceived by the pianist Georges Sporck. Sporck’s scores are heavily annotated between each system, detailing every episode of the work’s formal structure. In the margins, further notes from the interpreter gloss the remarks already inserted in Beethoven’s score (see figure 3.1). Sporck even conceived a second volume containing information on the history of the work, offering a host of indications on how the music was conceived, analytical remarks, and annotated figures that could be placed alongside the score. Ultimately, there remained not a single measure, not a single note of Beethoven’s score that was not an object of commentary. Alas, the apprentice pianist could be crushed under the textual apparatus that was intended to ease the task of interpretation.
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Figure 3.1 Édition moderne des classiques. Sonate op. 27 no 2 pour piano. L. van Beethoven analysée par Georges Sporck






In the space of a century, philology and hermeneutics had taken residence in the heart of daily musical practice. Music became increasingly confused with the score, which could now exist without being played when the critic, but also the instrumentalist or singer, studied it for itself. Even when placed on the music stand, the text with notes now underwent a labor of unprecedented volume. Examined, dissected, endlessly probed, its significance only emerged through an analysis that followed the linear unfolding of performance. The analytical reading of the score competed with the production of sound, becoming a complex technique that every musician was expected to learn and apply with personal conviction.

These analytical practices were not limited to the wealthy or the closed circles of intellectual art lovers. Indeed, the place of music might be compared to that of literature: during the second half of the nineteenth century, when familiarity with the works of the national pantheon of writers played an essential role in the education of children in most European countries from very early age (Howard 2012). Regardless of class, the daily practices of amateurs progressively aligned with their scholarly models.





Analyses for Better Listening


During the nineteenth century, the musical situation was a spectacle defined in terms like those of an exhibition of masterpieces—a musical museum, be it of classic or modern works. Amateurs and professionals alike transformed the most intimate qualities of their perceptive tools in order to best appreciate the “objects on display”; for music, this was in terms of the density of their construction and their relative newness at first performance (Weber 1999, Rehding 2009).

Historical studies of musical listening patterns have been thoroughly renewed in the past thirty years. The many publications on the subject agree that the way audiences listen underwent significant transformation between the end of the eighteenth century and the middle of the nineteenth century. In a well-known study, William Weber characterizes the earlier mode in terms of music in constant competition with other noises and a discontinuous form of listening that was endlessly challenged by other activities—in other words, a form of listening that, by present standards, could hardly be considered listening at all (Weber 1997). Gradually, the practice of reconciling attendance at a concert or opera with other social and worldly demands was replaced in favor of exclusive, attentive, silent listening (Leppert 2002, Riley 2004, Müller 2014).

Throughout the nineteenth century, the music of Beethoven again provided an important new terrain for experimentation (Bonds 2014). A further step came in 1876, with the construction of the Festspielhaus in Bayreuth, where audiences were plunged into darkness and forced to face the stage in seats fastened to the floor or in the rare boxes situated behind the rest of the audience. As a whole, Wagner’s theater was conceived to eliminate the social interactions that had been encouraged by horseshoe-shaped Italian opera houses (théâtres à l’italienne), as well as to impose a particular reception of the work in a literally structural gesture—one inspired by the Romantic theories to which Wagner gave decisive form in his ideas on the Gesamtkunstwerk (Brown 2016).

Analysis played an essential role in concert life as well, whether in program notes or separate brochures, to which Leon Botstein first drew musicologists’ attention (Botstein 1992). These textual crutches were written by music writers, passionate amateurs, and often by composers for their own works. They accompanied the music in its technical evolutions during a period when composition by motif and the infinite development of Beethovenian or Wagnerian inspiration became widespread practice. This permanent attention to the sound of music itself called for a new kind of listening on a systematically microscopic level. Thus, disoriented listeners turned to the auditory prosthetics provided by the authors of the works themselves or by specialists in aiding reception of these masterpieces from the repertoire.

One among many potential examples is a several-page note written by Camille Saint-Saëns for the May 19, 1886, premiere of his Third Symphony, commissioned by the Royal Philharmonic Society and premiered at Saint James’s Hall in London (Saint-Saëns 1887a). Illustrated with numerous musical excerpts, Saint-Saëns’s listening guide also followed his score across the English Channel for the Parisian premiere of the symphony at the Société des Concerts du Conservatoire the following January.

The brochure, printed separately by the publisher of the score, opens with an message to French listeners following the London custom of “offering audiences a succinct analysis, exempt of criticism, of works presented in a concert.”15 According to the composer, this practice has an important advantage “from the perspective of musical intelligence.” Saint-Saëns distinguishes his text from the sort of analysis typically practiced by journalists who were intent on issuing judgments, affirming that his is an objective analysis offered to the listener through an account of how the work was composed. Throughout his description of the symphony, Saint-Saëns qualifies the thematic material from an expressive point of view, never using terms of aesthetic value (after an introduction of “a few plaintive bars” “the initial theme, sombre and agitated in character” “leads to a second subject marked by a greater tranquillity”; the theme of the Adagio is “extremely quiet and contemplative” the coda of which is “mystical in sentiment,” etc.).16 The composer’s program note is radically different from a journalist’s review in the sense that it describes the artist’s project rather than seeking to capture an individual listening experience (“The composer has sought, by these means, to avoid … ,” “The author, thinking that …”). In large part, it serves to clarify the successive transformations imposed upon the initial material within the context of a work conceived according to the principles of cyclical development.

Saint-Saëns’s analysis traveled beyond the brochure printed by the publisher, also appearing in the musical review Le Ménestrel a few days before the Paris concerts of January 1887 (Saint-Saëns 1887b). The introduction to this version of the text refers to “a rapid, preventative analysis” destined to allow listeners “to orient themselves more easily within this extremely interesting work” (1887b, 6). As with a Wagner drama, listening to Saint-Saëns’s symphony means recognizing and remembering functional melodic fragments so as not to become lost in the modern music’s oceans of continual development (Thorau 2009).

Notes by composers were not limited to premieres, and their pronouncements could wield determining influence years after they had been published, as evidenced in the case of Edward Elgar’s Falstaff, a symphonic study in C minor. In 1913, the composer wrote the article for The Musical Times (Elgar 1913). After outlining the sources for the work and the debate among specialists concerning the character of Shakespeare’s Falstaff, the composer set forth the general concepts of his score and guided the reader through the score, page by page (see figure 3.2). Elgar’s text does not concern itself with the tonal plan or give an explanation of his compositional process, nor does it allude to the orchestration (a third of his musical examples refer only to the main instruments used). Most of the text is given over to a systematic inventory of musical motives as they are heard, in chronological order, and in close coordination with the steps of the narrative program. In other words, Elgar’s article offers a sort of textual reduction of his work that uses a lexicon he deemed accessible to concert audiences. In the end, the article assumed the form of a performance, following the unfolding of the work in a more condensed manner to better guide future listening.



[image: display]
Figure 3.2 Excerpt from the Musical Times, September 1, 1913






Some fifteen years later, in the summer of 1929, a polemic concerning the way in which audiences should listen to the composer’s “symphonic study for orchestra” began, published in the same journal. Each episode in this debate placed the program notes at the heart of its arguments. The debate began with a review of Percy A. Scholes’s The Listener’s History of Music, citing a passage in which Scholes doubted that most listeners are capable of following the rapid sequence of the events and passions represented in Elgar’s Falstaff, even with “the programme book” in hand. Disagreeing with Scholes, the author of the review explained that some of his musician friends who had initially disliked Elgar’s score changed their minds when they learned of the numerous details it contained, concluding “A point-to-point setting doesn’t always call for a point-to-point hearing. Falstaff is gorgeous in sum because of its extraordinary wealth of detail. Our concern is with the sum” (G. H. 1929).

Thereafter, the debate over Falstaff centered on several matters: the classic argument about music’s ability to portray a literary program; more recent theories about the nature of musical listening; and a dispute about the utility of an analysis written by the composer. Scholes replied in The Musical Times, first defending the authors of program notes, who, since 1913, had always written with the authority of the composer. Then, reviewing Elgar’s prose word by word, he showed that if the composer had pointed out so much in his work and then chosen to bring that detail to the public’s attention, then it must be useful to the public (Scholes 1929), finally returning to his theory that Falstaff was “the musical equivalent of a magnificent but much too rapid cinematograph film” (698).

Several readers of The Musical Times responded to Scholes’s article in the following issue, including someone who signed his piece “A Student of Music”:

I suggest that Elgar intends his admirable prose study to be regarded as a commentary on his symphonic study by those who are sufficiently interested to go deeply into the subject, and not as a mere programme note of which the thousandth word should coincide with the last note of the music. (In treating of this, Mr. Scholes makes a little slip: the mendacity theme does not appear in Section 1.) Goodness knows, an analysis which is “at once so copious and so felicitous in its expression that it would be an impertinence on the part of any other writer to attempt an analysis of his own” is needed by a public whose ignorance of and indifference to the world’s greatest dramatist is notorious”. (Musical Times 1929)


This response helps to understand that Elgar’s text was not merely a verbal transfer of the score but also a veritable hermeneutical aid (as proved by its mention of the emerging interpretive conflict embodied in the reference to the “mendacity theme”). It also raises (again) the question of the appropriate scale for listening to Falstaff, pointing out the limited capacities of the average listener in a concert setting. The modern work seems to surpass the moment of performance because the density of its motivic and formal content is such that the amateur must devote hours of preparation to its untangling. The listener also must seek out and hear the score as many times as possible in order to align his aural sensations with its content. Coming to know a work had become a time-consuming labor that involved memorization of the text and its incorporation, in the literal sense of the term—an activity later somewhat facilitated by radio and high-fidelity recordings.

The chain of glosses on Falstaff has continued over the years. In 1932, the amateur Robert Lorenz published a study that benefited from “the original commentary the composer wrote for The Musical Times in 1913, which is not only a model of lucidity but a distinguished example of English prose” (Lorenz 1932). More recently, J. P. E. Harper-Scott created a “Table of Motives” based on Elgar’s text (Harper-Scott 2005).



The Rise of Musical Literacy


If Elgar’s gloss remains inseparable from his work, it is not only because composers have continued to present themselves as supreme authorities in the musical world but also because our use analytical texts has changed very little.17 During the entire twentieth century, identifying the order in which motifs appear, naming them, and describing their place in the harmonic and formal development of a work—in short, the entire apparatus of a cursory reading-listening—remained meaningful to most concert-goers and record-lovers. During a time when scholarly analysis became increasingly legitimate, this form of analysis for the ear prospered; although simpler from a technical point of view, it proved incredibly effective in intensifying the aesthetic pleasure of the listener.

Analyses for general audiences profited from a favorable economic and social context. Greater development of amateur instrumental and vocal activities was encouraged with a decline in the cost of instruments and scores, thanks to their increasingly efficient production. Wider populations adopted the social practices of the aristocratic classes, whose education and social life had always reserved an important place for the arts. Even as early as the first third of the nineteenth century saw the number of private teachers explode, while public education in the schools and conservatories was becoming accessible to tens of thousands of children across Europe. At the same time, musical institutions such as choral societies, brass bands, and symphonic associations multiplied and were playing an important role in the education of battalions of music amateurs.

In due course, artistic policy responded to this expanding musical economy made possible by the spread of musical literacy and, more specifically, by a desire for personal liberty that captured the spirit of the previous century’s Enlightenment ideology and intellectual life.18 This individual emancipation was not without certain ambiguities, however; although many insisted on the ability of musical practice to improve one’s condition (and to become better integrated in an egalitarian society), others imagined that music might be used to serve the goals of political conservatism. Indeed, during the first half of the nineteenth century, powerful philanthropic movements undertook projects to use music as a means of moral control and of maintaining social order. Europe was filled with orchestras and choirs composed of amateurs who were encouraged and funded by aristocratic or bourgeois elites (Gumplovicz 2001, Menninger 2004, McGuire 2009). After that first step of placing an emphasis on basic musical instruction (learning to read music and the rudiments of instrumental or vocal technique) came the time for a deeper intellectual education.

The United Kingdom was a sort of laboratory for such a socio-artistic project involving the development of musical appreciation (Rainbow 1984, Tyrrell 2012). Although the genre that dominated the field until the 1850s and 1860s was the program note, as Catherine Dale has shown, this was not a homogenized corpus of texts (Dale 2003, 36). Program notes included articles published in the press before concerts (for example, in The Harmonicum, The Musical World, or The Musical Times) but also separate sheets offered as programs on the day of the concert or in brochures sold at the door of the main concert halls, not to mention the texts sold in bookstores. These analyses were as often purely textual, as they were enriched with musical examples, or they were topics of public lectures. This considerable variety in presentation was the result of an exponentially increasing demand that was being satisfied by individual musical institutions, without particular concern for presenting a unified, emerging field of knowledge.

English proponents of musical analysis invested in public and private schools in order to reach future musicians at as early an age as possible. One of the primary figures to write on the subject was John Stainer (1840–1901), with the title of “Inspector of Music in the Training Colleges and Elementary Schools of the Kingdom”; he noted, “Our real want in England at this moment is not professional performers or even composers, but intelligent hearers” (Stainer 1892, 57). His assistant, William Gray McNaught (1849–1918), also held that the purpose of schools was not to produce composers and performers but to issue “armies of trained listeners.”19

The American term music appreciation was imported to England at the beginning of the twentieth century.20 Beginning as far back as 1908, Mary Agnes Langdale, who deplored the fact that children’s education focused merely on the gymnastic education of their fingers, wrote that “we are not training them to become intelligent listeners, or enabling them to make in their afterlife any extended acquaintance with that great literature of music which should be open to all” (Langdale 1908, 202). According to Langdale, the ideal content of an education in music appreciation included the following:

The laws of musical form or design, of harmonic colouring, the outlines of musical history and development—these things are just as vitally necessary for the rational enjoyment of music as are the perception of line and form and colour for the appreciation of a great picture. (Langdale 1908, 203)


The recommended repertoire included works by Corelli, Haydn, Mozart, and Purcell, as well as recent modern works some of which came from the Russian, French, or Scandinavian schools. For the most advanced students, Dale recommended classes in analytical harmony and formal approaches, completed with the requirement of attending concerts of chamber music.

This cause was taken up, in turn, by Steward MacPherson, professor of harmony and counterpoint at the Royal Academy of Music in London, who wrote Aural Culture based upon Musical Appreciation (editions in 1912, 1913, 1918) with his closest disciple, Ernest Read. MacPherson’s work as an activist teacher brought him to create special courses for the Streatham Hill High School for Girls, in 1908. His program prioritized the intellectualization of the listener’s relationship with music: “to stimulate the hearing sense, and to cultivate the power of taking in music intellectually instead of as a mere “general impression,” largely the result of physical sensation” (MacPherson 1908, 11).

In concert societies, in the press, and in English schools (although the observation holds for other countries as well), there was an ever-increasing enthusiasm for listening guides, whether printed or orally transmitted. Composers, music-writers, pedagogues, and amateur musicians were all called upon to contribute to the genre (yet another explanation for the varied nature of approaches described here). Every concert had its program note, hardly an issue of a journal was printed without including an analysis of a work, and few were the classes on music that did not seek to educate the ear on the history of musical languages and forms.

The grammar of listening that was spread during this period grew from the basic concepts of musical notation (“principes de musique”) that were often printed at the beginning of instrumental or vocal manuals and treatises, up until the middle of the nineteenth century. Then, the rules of solfège were replaced with the precepts of analytical reading, with basic harmonic principles or with biographical and historic knowledge. In the space of a century, an educational culture was set into place—one shared by thousands of children and adults. Thanks to the action of activists in aural education, this common knowledge surpassed the distinctions of social class. The literature accompanying musical activity had become as universal as the works it analyzed.



In the Composer’s Workshop


The Romantic aesthetic and the avant-garde discourses of the twentieth century have accustomed us to considering the artists’ words as of capital importance for understanding the meaning of their works. This situation seems further confirmed by other indicators. For example, until only recently, little notice was given in the musical world to the performer’s or listener’s point of view. Indeed, I have purposefully saved my consideration of composers’ analyses for the final section of this chapter.

Artists’ writings—be they as voluminous as those of Richard Wagner or as slight as those of certain painters and architects—have long eclipsed activities behind the scenes for producing the auctorial word. Musicologists have only recently taken interest in the content of the composition classes that many composers gave during their lives.



In Conservatoire curricula, the titles given to composition classes do not always reveal the fact that analysis occupied an important part of their instruction. That the transmission of compositional craft is largely an oral process further complicates the historian’s task, making it necessary to reconstruct teaching practices using indirect evidence and recollection. Finally, in published treatises, it is often difficult to distinguish between content corresponding to teaching practices and theoretical constructions invented after the fact. With a few precautions, it is nevertheless possible to recreate, often only fragmentarily so, the analytical tools used in classes of musical composition (classes d’écriture).

The most frequent activity involves reading and commenting upon worthy examples. The teacher, seated at the piano with his students and with the score open on the stand, takes apart the mechanism of the work. More generally, it is the sort of reading that had long been practiced in the rhetoric classes of the lycées, where a craft was learned by contact with classic texts, according to the principle of imitating the ancients. In the nineteenth century, the libraries founded in the early days of Europe’s principal music schools played a primordial role, serving as near-inexhaustible reservoirs of commendable models. During the first half of the nineteenth century, those responsible for the continent’s principal public collections (such as Siegfried Dehn at the Königlischen Bibliothek in Berlin, or Gaetano Gaspari at the Liceo musicale of Bologna) spent considerable sums of money to create libraries of musical literature that were as complete as possible. Works of early music were placed alongside the latest scores, transforming these music libraries into gigantic depots of ideal forms—the musical equivalents of plaster copies of antique and Renaissance statues in schools of fine art or anthologies of the best works of literature, published and distributed in schools.

At the Paris Conservatoire, professors regularly found their teaching materials in the music kept in the institution’s library. Léo Delibes, head of a composition class from 1881 to 1891, regularly visited the Conservatoire library to borrow scores by Richard Wagner, using them as examples in his classes (Pougin 1911, 271). For the entire nineteenth century, analysis was inseparable from an artisanal vision of the composer’s craft, in which the rules of the trade were transmitted by example—or in other words, through the analysis of tried-and-true solutions found in earlier works. This practice began to evolve at the beginning of the twentieth century, however. Without abandoning the modes of transmission inherited from the ancien régime, more and more composers gave an increasingly important place to the role of analysis in their lessons.

Two figures embody the didactic model that was gradually imposed in twentieth-century Europe: Vincent d’Indy and Arnold Schoenberg. In France, d’Indy transformed the Schola Cantorum (founded in 1894) into a school rivaling the Paris Conservatoire, one characterized by the fact that it was organized around composition classes led by d’Indy himself (Campos 2013). The essential part of d’Indy’s teaching, apart from the time devoted to correction of student works, involved analysis at the piano of the more or less celebrated works of an immense music history. This was presented to show the progressive emergence of modern compositional tools or, more exactly, the tools useful for the affirmation of d’Indy’s Wagnerian-Franckian aesthetic (a synthesis of Gregorian rhythms, tonal theory, motivic development, and so forth). This educational structure, captured in the form of a treatise published in several volumes and compiled with the assistance of d’Indy’s faithful pupil, served as a model for classes of teachers as different as René Leibowitz and Olivier Messiaen some fifty years later (Campos 2009).

During those same years, first in Vienna and then in Berlin, Arnold Schoenberg gathered a group of students that included Anton Webern, Egon Wellesz, Erwin Stein, Heinrich Jalowetz, and Alban Berg (Johnson 2010, 5). The principles behind his teaching became public knowledge with the publication of his Harmonielehre in 1911, although the volume did not have the intension of divulging its author’s teaching techniques; rather, it was to present his theoretical positions (Schoenberg 1911). To best grasp Schoenberg’s oral pedagogy, one must turn to the recollections of his former students. Notes taken in Schoenberg’s classes by Alban Berg, for example, show that the order of subjects and exercises listed in Schoenberg’s treatise of 1911 correspond to the order of the lessons Berg received as a young musician (Calico 2010). In the memoirs of Egon Wellesz, one learns that Schoenberg “makes his pupils analyse [the works of the great masters, from Bach to Brahms]. He also urges his pupils to examine their own compositions and discover for themselves wherein lies any fault or clumsiness; he then points out better solutions—not one, but many—in order to show them clearly the abundant possibilities of realisation.”21

Like d’Indy, Schoenberg’s teaching principles viewed works of the past not as cadavers destined for dissection but, rather, as living things that could nourish the analyst’s own creative activity. This conception of the past as a resource explains why both of these composer-teachers did not hesitate to apply anachronistic ideas to works from the past. In the case of Schoenberg, this included notions of Grundgestalt (defining a motive according to both morphological and functional criteria) and of developing variation (Dudeque 2005, 174). Just as Schoenberg’s own theories of music during this period were very much a synthesis of ideas borrowed from his predecessors—in particular from the thinking of A. B. Marx on musical form (Die Lehre von der musikalischen Komposition, 1837–1847) and that of Simon Sechter on harmony (Die Grundsätze der musikalischen Komposition, 1853–1854)—his analytical technique was not entirely self-invented (Wason 1985, Krämer 1993, Krämer 1996). In large part, it drew upon the traditional practice of collective reading of classics under a master’s supervision.22

Schoenberg’s real innovation was to extend the benefit of his commentaries to a public much larger than the circle of apprentice composers assembled in his studio. Further, these apprentices later became disciples who participated in a broad diffusion of Schoenbergian analytical methods. The same was true in Paris, where Vincent d’Indy’s students Albert Groz, Georges Loth, and August Sérieyx published analyses of new works composed by musicians with ties to the Schola Cantorum. Perhaps the best-known example in this domain is Alban Berg’s guide to Schoenberg’s recently completed Gurrelieder (Berg 1913). In his guide, Berg applies the rules of descriptive analysis (motivic dissection, harmonic divisions, orchestration techniques) as he learned them from his master:

I have tried to speak with cool objectivity about the different things in the music as they appear: in one place about harmonic structure (as in the discussion of the Prelude), in other places about the construction of motives, themes, melodies, and transitions; about form and synthesis of large musical structures, about contrapuntal combinations, choral writing, voice leading, and finally about the nature of the instrumentation. 
(Berg 2014, 11)


Berg’s analysis is based on 129 musical examples, which for the most part are orchestral reductions on two staves. To sort out the complicated polyphony, many are even noted on three staves and with up to three voices per staff. The analytical work is therefore in constant tension between schematic reduction with an eye to simplifying discursive proliferation and the restitution of the greatest amount of information possible in the name of preserving Schoenberg’s characteristic abundance. Berg’s analysis consists of the most literal description of the score imaginable, focusing on the distribution of motives within the orchestra and the course of their evolution in the time of the work’s performance.

Berg published three other thematic analyses of his teacher’s works (one devoted to the Kammersymphonie, opus 9, and two others to Pelleas und Melisande, the second an abridged version of the first) (Berg 1993). And Schoenberg himself wrote a lot of analyses of his own works (Krones 2011). These analyses are inextricably linked to the new concert practices mentioned earlier, as well as reflecting the aesthetic debates of the period, as they no longer separate the performed composition from the analysis that sheds light on its form. These analyses helped composers consolidate their musical control by publicly displaying the demiurgical capacity for rationalizing their own production and imposing the keys to its interpretation. Igor Stravinsky’s provocative declarations of the 1930s on the virtue of the phonographic recording as the sole means of permanently capturing his artistic will (at the risk of reducing musicians to reading automatons) are well known examples of this phenomenon (Stuart 1991).

Thus, long before the prescriptive use of the recording emerged in the second half of the twentieth century, the most advanced composers had already set into place effective means of control through analytical verbalization. This exercise of control ultimately had important consequences on compositional methods themselves: as composers anticipated needing to justify their creative process or aesthetic intentions, they began to increasingly document their work as they composed (it became more and more common for composers to save their drafts and sketches)—sometimes using what were once the products of analysis, such as motivic tables or harmonic schemas, as compositional tools in their own right (Campos and Donin 2005, Donin 2012). Today, musicologists continue to debate the meaning of the motives that Richard Strauss wrote in the autograph scores of his symphonic poems, or the function of the annotations in the librettos of his operas, the margins of which often include musical motives, melodic lines, rhythmic ideas, or indications of key areas.23 Were these notes used in the course of compositional activity? Or were they anticipations of the sort of information that would need to figure into future listener guides?

The analytical activity of the most inventive composers at the start of the twentieth century was forged at the intersections of several situations, of several interwoven projects. It is at once the exemplification of theoretical framework, a pedagogical tool, a means of communicating with and justifying work to general audiences, and an instrument of composition. This elastic usage of analysis would continue through the twentieth century, encouraged by new conceptions of the composer’s social function. Carried along by a wave of intellectualization that swept the artistic professions, the modern creator was increasingly expected to demonstrate his or her capacity for mastery in a variety of domains, from conducting to public speaking, not to mention having institutional knowledge, doing pedagogical work, and applying analytical capacities.24

The ability to empirically dismantle musical scores is part of a longstanding artisanal tradition, in which analysis is a logical tool to unpack models and to imitate great masters. The sole recent innovation in analysis, beyond the evolution of the musical languages in question, is its abandonment of closed circles of specialists and its adoption of larger public arenas in which the analyst competitively proposes ideas to colleague-competitors and, especially, to audiences that must be persuaded to choose one side or another. In the final episode of hermeneutic conversion, those who claim to hold musical authority are expected to compose both the works and the minds of their listeners.






Notes






1.
 On the rise of the public concert, see McVeigh 1993; on the emergence of absolute music, see: Bonds 2014.




2.
 On the distinction between these terms, see Campos and Donin 2009.




3.
 See, for example, the articles on “Analysis” (Bent 1980, Bent and Pople 2001) in editions of the New Grove Dictionary of Music and Musicians, or the three chapters (McCreless 2008, Burnham 2008, Dunsby 2008) in the fourth section on “Descriptive Traditions” in The Cambridge History of Western Music Theory (Christensen 2008).




4.
 Among other examples, Karle Proske published Musica divina (1853–1869); Friedrich Chrysander, Denkmäler der Tonkunst (1869–1871); the monks of Solesmes, Paléographie musicale (1889–); Godfrey Edward Pellew Arkwright, The Old English Edition (1889–1902); a committee of Brahms, Chrysander, Joachim, Helmholtz, and Spitta, Denkmäler deutscher Tonkunst (1892); and Guido Adler, Denkmäler der Tonkunst in Osterreich (1894).




5.
 For examples of this early biographical literature on Beethoven, see Schlosser 1828, Wegeler and Ries 1838, Schindler 1840.




6.
 For a musical application of Goody’s notions, see Donin 2005.




7.
 “plusieurs auditions attentives, sont absolument nécessaires à la connaissance complète d’une telle partition” (Berlioz 1836a, 73).




8.
 “il faut auparavant avoir eu le temps d’étudier à fond cette œuvre immense, dans laquelle M. Meyerbeer a semé des richesses musicales suffisantes pour la fortune de vingt opéras” (Berlioz 1836a, 77).




9.
 “nous demandons encore une fois le temps de réfléchir sur nos impressions pour les analyser et en trouver les causes” (Berlioz 1836b, 78).




10.
 “l’oreille éprouve une sensation analogue à celle que produit sur les yeux une lumière surabondante, l’oreille est éblouie” (Berlioz 1836b).




11.
 For English translations of the latter two articles, see Bent 1994, 2:39–57.




12.
 “de la différence qui sépare les impressions musicales reçues par l’oreille seulement, de celles qu’on perçoit par l’oreille aidée par les yeux” (Berlioz 1836c, 2).




13.
 “il est probable que ce défaut n’existe pas pour M. Meyerbeer; il sera même beaucoup moins saillant pour moi dès aujourd’hui, parce que je viens de lire la partition, et qu’à l’avenir j’entendrai, comme l’auteur, l’accord préparatoire qu’il a placé dans l’orchestre, et qu’il est impossible de remarquer sans en être prévenu” (Berlioz 1836c, 2).




14.
 “Nous vivons dans un siècle éminemment analytique” (Wartel 1865, vii).




15.
 “mettre entre les mains du public une analyse succincte et exempte de toute critique, des œuvres que l’on exécute dans un concert” (Saint-Saëns 1887, 1).




16.
 The translations of the body of Saint-Saëns’s note are taken from Saint-Saëns 2012, 167–171.




17.
 On the authority of the composer as author, see Samson 2002.




18.
 On the rise in musical literacy, see Rainbow 1967, Alten 1995, Campos 2003, Kertz-Welzel 2004, Scalfaro 2014. On the Enlightenment influence, see Manning and France 2006.




19.

School Music Review 1897, p. 152 (quoted in Dale 2003, 25).




20.
 On “music appreciation,” see Surette and Mason 1907, Kobbé 1906. On music appreciation’s arrival in Britain, see Dale 2003, 27.




21.
Wellesz 1925, 40 (quoted in Dudeque 2005, 5).




22.
 On Schoenberg’s teaching during his American period, see Conlon 2002.




23.
 On Strauss’s sketches and libretto annotations, see Kristiansen 2004; Werbeck 2010, 40.




24.
 On the intellectualization of composers, see Fulcher 2005.
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chapter 4



Biography and Life-Writing



Christopher Wiley





Musical culture was indebted to biography throughout the long nineteenth century. It played an important role in the establishment and perpetuation of the musical canon, reinforcing the newly emerged aesthetic of the Great Composer and shaping the reception history of specific subjects by setting forth their claim to the limited cultural ground available (Wiley 2003). Biographical writing therefore reflected major pan-European developments in musical thinking, such as the shifting conception of music from a spontaneous, ephemeral entity to a fixed work (Wiley 2008). At the same time, it remained sufficiently locally sensitive to the values cherished by specific times and places, encompassing, for instance, the preoccupation with evolutionist thought in late Victorian Britain (Zon 2017, 191–225). Narratives of the lives of composers and musicians provided a convenient lens through which to view music history more broadly, while musical biography as a genre maintained a strong relationship with corresponding intellectual activities such as music criticism.

One facet of biography’s influence within nineteenth-century culture concerns the extent to which it yielded foundations for modern musicology, not least through the undertaking of “definitive” multi-volume lives that set the course for subsequent research, including Chrysander’s on Handel (1858–67) or Spitta’s on Bach (1873–80). Jolanta T. Pekacz has discussed the nature of musical biography as having been “shaped by the nineteenth-century origins of the discipline of musicology as a product of modernity” (2004, 47), noting that pioneering figures such as Adler and, before him, Chrysander both made significant contributions to the biographical project, even as they advocated a combination of quasi-scientific and music-analytical approaches that seemed to downgrade the investigation of composers’ lives to a subsidiary position limited to fact-based rather than evaluative epistemologies. Nor was the trend of antiquarians undertaking studies of unprecedented, monumental scope with the aim of producing landmark texts for posterity by any means confined to the Austro-Germanic epicenter of the establishment of the modern discipline. In France, for instance, Fétis’s production of both a pivotal biographical dictionary (1835–44) and an unfinished general history of music (1869–76), each in several volumes, are indicative of the intertwined relationship between music history and biography, placing them at the origins of ethnomusicology, given that the scope of Fétis’s inquiry extended beyond the European canon. Emblematic of such endeavors to write “definitive” lives and lasting historical texts was the aspiration of certain writers to correct the documentary record in terms of factual accuracy and previous portrayals of their subjects, not least Thayer’s (1866–79) unraveling of the extensive biographical myth-making of Beethoven’s secretary, Schindler (1840, 1860). Typically the result of years or even decades of comprehensive research, a notable number were abandoned or remained unfinished at their author’s death.

At the other end of the spectrum, the nineteenth century also witnessed the proliferation of smaller, accessible volumes on a range of musicians. In continental Europe, among the best known examples of such “popular” biography include the writings of Marie Lipsius (under the pseudonym “La Mara”), as well as Nohl’s various books on Mozart and Beethoven published since the 1860s (Solomon 2001, 599). But these authors were exceptional for their historically enduring value; many other texts were intended for more immediate consumption by wide communities of “lay” readers and musical amateurs, and hence often possessed much shorter shelf lives. Typically they were produced with the aim of educating as well as entertaining their reader, thereby nurturing the broad social movement of self-improvement that emerged in the course of the century. Jonathan Rose (2001, 131–136), for instance, has discussed the activity of J.M. Dent, especially the flagship “Everyman’s Library” series, as illustrative of publishing houses’ servicing of the needs of British working-class autodidact culture; that Dent founded the enduring “Master Musicians” series (Wiley 2003, 2008) places it close to the heart of Victorian musical biography. The education provided by texts of this nature partly took the form of supplying accessible information to members of the general public concerning the output of their subjects, which alone represented an important contribution to the cultivation of musical knowledge in an era in which access to performances and scores was inevitably limited, particularly outside of major cultural centers such as London, Paris, and Vienna. Moreover, within the hagiographical climate of the nineteenth century epitomized by Carlyle’s On Heroes, Hero‑Worship, and the Heroic in History (1841), such biographies also functioned to offer their readers moral and ethical instruction, leading to the establishment of the genre of the “exemplary life,” whose whitewashed subjects embodied socially idealized, respectable conduct that the common reader was implicitly expected to emulate in order to better him- or herself.

Traditional narratives of musical biography have pointed to John Mainwaring’s temporally anomalous Memoirs of the Life of the Late George Frederic Handel (1760), and its migration to Germany the following year in Mattheson’s translation, as the earliest exponent of the fully-fledged genre. Nonetheless, it was not until the decade around the turn of the nineteenth century that musical biography truly asserted itself, through a series of writings on Mozart and subsequently Haydn. (To aid the navigation of musical biography’s complex chronology, a timeline of major publications of the long nineteenth century has been appended to this chapter.) Some of the first took the form of “reminiscence biographies” by an author acquainted with their subject to a greater or lesser extent; the earliest fully-fledged texts on Haydn, by Griesinger (1810) and Dies (1810), are often considered as a pair, while Wegeler and Ries (1838) jointly published their recollections on Beethoven. The century also soon saw the historical recovery through the medium of biography of composers of past epochs, including Palestrina (Baini 1828) and Giovanni Gabrieli (Winterfeld 1834). Lenneberg (1988, 107–111) has indicated the significance of this development in the genre for its dependence on archival research in place of witness testimony; such endeavors additionally served to aid the formation of the musical canon and the establishment of its historical starting point. Probably the most important public “rediscovery” of the early nineteenth century, however, was that of J. S. Bach; Forkel’s landmark text (1802), the product of some decades’ work and a key component of the wider Bach revival, followed in the footsteps of his seminal writings on music history and theory, hence cementing the depth of the relationship between them from a formative stage.

Ira Bruce Nadel (1984) has identified the nineteenth century as the time at which biography as a genre became both professionalized (67–101) and institutionalized (13–66). The former distinction is blurred in the case of life-writing on music, which has benefited throughout its history both from the involvement of the leading musical authorities of the day and from interested connoisseurs whose primary field of activity lay elsewhere. While Griesinger’s connection with the music business is evident from his longstanding role as Haydn’s liaison to Breitkopf and Härtel, the title page of Dies’s reminiscences of the composer described him modestly as “Landschaftmahler” (“Landscape-painter”) (Gotwals 1963, 67, 69). Some of the genre’s most renowned contributors, such as Stendhal, were prolific or noteworthy writers in other realms of the literary profession (for instance, in fiction or non-arts biography), whose activity nonetheless extended into music history and criticism. Nissen’s principal qualification for producing his milestone biography of Mozart (1828) was being the second husband of his subject’s widow, yet he established within musical writing the two-volume format that became a staple of the nineteenth-century life and letters, as well as a precursor for the aforementioned “definitive” biography. Jahn’s career as a university professor specializing in classics, philology, and archaeology is historically important for explicitly connecting musical biography with classical mythology through his monumental life of Mozart (1856–59) (Wiley 2008, 1:22), unprecedented at the time for its scope. George Grove famously reached music and academe by way of civil engineering, via a fifteen-year tenure as editor of Macmillan’s Magazine. The involvement in the biographical project of critics and reviewers, minor composers, authors of music appreciation texts, early musicologists, public lecturers, and, in time, also broadcasters made possible the development of the life-and-works model in the course of the century, sharing an intellectual heritage with the parallel emergence of the program note through Grove and the Crystal Palace concerts (Bashford 2003, Bower 2016).

Biography’s institutionalization within the field of music, meanwhile, primarily took the form of two major nineteenth-century manifestations. First, there was the inauguration of monumental multi-volume biographical dictionaries of encyclopaedic scope, notably those written and overseen by Schilling (1835–42), Fétis (1835–44, 1860–65), Grove (1878–90), and Eitner (1900–1904). These were the logical successors of precursory publications, conceived on a smaller scale but nevertheless significant for their scope, masterminded by Gerber (1790–92, 1812–14), Choron and Fayolle (1810–11), and Sainsbury (1825) earlier in the century. Second was the collection of individual composer biographies into book series, thereby establishing canons whose constituency reveals much about both the composers and the prevailing sensibilities of the times and places in which they were produced. The “Great Musicians” (1881–90) and “Master Musicians” (1899–1906) series in Britain, “Les musiciens célèbres” (from 1905) in France, and “Berühmte Musiker” (from 1897) in Germany are all indicative. A related phenomenon that lay halfway between the two was the collected biography, in which different composers were presented in a series of chapters within a single publication. Works of this nature, such as Parry’s Studies of Great Composers (1886), offered the reader both a digestible sketch of an individual within the context of a solitary essay and a piecemeal impression of music history through the lives of a select handful of revered figures when viewed across the book as a whole.

One seemingly inevitable consequence of the nineteenth-century proliferation of musical biography was the phenomenon of composers writing about their own lives. In an analogous manner to reminiscence biography, given its dependence on witness testimony, autobiography crucially provided an authoritative documentary source capable of shaping the subject’s image thereafter, potentially doubling as a preemptive attempt to condition their long-term reception in advance of biographical treatment by others who might not have been inclined to view them so charitably. Lenneberg (1988, 18–37) has drawn attention to the accretion of a significant precursory tradition of self-narration in the form of eighteenth-century lexicographical practices of soliciting contributions directly from the musicians in question. Of the many composers and, indeed, performers to have turned their hand to autobiographical writing in the long nineteenth century, the most frequently cited are surely Berlioz (1870) and Wagner (1865–80); yet even in these instances, the generic positioning is far from clear-cut, in that Berlioz’s output would be more properly regarded as memoirs written in the nineteenth-century French mold, while Wagner’s autobiography was in reality dictated to his wife and, like Berlioz’s, published only posthumously (as late as 1911). Berlioz, through the elaborate program note associated with his groundbreaking Symphonie fantastique (1830), also became a figurehead for the understanding that developed during the century that music might itself be interpreted for its autobiographical content. This concept gained sufficient momentum that critics became increasingly eager to apply similar strategies retroactively to the music of earlier composers, notably Beethoven, within a range of biographical writings (Bonds 2019).

The scope of life-writing on music was such that it assumed a rich variety of interconnected forms in the course of the nineteenth century in addition to fully-fledged volumes and dictionaries. Biographical writing on both Bach and Mozart was indebted to extensive obituary notices—respectively, Bach and Agricola (1754) and Schlichtegroll (1793)—which have set the agenda for much subsequent discourse on their respective subjects. The relationship between musical biography and the periodical was established early in the history of the genre, with texts such as Griesinger’s on Haydn having originally appeared in serialized form (in this case, in the Allgemeine musikalische Zeitung in July–September 1809) before being published in its entirety as a book. Biographical writings flourished in the popular press, in which articles recounting episodes in a composer’s life could be relied upon conveniently to fill spare column inches when required. Their vast potential to stir the public imagination made them ideal candidates for republication or later translation, hence furthering their dissemination and prolonging their currency. Personal documents such as correspondence and diaries also came be collected and edited in dedicated volumes as part of the burgeoning body of biographical literature, in natural consequence of the quasi-archival function fulfilled by the flourishing “life and letters” format and the “definitive” biography—and, in a very real sense, as modes of autobiographical narrative in themselves. Since they were typically not produced for any purpose other than private consumption, their publication risked negatively influencing composers’ posthumous image by presenting them in ways that may not retrospectively have been desirable, or even necessarily sensitive to the very people they portrayed. Issues of censorship and veracity were therefore raised in respect of such collections as Beethoven’s conversation books, which were allegedly doctored and selectively destroyed by Schindler, and Liszt’s letters, which La Mara heavily edited for publication in multiple volumes around the turn of the twentieth century.

In light of the myriad possibilities for academic engagement with musical biography as a rich source of information about the reception history of a given subject within specific intellectual communities (Wiley 2008), as well as their associated cultural assumptions and tendencies, much research has been conducted in the field in recent years, partly in the wake of the New Musicology, which brought about a renewed emphasis on contextualization within the discipline (Wiley 2010). Nonetheless, scholarship has hitherto tended to focus predominantly on single-composer studies, exploring such matters as changing perspectives on the subject over the years, the lineage of their life-writing, and the tropes, images, and mythologies with which they have become associated in different times and places (whether such research seeks to serve the purpose of cultural analysis, correction of past errors, or outright revisionism), as well as on enduring biographical projects by key authors. Correspondingly, the “popular” texts that often enjoyed wider circulation and readership, and hence had more immediate potential to perform significant cultural work in their own day, have too often been given relatively short shrift in favor of biographical undertakings of more enduring historical value; and where studies have encompassed “popular” biographies, they have typically examined those authors and projects that have exceptionally stood the test of time, such as the writings of La Mara (for example, Deaville 2006) or the “Master Musicians” series (Wiley 2003; Wiley, forthcoming). Neither has previous research tended centrally to address the issue of musical biography as a genre, in which the spotlight falls not on any one particular composer so much as on the preoccupations and predispositions that have historically accrued more generally across life-writing in the field (Wiley 2008); and the nineteenth century itself is disproportionately under-represented, given its fundamental role in the establishment of modern musical thought, in a number of the book-length musicological publications (Lenneberg 1988; Wiley and Watt 2019).

The remainder of this chapter discusses two case studies that endeavor to elucidate manifestations of musical biography that have thus far been under-theorized in the scholarly literature, but which nevertheless offer distinctive examples that serve as instructive illustrations of many of the wider points raised in connection with life-writing and nineteenth-century culture. The first investigates the often overlooked genre of anecdote through adopting a survey-style approach to the Victorian values embodied in a compilation text by a prolific musical biographer of the period, Frederick Crowest’s two-volume A Book of Musical Anecdote (1878); the other enables consideration of the specific issue of the role of women in life-writing on the Great Composers through close textual reading of a collected biography by an influential music critic, George P. Upton’s Woman in Music (1880, 1886). Each therefore constitutes an act of life-writing that encompasses a range of musicians, facilitating a wider picture to be formed than the focus on a single subject that traditionally characterizes musical biography, and expanding investigation beyond the realm of composers (on whom both the practice and the academic study of the genre have overwhelmingly been conducted) to encapsulate performers as well. While mindful of the importance of continental European currents in musical biography, each case study crystallizes instead around “popular” Anglo-American discourse, a cultural framework that has benefited from a greater level of continuity of, and fascination with, its biographical lineage than counterparts in countries such as Germany (Schlaeger 1995). These explorations lay the foundations for a concluding section that contemplates the legacy of historical developments in musical biography, in terms of the extent to which the intellectual tenets it embodied have been inherited by twentieth-century musicology.



Anecdote in Musical Biography


Musical biography has been indebted to anecdote from the outset. Bach’s obituary furnished history with five key episodes that have provided solid foundations for later life-writing on the composer; Rochlitz’s twenty-seven anecdotes contributed to the Allgemeine musikalische Zeitung between 1798 and 1801, for all their fanciful embellishments, nonetheless represented an influential source widely disseminated through their translation and wholesale incorporation into subsequent biographical texts; and the early reminiscence biographies of Haydn and Beethoven inevitably adopted a primarily anecdotal vein. The provision of such stories in the course of biographical writing yielded a powerful means of lending the subject agency as a “real life” person while offering an idealized illustration both of their genius and of their laudatory conduct. Some of the most famous themselves expanded over time into fully-fledged tales of mythic proportions (Wiley 2008, 1:20–178), but many others merely reflected entertaining episodes with which to captivate the reader.

While biographical anecdote served the important functions of fleshing out the narrative and maintaining the reader’s interest within book-length texts, dictionary entries, and the popular press alike, it reached its apogee in dedicated collections such as Frederick Crowest’s A Book of Musical Anecdote. Crowest (1850–1927), a prolific writer on music based in London who held a succession of editorial positions with major publishing houses, was a significant figure to late Victorian musical biography, not only by virtue of publications such as his essay collection The Great Tone‑Poets (1874), biographies of Cherubini (1890, for the “Great Musicians” series) and Verdi (1897), and The Dictionary of British Musicians (1895), but also as editor of the earliest incarnation of the celebrated “Master Musicians” series (1899–1906), and contributor of its volume on Beethoven (1899) (Wiley 2008, 1:183–184). A Book of Musical Anecdote (1878) itself comprised over 500 numbered passages divided unevenly between its two volumes into four “Books,” featuring composers (212 anecdotes), singers (123), instrumentalists (75), and miscellaneous anecdotes (99); in practice there is some blurring between them, since many of the episodes retold in Book I properly concerned accomplishments in performance, while those pertaining to certain famous composer-instrumentalists (notably Liszt) appeared instead in Book III. The collection’s coverage was wide in terms of the range of different subjects (especially in the latter three Books) as well as the diverse representation of countries, spheres of activity, and epochs of music history; it concluded, for instance, with the medieval legend of King Richard I and Blondel (2:292–294), while several episodes in Books III and IV relate to classical antiquity. While not wishing to fall into the same trap as much previous musicological scholarship of privileging life-writing on composers over that of other musicians, the focus of my discussion inevitably falls disproportionately on Book I, which, in terms of size, is nearly as large as all the others put together.

The anecdotes contained in Crowest’s opening Book I are also the ones in which the author offered the greatest level of contextualization and evaluation. Whereas those of Books II and III are typically briefer and more concentrated on recounting the biographical episode in question, Crowest often introduced specific episodes in Book I (as well as the more discursive Book IV) with comment on the wider issues they exemplified, sometimes at such length that the person ostensibly at the center of the story was all but eclipsed. Other of Crowest’s numbered passages either covered parallel episodes in the biographies of two (sometimes more) subjects within the context of a single “anecdote,” or explored a particular topic in relation to the lives of many different musicians. Occasionally, they crystallized not around specific figures at all but, rather, around broader musical matters such as the significance of whether composers did or did not write at the keyboard (1:246–248), or the routines by which different singers sought to preserve their voices (2:8–10).

Crowest’s preface indicated that his primary aim was the provision of stories that “are all characteristic of the persons of whom they are told, and … furnish a glimpse of the private or lay side of musical celebrities not often successfully brought out amid the hard and dry facts of their biography” (n.p.). In that vein, each is given an engaging title such as “A Leg for a Life” (1:5) on Lully’s untimely end, “A False Accusation” (1:90) on the rumors of Salieri’s having poisoned Mozart, or “A Nightingale’s Nest” on the childhood discovery of Jenny Lind (1:316). Some are remarkably concise (one of the shortest, on Handel [1:44], is just over five lines long) while others run for several pages covering multiple subjects; other than their arrangement into four Books and the occasional appearance of two adjacent anecdotes on the same musician, they are essentially self-contained and not presented in any immediately apparent overarching order. Given the brevity of many coupled to the frequent changes of direction of wider spans of text, it is reasonable to suggest that Crowest’s miscellany had much potential to hold the attention of the late Victorian autodidact (whether reading from cover to cover or skipping in and out of the volumes at will), and consequently to enhance his or her general musical knowledge. The narrative may consistently come across as quite bombastic in tone to a modern reader, consonant with tendencies in “popular” biographical writings of the time toward hyperbole, exclamation, and hagiography; the insistent use of the first-person plural lends the text an air of authority, even as it decried “that section of critics who claim a species of omniscience” (1:216).

According to the work’s subtitle, Crowest drew his anecdotes “From every available Source.” His publication thus fell within broader nineteenth-century traditions, very visible in the field of music, of newly penned accounts being heavily based on previously established biographies, even if, as noted, they might have been further embroidered by fresh authorial glosses. Given the limited regulation of copyright at the time, the phenomenon was so prevalent that certain early texts, including Sainsbury’s Dictionary of Musicians (1825), were in reality largely assembled from preexisting sources (Wiley 2008, 1:33–34); others constituted outright plagiarism, such as Stendhal’s biography of Haydn and Mozart (1814), particularly in respect of Carpani’s 1812 text on the former (Wiley 2013, 202). For his part, Crowest indicated that many of the anecdotes he related were already well known, while some had not previously been told in print. At one end of the spectrum lay certain extremely familiar episodes that were already in wide circulation at the time; at the other, the author specifically vouched for several himself (for instance, 1:132).

While acknowledging that “In the mass of anecdotes and gossip which collects round the biography of any celebrated person there may generally be found a stratum of ‘fibs,’ some of them given and repeated on the authority of intimate friends” (1:81), many of the tales that Crowest recounted have a certain air of hearsay, ascribed, if at all, to memoirs and witness testimony. Out of all the sources cited by name, Crowest seemed especially indebted to Kelly’s Reminiscences (1826), mentioned in multiple anecdotes; he also explicitly drew on the English-language versions of standard biographical texts including Forkel on Bach (trans. 1820), Schoelcher on Handel (1857), and Kreissle on Schubert (trans. 1869), among many others. Several of Crowest’s stories were taken from periodicals of the day, including Macmillan’s Magazine, The Spectator, and The Musical World. He evidently held the landmark British histories of music in high regard, his anecdote on Hawkins (1776) and Burney (1776–89) (1:105–106) being strikingly out of place in a section otherwise dedicated to composers; and several references are made to Cox’s recently published two-volume Musical Recollections (1872).

Perhaps inevitably for Victorian biography, the musician most strongly represented in Crowest’s miscellany is Handel, the subject of some thirty anecdotes in whole or in part, not counting additional fleeting mentions. The next most frequently encountered are Haydn and Beethoven, both discussed in connection with approximately twenty biographical episodes, followed by Mozart, Cherubini, Rossini, and Mendelssohn, who are featured in a dozen or more each of Crowest’s stories. Coverage of performers is significantly more diverse, with Maria Malibran, who made several momentary appearances in Book I, most prominent in subsequent sections, with over ten passages devoted to her; having become a legendary figure for her popularity on the earlier nineteenth-century operatic stage and her premature demise, Crowest commented that “any collection of musical anecdotes would be singularly defective without some few scenes from the life of this typical artist” (2:61). Luminaries of the Handelian stage, notably Farinelli, were also repeatedly drawn to the reader’s attention; and Crowest offered several consecutive anecdotes on both Paganini (the most commonly featured person in Book III) and Moscheles, the latter quoting generously from the recently translated biography written by his wife (1873). Conversely, Wagner and Verdi are conspicuous by their absence. The former seemed only ever to be mentioned in passing, Crowest having expressed negativity toward both the composer and the “Music of the Future” more broadly (for instance, 1:260; 2:60, 194). The general omission of Verdi is more surprising, not only because Crowest recognized him as “the most distinctly popular of modern composers” (1:178, italics in original) but also since he was, as noted, the subject of a subsequent biography by the same author. In this respect, the consideration that Crowest gave to Cherubini in his collection, benefiting from Bellasis’s timely volume (1874), is more representative of his subsequent contribution to composer life-writing. Similarly, alignment was only partial with Crowest’s prior activity in the field, The Great Tone‑Poets being a collected biography of J. S. Bach, Handel, Glück [sic], Haydn, Mozart, Beethoven, Spohr, Weber, Rossini, Schubert, Mendelssohn, and Schumann, developed from a series of “popular” biographical articles for the Et Cetera magazine.

The extent to which Crowest showcased Handel and Haydn within his publication constitutes just one instance of the strongly Anglocentric leanings that are manifested throughout by way of promotion of Britain’s unique musical culture. Within the context of an era of strong nationalist fervor, in which the genre of biography ideally served to celebrate a given country’s greatest historical personages, the dearth of British figures among the Great Composers was a source of considerable tension for Victorian musical biography, in which native continental European figures—not least the naturalized Handel, as well as Haydn and Mendelssohn, both of whose careers were indebted to England—instead came to be appropriated as surrogate national heroes (Wiley 2003). Crowest’s preoccupation with originality in music (1:29, 123–124, 188–192) was largely motivated by the need to defend Handel and Haydn against allegations of plagiarism, while certain of his passages explicitly addressed strong national traditions that lay largely outside the nineteenth-century European canon, such as the English glee school (1:25–26), organ-building (1:35–36; cf. 2:244–245), and opera (1:156); he drew specific contrast between the apparent failure of the latter and the success of its French counterpart. Other of his anecdotes considered at length the challenges of English-language texts that did not ideally lend themselves to musical setting (1:151–154), and the relative incomprehensibility of English song as realized by certain foreign performers (2:47–48). One led Crowest to remark “That Germany is the musician’s paradise, is perhaps one of the most widely spread of popular delusions” (1:256) in connection with an exploration of Great Composers (notably Mozart) having received little recognition in death. Another, comprising biographical vignettes of the succession of composers buried in Westminster Abbey from Purcell to Sterndale Bennett (the latter having died just three years before Crowest’s text was published), yielded the codicil that such home-grown musicians will no doubt stand up favorably “even against the outrageous adaptations of the French and Italian schools” (1:57).

Yet Crowest’s miscellany by no means limited itself to musical figures who either possessed strong British connections or were otherwise well-known within the nation. For instance, he included half a dozen anecdotes on Grétry and nearly as many on Lully, while his only passage on Adolphe Adam noted that he had written “many compositions of which, at present, the English public are in profound ignorance” (1:212). Nonetheless, as many as four anecdotes were dedicated to Arne, and three to Purcell; and John Bull shared a passage on composing under “lock and key” with no lesser figure than Mozart, proving, in Crowest’s eyes, the falsehood of what he described as “the favourite taunt of foreigners that we are an utterly unmusical nation” (1:172). Only in a Victorian publication might we expect to find Balfe, about whom six anecdotes were written, to have been more heavily featured than any of J. S. Bach, Schubert, Berlioz, Chopin, Schumann, or Liszt, all of whose lives were richly embroidered with engaging stories that could easily have been retold for this purpose. Crowest even advanced a fanciful claim that Donizetti was of Scottish ancestry (1:109–110), while one of his longest anecdotes concerned the prodigious childhood of a musician as relatively inconsequential to Western music history as William Crotch (1:32–35).

Other themes that emerged from Crowest’s narratives represent familiar tropes more widely encountered across nineteenth-century European musical biography (Wiley 2008). Consonant with contemporaneous notions of musical geniuses having composed not to pander to the immediate tastes of the public but for posterity and the advancement of art, for example, Beethoven was identified as having written his works “not for an age but for all time” (1:16), given the detailed level of expressive nuance they embodied. Crowest repeatedly impressed upon the reader the notion that many of the great musicians lived in poverty (1:37, 196–198, 276) and lacked the business sense that would have enabled them to employ their musical gifts merely for financial gain (1:45–47), but that they behaved charitably and generously toward others nevertheless (1:42–43). Commenting that “Genius seems like some plant that cannot flourish upon a rich soil,” Crowest cited the penury endured by Beethoven, Mozart, Schubert, Bach, Rossini, Haydn, Weber, Spohr, and Gluck (in that order), before remarking, “Yet, see what these men have done!” (1:196–197). Elsewhere in his collection, several successive passages brought Malibran’s supportive and charitable nature into sharp focus (2:85–87), while an anecdote illustrating Paganini’s benevolence is described as “perhaps the most touching” of all, and “thoroughly in character” (2:132).

In emphasizing such aspects of his subjects’ biographies, Crowest was evidently mindful of the importance of supplying a moral education to the reader as well as a musical one, even overtly imploring the aspiring musician to “take to heart the lives and careers of the greatest composers. A perusal of the biographies of these men should teach those who read them wholesome lessons” (1:31). In this respect, he not only appeared to be writing for the purpose of furnishing the contemporary culture of autodidactism with suitable reading material but also specifically promoting composers as being exemplary, thereby elevating the anecdotes of his Book I above those on other types of musician. In accordance with the Protestant work ethic, Crowest identified that the mere possession of talent was inadequate on its own to attain success; in his words, without the “Indomitable perseverance” needed to bring it to fruition, “the genius will soon die out” (1:187). Hence, his sketch of Haydn’s character highlighted the composer’s industry, his methodical devotion to (and readiness for) his work, and the nature of his study as a “paradise of neatness” (1:20); these concepts seemed to be sufficiently noteworthy for the author exceptionally to provide a partial recapitulation some pages later (1:77–78). Moreover, Crowest insisted upon the value of making the most productive use of one’s whole life, however short or long: one of his anecdotes even contextualized the prolific work-lists of Handel, Mozart, and Haydn with reference to the amount of time they had available to them (1:179–181). Rossini’s premature retirement from composition conversely generated evident unease, since it was an element of his life for which the author endeavored to offer explanation on more than one occasion (1:98–99, 197).

Crowest’s A Book of Musical Anecdote was among the earliest of his many writings on music, appearing toward the start of an extensive engagement with the biographical project that was sustained well into the twentieth century. What makes this publication even more remarkable is that it was itself revised in a single volume, some twenty-five years later, as Musicians’ Wit, Humour, and Anecdote (1902), published by Scott (with whom Crowest was editor and general manager); paradoxically, it is simultaneously one of his first and last contributions to the genre. According to the author’s preface, the result, undertaken “in order, mainly, to meet the requests of many known and unknown friends,” was “almost a new book” in itself (n.p.). Although the four-book structure of the original was retained, the revised collection was weighted still further in favor of Book I, which occupies well over half of the whole, indicative of the longevity of anecdotes on composers relative to those on other types of musician (even with the addition of more recently active performers such as Anton Rubinstein, Sims Reeves, Ignacy Jan Paderewski, and Clara Butt). Many of the familiar stories from the 1878 edition were reproduced with only minor emendations, and others were glossed to give them currency, streamlined to excise outdated material, or otherwise excerpted; but the volume’s expansions were significant as well, yielding some 550 anecdotes in total, together with over 100 newly included illustrations by J. Philip Donne. Wagner was much more prominent in the revised version, featuring in over a dozen passages (not all of which cast him in a sympathetic light), as was J. S. Bach, while fully six anecdotes were devoted to Verdi. More locally relevant episodes such as the long interlude on William Crotch’s childhood, as well as the biographical outlines of many of the English composers interred at Westminster Abbey, were tacitly removed, for which the greater prominence given to Arthur Sullivan only partially compensated.

Some instructive insight into the wider relationship between Crowest’s literary pursuits and contemporaneous life-writing is offered by Harasowski’s (1967) comprehensive review of biographical narratives on Chopin, which touched on Crowest’s A Book of Musical Anecdote in relation to three anecdotes recounted about the composer in its revised incarnation (1902, 45, 75, 141–142), two of which were likely based on the biography attributed to Liszt (1852). Harasowski’s most major frustration appears to have been Crowest’s repeated omission to cite his sources: despite the many broad indications of the literature with which he had engaged, inevitably Crowest did not conform to the more rigorous standards of referencing of the later twentieth century, having stated the precise origin of his information in less than one-fifth of instances in the original 1878 version and not infrequently supplying quotations without naming the author. Harasowski’s verdict, that Crowest’s volume therefore “cannot be regarded as a serious source for any musician’s biography” (1967, 258), was plainly stated. But that alone hardly exhausts the value of studying the text as a cultural artifact, which—not least given the author’s impact on, and prominence within, the Victorian biographical project—provides an informative illustration of those musical and moral values that were cherished in later nineteenth-century Britain, as well as of the considerable implications of anecdote for engaging the reader and constructing exemplary musical lives. Notwithstanding the limited longevity accorded to the average “popular” biography, many of which were targeted to specific reading communities and hence soon bore the hallmarks of their time and place of writing (Wiley 2003, 2008), its revision and republication a quarter-century after its initial appearance elevated Crowest’s collection to a distinctive cultural position within intellectual culture for its rare staying power.



Women in Life-Writing on the Great Composers


Catherine Peters (1995) has advocated for the importance of biography’s focusing not merely on the subject in contrived isolation but also the secondary characters whose influence on the more famous associate, and whose corresponding implications for their life story, may traditionally be overlooked. This is an issue especially significant to music, which had evolved as a fiercely male-dominated field by the nineteenth century, with little room in its emergent canon to accommodate anybody other than a select handful of exalted male figures. The role of women is therefore often confined to that of a background figure within life-writing on the Great Composers, and as I have elsewhere shown, the genre thereby became complicit in women’s historical effacement through its repeated casting of specific females in the passive role of muse to their attendant male genius, capable of inspiring that person to greater heights of artistry and productivity but not of undertaking such creative acts themselves (Wiley 2015).

This is certainly a pattern that emerges strongly from a close reading of George P. Upton’s Woman in Music (1880), a collected biography of eight Great Composers—J. S. Bach, Beethoven, Haydn, Mozart, Schubert, Schumann, Mendelssohn, and Chopin (in that order)—to which Handel, Weber, and Wagner were added for the second edition (1886). Upton (1834–1919), a pioneering music critic and journalist, enjoyed a longstanding association with the Chicago Tribune from the 1860s into the twentieth century that cemented his place within the city’s evolving cultural scene. His various books on music fell within the lineage of “popular” texts on music appreciation for the self-education of the concert-going public, and included volumes on the “standard” operas (1886, in its original edition), symphonies (1889), other concert repertory (1909), and song (1915), as well as his own recollections (1908), a handbook of musical biography (1910), and translations of Nohl’s lesser-known lives of Haydn, Liszt, and Wagner.

Upton’s intentions in Woman in Music transcended the mere writing of biographical outlines of a series of composers per se: his focus fell more specifically on the exploration of their connections to particular females, and on the significance of those women to their lives, works, and productivity (Upton 1886, 205). It is therefore distinctive for its overlapping with the genre of relational biography (in which two subjects are explored in tandem for the developing connection between them) and, moreover, for seeking to trace analogous patterns across the lives of multiple musical subjects; its subtitle, “An Essay,” hints that the author viewed each chapter as part of a singular, overarching argument. Dedicated rather fittingly to his wife “As a Tribute to the friendship of a steadfast comrade, and as an acknowledgment of her helpful service,” Upton’s volume was framed by an introductory outline of women’s general influence on music and their absence among composers, and a concluding section on women as performers (to which he appended a list of women composers since the seventeenth century, and another of works with female dedicatees written by subjects featured in the main biographical chapters). The author accepted that the issue of the role of women in “encouraging” and “inspiring” the “finest works” of the Great Composers was the more prominent of the two, since their function as musical interpreters, especially of song, was already widely recognized (16).

Like Crowest before him, Upton was anxious to distance his study from the fanciful myth-making that had characterized earlier life-writing, and from the “medium of romances and rhapsodies that have been woven about the lives of composers … that have come down to us, and are implicitly believed, though they have no foundations to rest upon” (Upton 1886, 17). Nonetheless, his essay seemed indebted to nineteenth-century stereotypes such as that of Bach as the under-appreciated church musician earning a meagre living while raising a large family as part of an artistic dynasty. Upton’s first biographical vignette established J. S. Bach’s need for a “sensible, practical, industrious, and economical woman” (38) who could manage the household in terms of both caring for the children and living frugally, thereby ensuring that his “musical labors were never disturbed” (39) by such day-to-day matters. His view was that by this token, both of Bach’s wives represented good companions for the composer; however, since Maria Barbara was not known to be musical, whereas Anna Magdalena is associated with significant amounts of his music, Upton therefore concluded that “the second marriage was the happier” (46). The same trope appears in reverse in the chapter on Mozart, which revolves around Aloysia and Constanze Weber (following Upton, ordinarily I cite the names by which female characters were known prior to marriage to their associated composer, even when they took their husband’s surname thereafter). Upton’s opinion was that Mozart may have wanted the former, but he needed the latter: Aloysia was the more musical of the two, but Upton held that Constanze possessed both a “deeper insight into music” and, crucially, a “rare tact in managing household affairs” (102), a point he reiterated for emphasis (109).

Upton’s penchant for drawing comparisons between two women in the life of a single composer becomes idiosyncratic in those chapters in which one is identified as a positive influence on their associated protagonist’s life and output, and the other a negative one. His biographical outline of Weber contrasted the composer’s idealized union with his wife, Caroline Brandt, and his ill-fated relationship with Thérèse Brunetti. That on Wagner depicted his first wife, Minna Planer, as having not been a “helpmate” to him for having neither appreciated music nor the vocation for which he was destined (Upton 1886, 178)—a far cry from the “complete sympathy” he was said to have enjoyed with his second, Cosima, who “understood him, inspired him, and proved a blessing” (180). In the case of Chopin’s life, Upton located both influences in a single woman, George Sand, who, among all the women who frequented the composer’s salon, constituted “at once his good and evil genius” (149).

Upton thereby portrayed George Sand as a “fatal necessity” (Upton 1886, 154) for Chopin, emphasizing that theirs was “a union of two natures with nothing in common, – most fatal of all mistakes” (159). In so doing, his work subscribed to nineteenth-century notions of the exemplary life with particular respect to relations (largely romantic, but also familial) between a man and a woman, thereby enforcing the prevailing social values and expectations of the day. The point seemed especially important to underline in the brief chapter on Wagner added for the second edition (his inclusion having presumably been at least partly in consequence of his having died in the period between the original and revised publications), doubtless by way of offsetting the challenging biographical territory of Cosima’s separation from her existing husband, Hans von Bülow: Upton even went so far as to claim that out of all of his case studies, “Never was there a more perfect companionship, perhaps,” than that between Wagner and Cosima (181). He employed similar sleight of hand in addressing Haydn’s unsuccessful marriage to Maria Anna Keller in another of the volume’s shorter chapters. Noting her lack of sympathy for the composer and his work, Upton was careful to identify that for his part, Haydn “always acted honorably” (89) during their separation, by ensuring adequate financial provision for her. Upton tellingly employed exactly the same vocabulary with respect to the women with whom Haydn was subsequently associated, for instance, commenting that “The place of his wife was very happily, but not very honorably, filled” by the already married Luigia Polzelli (90) and that, conversely, his close—but apparently platonic—friendship with Maria Anna von Genzinger was “honorable” for the significant influence she exerted on his compositional activity (95); he even put forward the far-reaching speculation that The Creation and The Seasons might be ascribed to this same source of inspiration.

Read collectively, the case studies of Woman in Music implicitly present marriage as something of an ideal to which to aspire. Upton’s chapter on Schumann explored the composer’s relationship with Clara Wieck almost exclusively, relegating other potential candidates for discussion, such as Ernestine von Fricken and Henrietta (sic) Voigt, to a couple of sentences toward the very end (Upton 1886, 136–137). By way of explanation, Upton offered that “Not one of these [other] attachments … specifically influenced him in musical production” (137); but since this claim aligns imperfectly with the list of female dedicatees of Schumann’s works supplied in his own appendix (214–215), a more likely reason seems to have been the desirability of highlighting the centrality of the wife to the composer’s biography. But such emphases presented Upton with considerable challenges when discussing those composers who remained bachelors, and, indeed, those whose lives yielded a relative dearth of relationships with women to begin with. The chapter on Beethoven, by far the longest of the volume’s biographical vignettes, has the flavor of a fantasia on the women with whom the composer may or may not have been romantically associated (to which Upton noted that he could have added “many others” who did not receive mention [82]), culminating, not unexpectedly, in the (presumed) “Immortal Beloved.” The author employed various strategies by which to account for such absences. In Beethoven’s case, borrowing another nineteenth-century stereotype, Upton held that Beethoven’s “deafness compelled him to retire within himself” (64), precipitating the withdrawal from society that might otherwise have enabled him to enjoy a successful marriage. Similarly, Upton rationalized Schubert’s status as an “exception to th[e] rule” (121) with reference to his unattractive physical appearance, speculating that had these circumstances been different, “it is entirely probable that he might have married, and that … much of the sorrow of his life might have been avoided” (117). Nonetheless, Upton claimed that “the happiness of love” infused his song output “with the purest ideal feeling” (124), much as he indicated that Chopin’s music “bears trace on every page of woman’s love and influence” (161), and attributed “almost everything” of Mozart’s post-marriage output to Aloysia notwithstanding the comparative shortage of explicit dedications (110).

As Derek B. Scott (2003, 214) has observed, probably the most revealing chapter in this respect is the one on Handel. The life of the naturalized British composer was hardly suited to the focus of Upton’s volume; however, Handel’s popularity in nineteenth-century English-language intellectual discourse, his celebration through biography as a home-grown talent in an era of nationalism, and his continued impact on English musical life were such that his omission from the first edition must have seemed incongruous. Scott rightly noted Upton’s emphasis on the composer’s “great love for the mother to whom he owed so much” (Upton 1886, 51), who supported his musical studies when his father did not and thereby prepared him for his vocation, as a familiar ploy to counterbalance the absence of romantic relationships in Handel’s life. But this line of inquiry of itself accorded with those of other chapters: the theme of the mother who did “all in her power” to realize a young composer’s musical potential also emerged from Upton’s vignette on Wagner (178), while that on Mendelssohn confined itself to the “home circle” of “His mother, his sister, and his wife” (140) (even if the latter are its twin focal points), and, drawing on another familiar biographical trope, Helene von Breuning was presented as the maternal figure to whom Beethoven turned “as a son would come to his mother for aid and counsel” (66). Conversely, a range of other strategies were additionally invoked in Upton’s chapter on Handel, including discussion of his patronage by female aristocrats (52–53) and the attention he received from women throughout his career (56). Most significantly, Upton commented that Handel “had no passion except for music” (57), and that “As he became more absorbed in his compositions he cut loose from all society” (56), words that resonated with the personality traits by which Upton was to rationalize Beethoven’s absence of a wife in the very next chapter.

The concluding section of Upton’s book addressed the matter of women as “the interpreter of music,” which, while it modestly acknowledged females who had attained success in instrumental performance (Upton 1886, 203–204), focused predominantly on high-profile singers of the eighteenth and nineteenth centuries. Certain Anglo-American leanings are again evident in this discussion, which opens with the notorious Faustina-Cuzzoni rivalry (188–189), and in which issues such as singers active in London, and the interpretation of the vocal output of Handel and Haydn, are prominent thereafter. Its emphasis on song likewise resonates with previous chapters, in which Upton had identified the period immediately prior to marriage with large quantities of vocal music in both Schumann’s (133) and Weber’s output, writing of the later that with the formal announcement of his engagement to his wife, “his creative power reasserted itself, and song after song came from his pen, inspired by her love” (173). In aligning women so closely not with performance but specifically with singing, which he described as “specially the province of woman … a realm where her sway will always be undisputed” (200), Upton sidelined their contribution to music still further, confining it to a domain in which they had a unique role to play in interpreting music specifically written for female voices and characters. The act of singing is also fundamentally reliant on the natural talent of making music with one’s bodily instrument, as opposed to the learned skill of performance at an instrument, and hence may have posed less of an implicit threat to the musical canon of composition.

Confirmation of this cultural trope is to be found in the vignette on Schumann, which explicitly talked in terms of composition as being the “higher career” (Upton 1886, 132) relative to performance. It is surely no coincidence that it was in this chapter that the argument was rehearsed, Clara Schumann having been one of the best-known female composers of the nineteenth century; while briefly touching on this aspect of her activity in a passage newly inserted in the second edition (128–129), Upton’s understanding of the division of musical labor between the sexes is clear from the outset of his discussion of her and her husband: “If he were a creator by the divine right of genius, by the same divine right she has been the interpreter” (125–126). She was also one of only two women cited in the opening section of the volume (the other being Fanny Hensel; Upton referred to both by their married names), in which the author sought to address the question as to why, to borrow his words, “woman has failed to create important and enduring works in music” (18) (a claim made even as his appendix listed over 40 “prominent female composers” past and present [209]). The various possible reasons cited by Upton (24–29)—women’s presumed lesser capacity to endure setbacks, the devotion of their time to other (familial) responsibilities, the ceasing of their musical endeavors prematurely, and so forth—are perhaps not unsurprising in themselves. But his overriding point, commonly expressed in writings of the day, concerned the perception of women as possessing an innate vessel-like capacity merely to embody music; his particular view on the topic was that, whereas men were able to control their emotions and to channel them in acts of composition, women’s supposedly unbounded emotional nature meant that “In woman they are the dominating element, and so long as they are dominant she absorbs music” (23–24). On one hand, then, Upton’s volume represented a robust defense of women’s place in music history as being of “equal glory and fame” to the Great Composers for having inspired some of their loftiest works and furthered their art (205). On the other, it undertook significant cultural work in reinforcing the fiercely male-centered nature of the musical canon through establishing women as being destined only to be the stimulant for, and interpreter of, great compositions, but apparently lacking the ability to originate them.

Published in Boston in its first edition and (like most of his volumes) by A. C. McClurg of Chicago in its second, Upton’s text yields valuable insights into North American intellectual perspectives on European art music. Sophie Fuller (1998, 115) has noted the interest generated in Britain by writings on women and music specifically from the United States, Upton’s publication having closely followed Fanny Raymond Ritter’s pamphlet-style Woman as a Musician (1876), with which it only tangentially intersected given the very different approaches taken to the same broad subject; and it was itself succeeded, a generation later, by Rupert Hughes’s The Love Affairs of Great Musicians (1904). Nonetheless, such inquiries reflect wider trans-atlantic preoccupations in musical biography. During the same decade as Woman in Music, Britain had seen various articles on the subject emerge in The Musical Times, while Stephen Stratton—whose contribution to the Victorian biographical project is best demonstrated by his co-authorship of the dictionary British Musical Biography (Brown and Stratton 1897)—presented a groundbreaking paper to the Musical Association on “Woman in Relation to Musical Art” (Stratton 1883). In continental Europe, Édouard Schuré’s Femmes inspiratrices et poètes annonciateurs (1908), abridged and translated ten years later as Woman: The Inspirer, while not an exclusively musical biography, featured discussion of Wagner, Mathilde Wesendonck, and Cosima Liszt (von Bülow). It was at around this time that a body of dedicated writings on women composers also started to appear, spearheaded by Otto Ebel’s landmark dictionary (1902, subsequently translated into French), heralding the sporadic tradition in musical biography of celebrating women’s contribution in its own right that ultimately led to The Norton/Grove Dictionary of Women Composers (Sadie and Samuel 1995).



Conclusion


The nineteenth century’s crucial role in the establishment of strong traditions of musical biography, and of the discipline of musicology more generally, resulted in a remarkable intellectual legacy that laid strong foundations for subsequent developments up to the present. Several significant projects of the last century, indeed, represent either the direct continuation or the completion of previously inaugurated initiatives: Thayer’s biography of Beethoven was finished by Deiters and Riemann (1907–1908), and subsequently revised by Forbes (1964); Botstiber contributed the third and final volume (1927) to Pohl’s biography of Haydn; and Jahn’s “definitive” biography of Mozart was so substantially reworked by Abert (1919–21) that the result was effectively a new text. That such major undertakings sought to emulate older models illustrates the extent to which the genre of musical biography was steeped in, and hence perpetuated, nineteenth-century traditions and their associated values. Likewise, seminal projects such as Grove’s Dictionary of Music and Musicians (now Grove Music Online) and the “Master Musicians” series have retained major importance to modern musicology in their most recent iterations, both now under the aegis of Oxford University Press.

The latter in particular exemplifies the emergence of the so-called scholarly biography, which places renewed emphasis on academic rigor and factual accuracy, across the course of the century. The “Master Musicians” venture had been inaugurated as a set of “popular” biographies, a genre that has nonetheless continued to flourish in the twentieth century in a broadly analogous vein to Crowest’s entertaining (but not especially learned) contributions to the Victorian biographical project. Yet the series’ more recent contributions have been solicited from leading academic authorities on their subjects, yielding important scholastic advancements within the discipline. While musicology and biography seem largely to have fallen out of favor with one another for much of the past century, the recent involvement of high-profile researchers in the latter has ensured the longevity of endeavors to write monumental “definitive” lives, with manifestations such as Landon’s exhaustive five-volume study of Haydn (1976–80) itself having established the agenda for future biographical writing on that composer (see Webster 1982). Evidencing the strength of the genre’s ongoing relationship with original archival research and its indebtedness to documentary sources, nineteenth-century formats such as the life-and-letters biography and published collections of letters and diaries found their inevitable zenith in the “documentary biographies” of Otto Erich Deutsch on Schubert (1946), Handel (1955), and Mozart (1965). Such initiatives constituted compilations of the very archival sources and personal documentation that remain staples of life-writing in general, and hence represented substantial contributions to scholarship on their respective subjects.

The life-and-works format epitomized by projects such as the “Master Musicians” series, together with biography’s sustained position at the forefront of musical scholarship, has led ultimately to the emergence of the modern “critical biography,” which explicitly seeks to account for the subject’s output with reference to corresponding points in his or her life story. The development of interpretive strategies by which music, even interrogated analytically at the level of the scores themselves, may be read in the light of the subject’s biographical circumstances and associated sociocultural resonances, is also fundamental to the epistemic shift within the discipline toward increased contextualization and ideology critique, influenced by scholarly movements such as the New Musicology. One notable offshoot of this intellectual trend, the advent of the feminist musicology, is particularly pertinent to the pattern into which female characters were historically cast in biographical narratives on the Great Composers, explored earlier in relation to Upton’s Woman in Music. The legacy of this cultural trope has assumed a number of different guises in more recent life-writing. Upton’s relational format, for instance, yielded an antecedent for such extensive projects as Bowen and van Meck’s dual biography of Tchaikovsky and Nadezhda von Meck (1937). The preoccupation with writing about male composers through the lens of the women whose lives intersected with, and influenced, their own has persisted to the present time in the continued interest in figures including Beethoven’s enigmatic “Immortal Beloved” and Clara Schumann in connection with both her husband and Brahms. It is also apparent from the ongoing, and sometimes disproportionate, fascination with composers’ private lives evident from “popular” biographical writings such as Howitt’s Love Lives of the Great Composers (1995), a topic that proved so alluring as to have spawned two follow-up books by the same author.

At the same time, the field of music has proved largely unaffected by certain major currents that have characterized the advancement of the genre of biography in the twentieth century through critically challenging the central tenets of the nineteenth. The emergence of “debunking biography” heralded by the work of the Bloomsbury Group and specifically by Lytton Strachey’s Eminent Victorians (1918), an assault on the hagiographical vein of much nineteenth-century life-writing, has never exerted substantial impact on musical biography, although texts such as Brown’s biography on Schubert (1958) start to touch on this phenomenon for its detailed scrutiny of many of the more unlikely stories with which the composer has traditionally been associated. A related trend is the rise of revisionist biography, which strives not merely to address the naiveties of earlier authors but also to offer radical new perspectives on specific subjects that portray them in an altogether different light from previous biographical undertakings; the paradigmatic example in recent decades is Volkov’s publication of Shostakovich’s memoirs as Testimony (Shostakovich 1979), which sent shockwaves through the practice of life-writing on the composer, leaving it deeply divided thereafter.

The twentieth century also witnessed the introduction of a psychological dimension to biography, again traceable to the Bloomsbury Group since James and Alix Strachey (Lytton’s younger brother and sister-in-law) were among the first English translators of Freud’s works, published by Leonard and Virginia Woolf’s Hogarth Press. Within musicology, such approaches are perhaps most associated with the “psychobiography” exemplified by Maynard Solomon, notably in his landmark volume on Beethoven (1977); the impact of Solomon’s groundbreaking contributions to biographical scholarship has been sufficient to destabilize certain aspects of modern musicology, not least in relation to his claims made regarding Schubert’s sexuality (1989). Musical biography has also proved highly receptive to the possibilities opened up by the advent of broadcast media, not least in the emergence of the dramatized or fictionalized composer biopic (see, for example, Tibbetts 2005) epitomized by such classic contributions as Miloš Forman’s Amadeus (1984), based on Peter Shaffer’s play (1980). Such endeavors, coupled to the ongoing public captivation with composers’ lives nurtured by the genres of the radio and television documentary, might reasonably be considered the modern progenitors of both the historical “popular” biography and an additional subcategory that has fallen beyond the scope of this survey: the novelized or fictional biography.

While life-writing on musical subjects has not been entirely unreceptive to twentieth-century developments, neither has it wholeheartedly embraced them. That it has not sought in any substantive manner to strike its greatest biographical heroes from their pedestals is indicative of the resilience of what has always been a comparatively small canon, for which there is therefore a heightened need for preservation relative to other disciplines. Its robustness illustrates the extent to which intellectual culture has persisted in cherishing both its major figures and the fanciful anecdotes with which they have traditionally been associated, as inherited from the nineteenth-century practices of “popular” biography represented by Crowest’s collection. Likewise, as I have elsewhere argued, musicology’s increased adoption in recent decades of more inclusive perspectives such as feminism, an avenue of investigation itself prefigured by Upton’s volume, demonstrates a lasting indebtedness to the same nineteenth-century assumptions and preoccupations that much of this scholarship has simultaneously sought to challenge (Wiley 2010). The extent to which modern musical thought remains grounded in the nineteenth century in relation to life-writing highlights the importance of continuing rigorously to dismantle both the ideologies of musical biography of the past and the enduring legacy of its foundational cultural contribution, in order to activate new directions for future musicological inquiry.








Musical Biography: A Timeline of Selected Major Publications of the Long Nineteenth Century






Pre-1790




C. P. E. Bach and J. F. Agricola. 1754. Obituary of J. S. Bach [Nekrolog].


John Mainwaring. 1760. Memoirs of the Life of the Late George Frederic Handel. [German trans., 1761]








1790s




Ernst Ludwig Gerber. 1790–92. Historisch‑biographisches Lexikon der Tonkünstler. 2 vols.


Friedrich Schlichtegroll. 1793. “Johannes Chrysostomus Wolfgang Gottlieb Mozart.”


Franz Xaver Niemetschek, 1798, 1808. Leben des K.K. Kapellmeisters Wolfgang Gottlieb Mozart. [English trans., 1956]


Friedrich Rochlitz. 1798–1801. “Verbürgte Anekdoten aus Wolfgang Gottlieb Mozarts Leben.”






1800s–1810s




Johann Nicolaus Forkel. 1802. Über Johann Sebastian Bachs Leben, Kunst und Kunstwerke. [English trans., 1820]


Georg August Griesinger. 1810. Biographische Notizen über Joseph Haydn. [English trans., 1963]


Albert Christoph Dies. 1810. Biographische Nachrichten von Joseph Haydn. [English trans., 1963]


Alexandre‑Etienne Choron and François Joseph Fayolle. 1810–11. Dictionnaire historique des musiciens. 2 vols.


Giuseppe Carpani. 1812. Le Haydine.


Ernst Ludwig Gerber. 1812–14. Neues historisch‑biographisches Lexikon der Tonkünstler. 2nd ed. 4 vols. Louis‑Alexandre‑César Bombet [Stendhal]. 1814. Lettres écrites de Vienne en Autriche [Lives of Haydn, Mozart, and Metastasio]. [English trans. by C. Berry and Robert Brewin as The Life of Haydn … (1817)]






1820s




Stendhal. 1824. Vie de Rossini. [English trans., 1956]


John S. Sainsbury. 1825. A Dictionary of Musicians From the Earliest Times. 2 vols.


Michael Kelly. 1826. Reminiscences of Michael Kelly. 2 vols.


Giuseppe Baini. 1828. Memorie storico‑critiche della vita e delle opere di Giovanni Pierluigi da Palestrina. 2 vols.


Georg Nikolaus von Nissen. 1828. Biographie W.A. Mozart’s. 2 vols.






1830s




Carl von Winterfeld. 1832. Johannes Pierluigi von Palestrina.


Carl von Winterfeld. 1834. Johannes Gabrieli und sein Zeitalter. 3 vols.


Gustav Schilling. 1835–42. Encyclopädie der gesammten musikalischen Wissenschaften oder Universal Lexikon der Tonkunst. 7 vols.


F.‑J. Fétis. 1835–44, 1860–65. Biographie universelle des musiciens. 8 vols.


Franz Gerhard Wegeler and Ferdinand Ries. 1838, 1845. Biographische Notizen über Ludwig van Beethoven. [English trans., 1987]






1840s–1850s




Anton Schindler. 1840. Biographie von Ludwig van Beethoven. 2 vols. [English trans., 1841]


W. A. Lampadius. 1848. Felix Mendelssohn‑Bartholdy: Ein Denkmal für seine Freunde. [English trans., 1865]




F. Liszt (attrib.). 1852. F. Chopin. [English trans., 1899]


Otto Jahn. 1856–59. Wolfgang Amadeus Mozart. 4 vols.


Victor Schœlcher. 1857. The Life of Handel.


Wilhelm Joseph von Wasielewski. 1858. Robert Schumann: Eine Biographie. [English trans., 1871]


Friedrich Chrysander. 1858–67. G.F. Händel. 3 vols.






1860s




Anton Schindler. 1860. Biographie von Ludwig van Beethoven. 3rd ed. 2 vols. [English trans., 1966]


Ludwig Nohl. 1863, 1877. Mozart (2nd ed. as Mozart’s Leben). [English trans., 1877]


Ludwig Nohl. 1864–77. Beethoven’s Leben. 3 vols.


Heinrich Kreissle von Hellborn. 1865. Franz Schubert. [English trans., 1869]


Richard Wagner. 1865–80. Mein Leben. 2 vols. (publ. 1911). [English trans., 1911]


Alexander Wheelock Thayer. 1866–79. Ludwig van Beethovens Leben. 5 vols., vols. 1–3. [See Deiters and Riemann 1907–1908 for vols. 4–5; English trans. 1921]


La Mara. 1868–82. Musikalische Studienköpfe. 5 vols.






1870s




Hector Berlioz. 1870. Mémoires. [English trans., 1969]


Philipp Spitta. 1873–80. Johann Sebastian Bach. 2 vols. [English trans., 1884–85]


Edward Bellasis. 1874. Cherubini: Memorials Illustrative of His Life.


C. F. Pohl. 1875–82. Joseph Haydn. 3 vols., vols. 1–2 publ. [See Botstiber 1927 for vol. 3]


C. F. Glasenapp. 1876–77, 1894–1911. Richard Wagner’s Leben und Wirken. 2 vols. [English rev. and trans., 1900–1908]


Moritz Karasowski. 1877. Friedrich Chopin: Sein Leben, seine Werke und Briefe. 2 vols. [English trans., 1879] George Grove, ed. 1878–90. A Dictionary of Music and Musicians. 4 vols.






1880s–1890s




Hermann Deiters. 1880, 1898. Johannes Brahms. [English trans., 1888]


Francis Hueffer, ed. 1881–90. “The Great Musicians” series. 14 vols.


C. Hubert H. Parry. 1886. Studies of Great Composers.


Frederick Niecks. 1888. Frederick Chopin as a Man and Musician. 2 vols.


La Mara, ed. 1893–1905. Franz Liszt’s Briefe. 8 vols.


Heinrich Reimann, ed. 1897–. “Berühmte Musiker” series. 20+ vols.


Frederick J. Crowest, ed. 1899–1906. “The Master Musicians” series. 12 vols.






1900s




Theodore Baker. 1900. A Biographical Dictionary of Musicians.


Robert Eitner. 1900–1904. Biographisch-bibliographisches Quellen-Lexikon der Musiker und Musikgelehrten. 10 vols.


J. A. Fuller Maitland, ed. 1904–10. Grove’s Dictionary of Music and Musicians. 2nd ed. 5 vols.


Max Kalbeck. 1904–14. Johannes Brahms. 4 vols.


Florence May. 1905. The Life of Johannes Brahms. 2 vols.




Élie Poirée, ed. 1905–. “Les musiciens célèbres” series. 30+ vols.


Hermann Deiters and Hugo Riemann. 1907–1908. Ludwig van Beethovens Leben, vols. 4–5 [of Thayer 1866–79] [English trans., 1921]






Post-1910




Hermann Abert. 1919–21. W. A. Mozart. 2 vols. [after Jahn 1856–59]


Hugo Botstiber. 1927. Joseph Haydn. [vol. 3 of Pohl 1875–82]
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chapter 5 



Travel Writing



Michael Allis





Just as opportunities for travel expanded greatly in the nineteenth century, given the increased mobility owing to advancements in transport by train or steamship, combined with rising incomes and the promotion of organized travel by figures such as Thomas Cook (Schivelbusch 1986, Fox 2003, Brendon 1991, Withey 1997), so a plethora of travel literature was created. This took different forms—guidebooks by Baedeker and John Murray, poetry, novels, and essays, but also writings descriptive of travel—all representative, as Kenneth Churchill suggests, of a “thick new layer of literary associations” (Churchill 1980, 64). The contributions that such publications made to the intellectual culture of the nineteenth century were manifold—whether in terms of knowledge exchange, geography, ethnography, cultural identity, philosophy, aesthetics, or historical and political commentary; these texts also offered a range of narrative strategies in documenting the personal travel experience and its relationship with wider notions of authority and authenticity. As nineteenth-century travel developed, so too did a perceived tension between “tourist” and “traveler”; while the former, representative of “the cautious pampered unit of a leisure industry,” was often seen as “a dupe of fashion, following blindly where authentic travelers have gone with open eyes and free spirits,” the latter could display “independence and originality … boldness and gritty endurance under all conditions” (Buzard 1993, 1–2). Not only does this debate resurface in contemporary scholarship on travel (O’Reilly 2005; Lisle 2006, 77–83), but the continued interest in the value of travel literature more generally underscores its cultural significance for modern readers (Hall and Tucker 2004, Pratt 2008, Azariah 2017).

This chapter focuses on writings descriptive of travel from 1800 to 1914; these texts were penned by some of the most significant writers of the age—Goethe and Heine in Germany; Dickens, Gissing, Thackeray, and Kipling in Britain; Flaubert, Nerval, Stendhal, and Gautier in France; and Henry James in America—supplemented by those specializing in the travel experience, along with an increasing number of female literary travelers that included Mary Shelley, Janet Ross, Frances Trollope, Mary Kingsley, and Vernon Lee. The close relationship between some of these texts (Block 2006); the strong presence of musical documentation, discussion, and allusion; and the influence of music on writing style confirm a network of musical discourse suggestive of the significant status of music within nineteenth-century intellectual culture.



Strategies in Documenting Musical Otherness


Ideas of “restless movement, wandering, pilgrimages, quests, and other journeys” in literary form, as C. W. Thompson suggests, are “intimately bound up with Romanticism,” whether motivated by “flights from social and psychological entrapment; expansions of the self driven by desires for change and heroic adventure; or quests for origins, energies, and imaginative riches” (Thompson 2012, 1). One of the primary drivers of nineteenth-century travel literature—in the spirit of the earlier scientific travelers—was to document aspects of otherness, and descriptions of musical practices provide a rich source of information for the musicologist and social historian. Overt examples include comparative listings of singers’ salaries (Inglis 1831a, 2:383); and the costs of attending opera, such as the eighty sequins for a box and thirty-six centimes for a pit seat for regular subscribers at La Scala, noted by Stendhal in 1817 (Stendhal 1959, 22, 24). Others described performance events in fine detail, such as the febrile atmosphere at the second performance of Lohengrin in Paris in 1891:

The French are still bitterly hostile to the Germans, and the Boulangists … determined on a great demonstration against having this German piece given at the Opera. … The audience received the opera not only kindly but enthusiastically, applauding and bravoing every good part. At the end of the first act every one hurried to the foyer and the balconies in front to see the crowd outside. … The open place in front was occupied by a large hollow square of gens d’armes [sic] and behind was a surging mass of men. Every few minutes the police would arrest two or three of them and march them off. In the house when before the second act the stage manager announced that the heavy villain of the opera had a bad cold and that the audience must bear with him, some man downstairs proposed that we sing the Marseillaise hymn so as to help out, and immediately the whole audience rose to their feet and went wild with bravos and hisses. The man was arrested and taken out, and no Marseillaise was sung. 
(Hamilton 1893, 242–243)


Writers also remind us of the music-making of the travelers themselves—whether the whistling “German commis-voyageur, with a guitar” on Thackeray’s journey from Smyrna to Constantinople (Thackeray 1846, 95); the “sublimely hideous” combination of accordion, violin, and key-bugle described by Dickens on his voyage home from America (Dickens 1842, 2:230); or Nelly Bly’s citing of the superior performing skills of the “second-class passengers” including a poignant rendition of “Who’ll Buy My Silver Earrings?” by a girl with a “sweet, pathetic voice” (Bly 1890, n.p.)—all contributing to a sense of the nineteenth-century soundscape.

More significant than simple documentation, however, is the way in which music is treated in travel writings, which highlights not only some of the central issues in discourses of travel but also some specific literary devices and strategies. To distinguish themselves as “travelers” rather than “tourists,” travel writers needed to confirm their status as a “proper performer of cultural gestures” (Buzard 1993, 97). While a certain cultural accreditation could be established through discussion of familiar tourist sights and artifacts, avoidance of the “beaten track,” combined with a suggestion of a more insightful response to culture—sometimes in the form of insider knowledge—created a more authoritative travel narrative. Hence, writers were keen to highlight their personal connections to composers—whether Goethe’s description of his creative relationship with Philipp Christoph Kayser (1755–1823) (Goethe 1970, 415–420), Heine’s recollecting a performance by “the wondrous boy, Felix Mendelssohn Bartholdy” in his Reisebilder (Heine 1904, 103), or Mary Shelley’s confirmation that Henry Hugo Pierson (1815–1873) found creative inspiration in the German countryside and was a particular admirer of Les Huguenots (Shelley 1844, 1:233, 248); similarly, James Galiffe’s extended account of a meeting with Rossini noted that the composer’s conversation was “that of a gentleman—with a tint of levity and epicureanism which by no means misbecomes him” and established his preference for Otello and Elizabeth as opposed to the “trifles” Tancredi and L’Italiani in Algeri (Galiffe 1820, 1:219–223). Writers could also affirm their cultural superiority by offering judgments on specific composers and their works; Stendhal, for example, proclaimed his advocacy of the music of Haydn and Cimarosa (representative, respectively, of “harmony, with its transcendent beauty” and “melody with its enchantment of delight”), and “the bright hope of the Italian school, Rossini” (Stendhal 1959, 12, 347).1 If the value of the opera La Testa di Bronzo by Carlo Soliva (1792–1853) proved more difficult to assess, as its “perpetual reminiscence of Mozart” suggested either “a brilliant pastiche” or “a work of genius” (9–10), Paolo e Virginia by Pietro Carlo Guglielmi (1772–1817) created no such dilemmas:

Overture: complex, elaborate stuff, thirty or forty different themes in discordant juxtaposition, all too cramped for the listening ear to grasp, too crowded to awaken the slumbering sensibilities; an arduous, arid and wearisome piece of work, leaving the mind already surfeited with notes before the curtain rises. 
(Stendhal 1959, 351)


Elsewhere, Goethe revealed his penchant for the vocal music of Morales, Marcello, Palestrina, and his “favorite composer,” Cimarosa (Goethe 1970, 369), Charlotte Eaton responded to Allegri’s Miserere as representative of “music of another state of being” (Eaton 1820, 3:136), and Vernon Lee described the “solemn tenderness” of Ein deutsches Requiem in Meiningen prior to the unveiling of the Brahms monument in 1897 (Lee 1908, 62–68). References to a catalogue of performers offered writers the opportunity to display their musical taste, including the “excellent violinist” Johann Friedrich Kranz (1752–1810) highlighted by Goethe, or Stendhal’s emphasis on the “pure vocal quality” of Angelica Catalani (1780–1849)—despite her lack of stylistic variety (Goethe 1970, 369; Stendhal 1959, 25–26). This led inevitably to discussions of performers’ relative merits; for Stendhal, the “noblest bass voice” of Fillipo Galli (1753–1853)—praised also for his acting skills—was preferable to the “mechanical instrument” of Renier Remorini (Stendhal 1959, 6, 16); Inglis posited the superiority of the soprano Adelaide Tosi (1800–1859) to Catalani in terms of her “sweetness and melody of tone” (Inglis 1831a, 1:108), while Mary Shelley suggested a clear preference for Luigi Lablache (1794–1858) over Ignazio Marini (1811–1873) (Shelley 1844, 1:107). The authority of these cultural pronouncements was heightened by the authors actually being on the spot; as Goethe noted, echoing Kayser’s views on Morales, “it is only here [the Sistine Chapel] that one can hear and should hear this type of music” (Goethe 1970, 478).

As the primary function of travel writing was to “[acclaim] the foreign as gratifyingly dissimilar from the familiar” (Chard 1999, 4), descriptions of music—along with landscape, local custom, food, and speech—proved particularly effective for this purpose. Cataloguing of “strange” musical instruments, for example, was particularly prominent in African travels, whether Mary Kingsley’s discussion of the Bubi tribe (whose music-making involved the elibo—a wooden bell with clappers, the percussive shaking of bullock-hide, and an instrument “never seen in an identical form on the mainland … made like a bow, with a tense string of fibre,” one end being “placed against the mouth, and the string is then struck by the right hand with a small round stick, while with the left it is scraped with a piece of shell or a knife-blade”) (Kingsley 1897, 66–67), or various forms of marimba detailed by Verney Cameron in Manyuéma, M. A. Pringle in Inhambane, and James Grant in Uganda (Cameron 1877, 248; Pringle 1886, 69–70; Grant 1864, 225).2 Closer to home, Janet Ross’s account of the soundscape of the Italian town of Leucaspide included the “cupa-cupa”:

a large earthenware tube, with a piece of sheepskin stretched tight over the top, and a stick forced through a hole in the centre. The player begins by spitting two or three times into his hand, and then moves the stick up and down as fast as he can; this makes an odd, droning sound, rather like a bagpipe in the far distance.

(Ross 1889, 154)


Even more prevalent were descriptions of a distinctive vocality as part of a vernacular musical otherness. Goethe offered a detailed discussion of Venetian gondoliers’ music, where “verses by Ariosto and Tosto” were chanted “to their own melodies”:

The two singers, one in the prow, the other in the stern, began chanting verse after verse in turns. The melody, which we know from Rousseau, is something between chorale and recitative. It always moves at the same tempo without any definite beat. The modulation is of the same character; the singers change pitch according to the content of the verse in a kind of declamation. … The singer sits on the shore of an island, on the bank of a canal or in a gondola, and sings at the top of his voice. … Far away another singer hears it. He knows the melody and the words and answers with the next verse. The first singer answers again, and so on. … The sound of their voices far away was extraordinary, a lament without sadness, and I was moved to tears.

(Goethe 1970, 92)


Combined with the “penetrating tones” of the women sitting on the seashore, singing similar melodies to which “their men reply” (Goethe 1970, 93), as Rodney Stenning Edgecombe notes, this description contributes to an evolutionary stemma for the barcarolle genre (Edgecombe 2001, 253–254). Two striking tropes often combined in these descriptions of a vernacular musical otherness are those of monotony and melancholy. Examples include Flaubert’s description of the singing of a cabin boy in Par les champs et par les grèves—a “slow, monotonous lay … repeated again and again” which “swept softly and sadly over the ocean, as some confused memory sweeps through one’s mind”; Inglis’s references to the “melancholy cast” of the “mountain airs” of Norway or a Spanish muleteer singing “a remarkably beautiful, but somewhat monotonous air”; or Lafcadio Hearn’s description of Mionoseki boatmen in Japan “intoning in every pause a strange refrain of which the soft melancholy calls back to me certain old Spanish Creole melodies heard in West Indian waters” (Flaubert 1904, 51; Inglis 1829, 64; Inglis 1831a, 1:17; Hearn 1894, 1:237). Similarly, the vocalizing over a street organ that George Gissing heard in Cotrone consisted of “rising tremolos, and cadences that swept upon a wail of passion; high falsetto notes, and deep tum-tum of infinite melancholy” (Gissing 1901, 95). Gissing’s adjective—“infinite”—borders on hyperbole, another common literary technique used to highlight the “otherness” of a foreign object by “acclaiming [it] as dramatic, striking and remarkable” (Chard 1999, 4); Eaton’s description of a performance of Allegri’s Miserere as containing “a deeper, more pathetic sound than mortal voices ever breathed … more wonderful … than any thing I could have conceived,” is just one of the plethora of examples of this device (Eaton 1820, 3:136–137).

As Nigel Leask reminds us, as part of a “curiosity” at the heart of travel writing there is a tension between a “socially exclusive desire to possess the ‘singular’ object” and “an inclination to knowledge which will lead the observer to a rational, philosophical articulation of foreign singularities” (Leask 2002, 4). This is particularly prescient in Western travelers’ portrayal of the East where, as Helen Carr suggests, the balance between a “complicity with imperialism” and the “anxieties, uncertainties … the profound doubts about the continuation of Western progress, indeed doubts about the possibility of progress at all” is often fragile (Carr 2002, 73). Descriptions of music often reflect these tensions. Bennett Zon, focusing on texts such as Edward Lane’s An Account of the Manners and Customs of the Modern Egyptians (1836), has highlighted how the “overarching concept of simplicity” (often conflated with animality, and the language of violence, passion, and excess) is frequently used as a “trope for degeneration” in representations of music in Orientalist travel literature (Zon 2007, 212). Hence, while children are able to learn Egyptian music “very easily and early,” and “most of the popular airs of the Egyptians … are very simple,” Lane also suggested how, being “excessively fond of music,” the Egyptians were “generally enraptured with the performances of their vocal and instrumental musicians,” regarding musical study “as exercising too powerful an effect upon the passions, and leading a man into gaiety and dissipation and vice” (Lane 1836, 2:59–61). Other writers dismissed “native” music through suggestions of unpleasant and overly dissonant noise. Charles Doughty’s characterization of Bedouin singers in Travels in Arabia Deserta cited a “nasal braying” that created “a hideous desolation to our ears,” accompanied by “stern and horrid sounds” from the one-stringed rabeyby (Doughty 1888, 1:263); if the bagpipe and “scraping fiddle” in Cairo was “extremely irritating to the nerves” of Gérard de Nerval (Nerval 1929, 1:5), John Carr was disturbed by the “screaming sounds … from the strained throats” of Russian sailors (Carr 1805, 360), while Nelly Bly noted a “strange, weird din” of “dire confusion and discord” at a Singapore funeral, and the “alarming din upon samisens, drums and gongs” that accompanied the “unbearable” nasal singing of geisha girls in Japan (Bly 1890, n.p.). Despite Isabella Bird’s attempts to attain a critical balance in Unbeaten Tracks in Japan (“in many things … the Japanese are greatly our superiors, but … in many others they are immeasurably behind us”), she was dismissive of music-making in Tochigi; “kotos and samisens screeched and twanged,” songs included “jerking discords” that were “most laughable,” the Shinto festivals consisted of “dissonant squeaks and discords,” and evening music-making included “an agonising performance, which they call singing … which sounds like the very essence of heathenishness” (Bird 1880, 1:352, 97, 134–135). For the American writer Lafcadio Hearn, however, Japan represented a “romance” forcing him “to doubt whether the course of our boasted Western progress is really in the direction of moral development”; reveling in the Japanese musical soundscape, his “other” is, in contrast, something to be celebrated:

It is strangely difficult to memorize the melody of a Japanese popular song, or the movements of a Japanese dance; for the song and the dance have been evolved through an aesthetic sense of rhythm in sound and in motion as different from the corresponding Occidental sense as English is different from Chinese. We have no ancestral sympathies with these exotic rhythms, no inherited aptitudes for their instant comprehension, no racial impulses whatever in harmony with them. But when they have become familiar through study, after a long residence in the Orient, how nervously fascinant the oscillation of the dance, and the singular swing of the song!

(Hearn 1894, 1:272–273)


In terms of African travel, as Tim Youngs concludes, any “humanitarian postures” in Henry Stanley’s travelogue In Darkest Africa are often undercut by his “reinforc[ing] western superiority” (Youngs 1994, 106). Musically, Stanley provides a positive account of the Wanyamwezi tribe, and highlights the excitement of the drummers of the Bandussuma phalanx dance: “accomplished performers, keeping admirable time, and emitting a perfect volume of sound which must have been heard far away for miles,” with “accuracy of cadence of voice and roar of drum” (Stanley 1890, 1:436–437). However, this musical expertise is undercut by Stanley’s negative generalizations elsewhere, reducing the sound world to “minor dances and songs” that are “either dreadfully melancholiac [sic] or stupidly barbarous,” or “more subdued, a crude bardic, with something of the whine of the Orient” (Stanley 1890, 1:436). It was left to other writers to promote the more positive qualities of African music; Mary Kingsley, aiming to offer “an honest account,” described the “elaborate tunes in a minor key” of the boat songs of the M’pongwe and Igalwa tribes (Kingsley 1897, viii, 180), while James Grant documented a seven- or eight-string “nanga” in Karague whose tunings of a “perfect scale” and “full harmonious chord” suggested “that the people are capable of cultivation” (Grant 1864, 183).

The same tensions are evident in writings with a colonial bias. Given music’s clear role as a marker of culture, the lack of musical activity highlighted in Frances Trollope’s trip to America in the 1830s is pointed; describing “dull” evening parties where there was “very little music, and that little lamentably bad,” she claimed: “I scarcely ever heard a white American, male or female, go through an air without being out of tune before the end of it; nor did I ever meet any trace of science in the singing I heard in society” (Trollope 1832, 2:132–133). The emigrant Susanna Moodie suggested that while Canadian women possessed “an excellent general taste for music,” it was “seldom in their power to bestow upon its study the time which is required to make a really good musician” (Moodie 1852, 1:222); and Dickens was critical of the lack of street music entertainment in New York:

But how quiet the streets are! Are there no itinerant bands; no wind or stringed instruments? No, not one. By day, are there no Punches, Fantoccini, Dancing-dogs, Jugglers, Conjurers, Orchestrinas, or even Barrel-organs? No, not one. Yes, I remember one. One barrel-organ and a dancing-monkey—sportive by nature, but fast fading into a dull, lumpish monkey, of the Utilitarian school. 
(Dickens 1842, 1:209)


This lack of musicality extended to American audience behavior, where the spitting involved in chewing tobacco led Trollope to exclaim: “If their theatres had the orchestra of the Feydeau, and a choir of angels to boot, I could find but little pleasure, so long as they were followed by this running accompaniment of thorough base” (Trollope 1832, 2:195). Related to some of these descriptions were perceptions of progress, or lack of it, and just as Chard has highlighted how in travel literature “the past is always poised to resurge disquietingly within the contemporary topography”—often through the destabilizing presence of the ruin (Chard 1999, 140), so authors frequently reflected upon the loss of an idealized musical past. In his Irish Sketchbook, for example, Thackeray invoked a former time when singing was common in the home, whereas now it was rare for the head of the house to “strike up a good old family song” (Thackeray 1857, 66). Other writers extended this idea by associating music with memory itself; while the familiar tune of a Romantic song led Henry Holland to being “carried back … to the shores of the Faxé-Fiord in Iceland” where he had “unexpectedly caught the sounds of this very air, played on the chords of the Icelandic langspiel” (Holland 1815, 323), Heine typically offered a more poetic example of music’s association with the vanished world of youth:

And then the rosy-cheeked boys will … place the old harp in my trembling hand, and say, laughing, “Thou indolent gray-headed old man, sing us again songs of the dreams of thy youth.”



Then I will grasp the harp and my old joys and sorrows will awake, tears will again gleam on my pale cheeks. … I will see once more the blue flood and the marble palaces and the lovely faces of ladies and young girls—and I will sing a song of the flowers of Brenta. 
(Heine 1904, 128)


As travel narratives represent a “textual, physical, and cultural space for an exploration and affirmation or reconstitution of identity” (Youngs 1994, 3), it is not surprising that one of the main issues in European travel literature was that of competing levels of national musicianship. For Edmund Spencer, the high-level discussions of music in Austrian periodicals were particularly striking (“if the Austrians were as well informed on every other subject as they are on music, they would be the most intellectual people in Europe”) (Spencer 1836, 157–158), while Thomas Hodgskin, along with many nineteenth-century travel writers, underlined the importance of music to the German psyche:

From knowing the great partiality of the Germans to music, and how extensively it is cultivated by them, I was not surprised to hear this ragged lad talk of music-clubs in villages, nor to hear him regret that he was no longer able to frequent them. Music is to the Germans what moral and political reasoning is to us;—the great thing to which all the talents of the people are directed; and it is as natural that Handel, and Haydn, and Mozart, and Beethoven, the greatest of modern composers, should have been Germans, as that Hume, and Smith, and Paley, and Bentham, and Malthus, the greatest reasoners and political writers of the age, should have been Britons. 
(Hodgskin 1820, 1:40)


In promulgating other national stereotypes, William Dean Howells’s travels in Britain highlighted “the singing of the angel-voiced choir-boys” in Exeter Cathedral and the vocal prowess of Welsh miners in Malvern: “I asked myself if such heavenly sounds could issue, at this remove, from the bowels of the Welsh mountains, what must be the cherubinic choiring from their tops!” (Howells 1906, 31, 246).

An overview of the various travel writings by the indefatigable Henry Inglis reveals a range of opinions on standards of national music-making. Inglis posits a general lack of musical ability in the ladies of Norway (“some of them possess a little knowledge of music; but a few waltzes, imperfectly played, generally exhaust it”); dismisses “monotonous” and badly executed Swiss airs in Zurich; observes “no symptom of musical taste, either in public performances, or amongst the people generally” in the Tyrol; suggests a lack of musical encouragement in Jersey; and concludes that the “national vanity of the French” is the only explanation for their attending the Academie de Musique “to listen to the worst music in the world” (Inglis 1829, 178; 1831b, 1:41; 1837, 139; 1831b, 2:68). In contrast, he is full of praise for music-making in Munich; here, “scarcely a lady in the middle ranks of life is to be found, who is not a pianist,—and the number of amateur clubs is innumerable,” while the lower classes had regular opportunities to enjoy the music of the military bands, including “the compositions of Haydn, Mozart, Romberg, or Ries” (Inglis 1837, 64). A hyperbolic “language of intensification” (Chard 1999, 84) was also applied to the music of Spain; not only was the organ of Seville Cathedral “the most perfect in the world,” contributing in the morning service to an effect “almost too overpowering for human senses,” but this was matched by executant skill, with Inglis never having “heard an organ touched with so delicate a hand, as in the Convento de las Salesas” (Inglis 1831a, 2:75, 1:258).

Levels of musical appreciation were also symbolic of a nation’s musicality. Thackeray noted that the audience for a Lablache concert in Dublin was less than a hundred, with any encores restricted to “a young woman in ringlets and yellow satin, who stepped forward and sung [sic] ‘Coming through the rye,’ or some other scientific composition, in an exceedingly small voice” (Thackeray 1857, 360). Similarly, at an opera house in Rome, Goethe described how the “seats of the German artists” were “fully occupied as usual” (a marker of cultural awareness), and how, with his compatriots, he managed to “silence the chattering [Italian] audience by crying ‘Zitti!’—first softly and then in a voice of command, whenever the ritornello to a favourite aria or number began”; the German contingent were suitably “rewarded” by the singers by their “addressing the most interesting parts of their performance directly to us” (Goethe 1970, 396).

This is an example of another common device used in travel literature to highlight “otherness”—“binary opposition,” where, “proclaiming a power of comparison conferred by the experience of travel, the speaking subject adopts his or her own native region as a constant point of reference” (Chard 1999, 40). This could work to the writer’s national disadvantage, with Inglis bemoaning the lack of patriotic drinking songs in England when compared to the Norwegians’ “Gamlé Norgé,” or comparing expensive opera admission prices in London with those of Munich (Inglis 1831a, 2:246; 1837: 57–58). Alternatively, the observer could distance him/herself by avoiding his or her country of origin in any oppositions. Describing how a performance in Venice was marred by an Italian conductor “beat[ing] time against the screen with a rolled sheet of music as insolently as if he were teaching schoolboys,” for example, Goethe added “I know this thumping out the beat is customary with the French; but I had not expected it from the Italians” (Goethe 1970, 83). Binary strategies could even be developed into ternary devices—hence, Stendhal’s ideal opera orchestra consisting of a French string section, a German wind section, “and the rest, Italian—including the conductor” (Stendhal 1959, 18). Or it could be as in Inglis’s comments on the feast of Saint Lorenzen in the Tyrol: “In France, if the music be bad, the instruments are often tolerably played; if in Germany, the execution be somewhat indifferent, the music is good; even in England, a barrel organ is found to grind in tune, if not in time; but here, music, instruments, execution, all were bad” (Inglis 1837, 244). Charlotte Eaton’s adoption of this device ranged ever more widely:

Italy is still the second musical country in the world; it must at least rank after Germany. In England … music is an exotic … entirely confined to the metropolis. … The English are not naturally a musical people. Neither in France … in Holland, nor in Belgium, in Great Britain nor in Ireland have I ever heard anything that deserves to be called music. 
(Eaton 1820, 3:257)




However, the most common direct musical comparison in European travel literature concerned the relative merits of German and Italian music, and opera in particular. Italy, notionally the climax of the Grand Tour and the perceived “source and center of Western civilization since the Renaissance” (Porter 1991, 164), provoked a variety of responses; if Goethe experienced a “rebirth” on entering Rome (given that Italy was “central to his conception of what Germany should be”) (Goethe 1970, 148; Beebee 2002, 323), Dickens highlighted Rome’s decline, describing a “desert of decay” (Dickens 1846, 162). Discussions of Italian music reflected this complexity. For John Eustace, although Italy represented “the great school of music, where that fascinating art is cultivated with the greatest ardour” [sic], the castrati were redolent of “ardor oftentimes carried to an extreme, and productive of consequences highly mischievous and degrading to humanity” (Eustace 1813, 1:504–505). Despite the beautiful sounds of the papal choir, the theatricality of Italian church music was problematic, hence Eustace’s warning to the traveler:

Music in Italy has lost its strength and its dignity. … It tends rather by its effeminacy to bring dangerous passions into action, and … to unman those who allow themselves to be hurried down its treacherous current … at all events it neither wants nor deserves much encouragement, and we may at least be allowed to caution the youthful traveller against a taste that too often leads to low and dishonourable connections. 
(Eustace 1813, 1:xxx)


These perils of emotional excess associated with a foreign musical “other” could also be identified in Italian opera, dismissed by Joseph Forsyth as an “extravagantly unnatural” genre, and by Hector Berlioz (as part of the “Grand Tour” of his Memoires) as representative of “nothing but … exterior forms … sensual pleasure, and nothing more” (Forsyth 1813, 61–62; Berlioz 1966, 183). However, not all were disturbed by Italian musical otherness. Mary Shelley noted early on in her travels that “In spite of the enchantment of the Zauberflaüte” she felt “happy and at home … at the Italian Opera, after several visits to that of their rivals in the art” (Shelley 1844, 1:177), and a later “enchanting” Der Freischütz apparently did not change her mind: “There is something very antagonistic in the German and Italian operatic schools. They despise each other mutually. Professors mostly side with the Germans, but I am not sure that they are right” (Shelley 1844, 1:255).

Similarly, proclaiming that “An opera must bear the appearance of having been made at one dash,” James Galiffe was critical of German opera’s sudden interpolations, which were “utterly disagreeable to those who remain faithful to the Italian—the only good school” (Galiffe 1820, 221); and Heine berated his own countrymen for their negativity toward Italian music:

The scorners of the Italian school … will not escape their well-deserved punishment in hell, and are perhaps damned in advance to hear through all eternity nothing but the fugues of Sebastian Bach. It grieves me to think that so many of my friends will not escape this punishment, and among them is Rellstab, who will be damned with the rest, unless before his death he is converted to the true faith of Rossini. Rossini! divino Maestro! Helios of Italy, who spreadest forth thy rays over the world, pardon my poor countrymen who slander thee on writing and on printing paper!

(Heine 1904, 231–232)


Having experienced Fidelio, Der Freischütz, La Cenerentola, and The Magic Flute in Munich, Inglis attempted to suggest complementary forms of otherness; while the music of Italy was “graceful and tender; expressive of hope and joy, and of the tender emotions; smooth and flowing; framed to soothe and tranquillize,” German music was “impassioned, rather than tender; abrupt, rather than flowing; expressive of despondency, rather than of hope; of melancholy, rather than of joy; and in place of soothing, it excites the mind to feelings of sublimity,—and diffuses over it, sentiments of solemnity and awe” (Inglis 1837, 58–59). In his more direct and extended comparison of Rossini and Mozart (both cited as representative “of the Italian school” though differing “widely in … character”), ultimately privileging a Mozartian depth over a Rossinian simplicity, Inglis underlined his own credentials as a cultural commentator:

The characteristics of Rossini’s music, are variety, grace, playfulness, and simplicity: I say simplicity; for although in his style, he is ornate, yet, in his original conceptions, he is simple;—as a simple idea is often expressed in flowery language. Rossini is never sublime,—seldom even bold; for if sometimes he seems to be the latter, it is mainly owing to the variety and rapidity of the movements. … Deep sentiment, he rarely attempts; and when he does attempt it, he fails. … The genius of Mozart seems to me of a higher order. With more elegance than Rossini, and with equal sweetness, he is master of the passions. Lofty and solemn conceptions are presented to us. … The compositions of Mozart, when he chooses to address our sensibilities, draw tears,—whilst those of Rossini rather call into our cheek, the smile of pleasure. I suspect that with the musician, as with the poet, a touch of melancholy is needed, to imbue his compositions with that greatness which survives the caprices of fashion.

(Inglis 1837, 59–60)




Music and Writing Style


Travel writers were keen not only to describe and comment on music as a cultural object but also to invoke music through metaphor or thematic parallel, indicating that the medium of prose was insufficient to convey a requisite depth of feeling. The use of musical repertoire to characterize landscape was suggestive both of a readership’s musical knowledge and of the proclivities of the author. Hence, the shameless advocacy of Handel’s music in Samuel Butler’s description of his Italian travels, Alps and Sanctuaries. While Primadengo villagers brought to mind the Dettingen Te Deum and L’Allegro ed Il Penseroso, and the valley of Ticino suggested “of them that sleep” from the Messiah, the streams of the valley of Mesocco ran “with water limpid as air, and as full of dimples as ‘While Kedron’s brook’ in ‘Joshua’” (Butler 1882, 23, 20, 260). There are parallels here with Kipling’s invocations of Arthur Sullivan’s Savoy operas in Burma (“at every corner stood the three little maids from school, almost exactly as they had been dismissed from the side scenes of the Savoy after the Mikado was over”) and Japan (“the rickshaw, drawn by a beautiful apple-cheeked young man with a Basque face, shot me into the Mikado, First Act”) (Kipling 1899, 1:207, 293), and Henry James’s characterization of a hotel scene at Cadenabbia in terms of an operatic stage (James 1909, 93); in James’s essay “Italy Revisited” (1877), as Buzard notes (1993, 210), James “smash[es] … his own picturesque fancies” by confirming that a young man, who initially appeared “like a cavalier in an opera,” was in reality “unhappy, underfed, unemployed” and “operatic only quite in spite of himself.” Similarly, Thackeray highlighted “that diabolical tune in Der Freischutz” [sic] to characterize the Irish landscape on the road to Killarney (Thackeray 1857, 115), and was overt in suggesting the inadequacy of prose—in comparison to poetry or music—to describe the natural beauty of the bay of Glaucus:

it ought to be done in a symphony, full of sweet melodies and swelling harmonies. … The effect of the artist … ought to be, to produce upon his hearer’s mind, by his art, an effect something similar to that produced on his own by the sight of the natural object. Only music, or the best poetry, can do this. … After you have once seen it, the remembrance remains with you, like a tune from Mozart, which he seems to have caught out of heaven, and which rings sweet harmony in your ears for ever after! 
(Thackeray 1846, 157–158)


For Mary Kingsley, the “various scenes of loveliness” that made up the Ogowé could only be described in symphonic terms—“as full of life and beauty and passion as any symphony Beethoven ever wrote: the parts changing, interweaving, and returning”—with the additional suggestion of parallels between the placement of “papyrus” and “sword-grass” and Wagnerian “leit motifs” (Kingsley 1897, 129–30). This association of musical imagery with depth of feeling can also be found in Belloc, where the sight of Como was “like what one feels when music is played” (Belloc 1902, 288); or Heine who, describing the “sublime spectacle” of a sunset in Brocken, imagined himself as part of a “silent congregation,” listening as “Palestrina’s everlasting choral song poured forth from the organ”. He also invoked music when overcome by the beauty of the ladies of Trent, noting how “that silent music of the whole body, those limbs which undulate in the sweetest measures … these melodiously moving forms, this human orchestra as it rustled musically past me found echo in my heart, and awoke in it its sympathetic tones” (Heine 1904, 40, 228). Given these examples, it is not surprising to find music at the center of a literary device associated with the unconscious mind—the set piece of the altered state or dream interlude. While Heine’s unconscious conjured up “dreary and terrifying fancies” of “a pianoforte extract from Dante’s Hell” followed by “a law opera, called the ‘Falcidia,’ with libretto on the right of inheritance by Gans, and music by Spontini” (Heine 1904, 49), the sleeping Butler indulged in the grandeur of a Handelian vision as the landscape assumed musical shapes:



And the people became musicians, and the mountainous amphitheatre a huge orchestra, and the glaciers were two noble armies of women-singers in white robes … and the pines became orchestral players … a precipice that rose from out of the glaciers shaped itself suddenly into an organ, and there was one whose face I well knew sitting at the keyboard, smiling … as he thundered forth a giant fugue by way of overture. I heard the great pedal notes in the bass stalk majestically up and down, as the rays of the Aurora that go about upon the face of the heavens off the coast of Labrador. Then presently the people rose and sang the chorus “Venus laughing from the skies”; but ere the sound had well died away, I awoke, and all was changed.

(Butler 1882, 86–87)


Elsewhere there is a more direct conflation of music and prose, where writers resorted to musical notation to illustrate their descriptions of musical otherness. Butler’s plethora of Handelian excerpts aside, examples include Inglis’s illustrations of the “wilder and uncommon character” of Norwegian song, and the music of the African boatmen in Pringle’s A Journey in East Africa (Inglis 1829, 64, 243 [facing]; Pringle 1886, 127–128; see also Lane 1836, 1:80–93). Janet Ross (1889, 185–186), explaining the importance of the tarantella in curing those infected with the tarantula bite (“I was assured that if musicians were not called in, the fever continues indefinitely, and is in some cases followed by death”), transcribed a “favourite air” that she “learnt from an old peasant” (figure 5.1).
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Figure 5.1 Janet Ross, The Land of Manfred, Tarantella extract






Stendhal’s Rome, Naples et Florence en 1817 went further, however, in inviting parallels between musical and literary structure and style. As Thompson suggests, given the prominence of Rossini in Stendhal’s musical discussions, not only might parallels be drawn between the importance of improvisation in their respective creative processes, but the “speed and pace” of the literary text, with its “abrupt attack, clipped transitions, and flickering ironies,” is suggestive of one of the composer’s “famous overtures” (Thompson 2012, 52–53). Thompson also highlights Stendhal’s awareness of “the possible analogy between the vertical (as well as horizontal) disposition of Western music in bars and the vertical ordering of print blocks on a page”; as a development of the musical illustrations in his Vies de Haydn, de Mozart et de Métastase (1814), Stendhal’s extended footnote describing Catalani’s relatively limited repertoire (figure 5.2) is representative of a “non-linear musical reverie” (Thompson 2012, 53–54).
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Figure 5.2 Stendhal’s vertical listing of Catalani’s repertoire












The Musician as Travel Writer


Unsurprisingly, musical references are particularly prevalent in travel writings by musicians. The music critic Edward Holmes’s A Ramble Among the Musicians of Germany (1828) offered a wealth of musical description—discussing double bass tunings and orchestral forces; describing performances of opera, choral, chamber, and orchestral music; highlighting vocalists and instrumentalists (including the clarinettist Heinrich Baermann, the trombonist Carl Queisser, the cellist Josef Merk, and the pianist Johann Schneider); noting private musical societies and examples of harmonie musik; and offering opinions on composers from Beethoven to Weber; in addition to detailing the manuscript of Mozart’s Requiem and the music at Beethoven’s funeral (even transcribing the Miserere), Holmes described his meeting with Hummel—whose “unaffected simplicity” belied his status as “the most … original extemporiser on the pianoforte that exists” (Holmes 1828, 261–262). As with other travel writers, Holmes took the opportunity to denigrate foreign musical taste (“the people of Vienna” were not only “mad” for Rossini but “for his worst imitators”), and to promote music-making at home:

The plain recitative at the opera in Vienna is not well accompanied; and I heartily wish the performer could hear the fanciful and exquisite manner in which Lindley does this at our Italian Opera-house. The chords are indeed struck upon the violoncello (without that arpeggio and brilliancy, the unique excellence of Robert Lindley), but their effect is tame. 
(Holmes 1828, 116, 129)


While the musical references in Marquis Chisholm’s travelogue focused primarily on his own performances on piano and harmonium in Australia and the Far East (and his opportunistic composition of a “musical poem” based on the deaths of the explorers Robert Burke and William Wills) (Chisholm 1865, 14–18), Granville Bantock and Frederick Aflalo’s Round the World with “A Gaiety Girl” (1896) documented the repertoire performed on tour in America and Australia by the George Edwardes Company for which Bantock was musical director; detailing aspects of musical theatre life, Bantock’s primary frustration was that of American musical protectionism:

Musical Unions are rife all over the country. … The executive clique naturally enough favour the pretensions of their own countrymen, to the exclusion of ofttimes more deserving foreigners. … The conductor of a local theatre is permitted but little authority over the band, which is selected for him by the Union, and he is placed in the unenviable position of having to entreat rather than to command.

(Bantock and Aflalo 1896, 83–84)


Jacques Offenbach’s earlier account of a visit to New York and Philadelphia also noted how the “vast and powerful organization” of American musicians had constituted “a society, outside of which there is no salvation,” as “anyone who wishes to join an orchestra must become a member” (Offenbach 1877, 58). In his more detailed description of American musical life, Offenbach praised the high standard of American orchestras (“two rehearsals” with a 110-strong orchestra in New York were “always sufficient to insure a most brilliant rendering” of his compositions), but bemoaned the fact that there was “no permanent opera in New York, no comic opera, nor even a theatre for operettes” [sic], advising that “two operas and one literary stage” plus “a well-appointed conservatory” were needed to help “dramatic art and American composers and authors” (60, 80, 83). In addition to the familiar cataloguing of vocalists (59–60), Offenbach highlighted some of the American music critics (including Mr. Schwab at the New York Times, Mr. Connery of the New York Herald—a “musical critic of great ability,” the “brilliant feuilletoniste” Mr. Wheeler at the World, and John Hassard of the New York Tribune, “a fanatic admirer of Wagner”);3 and offered a series of character sketches of leading figures in American musical life (135–137, 141–152). These included the theatre manager Maurice Grau (1849–1907), the impresario Max Maretzek (1821–1897), the Spanish harpist Esmerelda Cervantes (1862–1926), and the conductor Theodore Thomas (1835–1905). Although Thomas had “done so much to popularize classic music in America,” Offenbach suggested that his interpretations of Rossini, Auber, Verdi, and Hérold were “without force or animation” (147).

However, in terms of composers’ assimilation of travel literature, it is the writings of Berlioz that are the most significant. His European travels, published in serial form before finding their way into the Memoires, as Inge van Rij suggests, can be understood as a blend of the “Grand Tour” tradition and “beachcomber” narratives (van Rij 2015, 39). If the German travels betray the influence of the writings of the Prussian explorer Alexander von Humboldt (1769–1859), van Rij demonstrates how the Second Epilogue of Berlioz’s Evenings with the Orchestra—an account of the Irish composer William Vincent Wallace’s encounters with otherness in New Zealand—may have been based on the French explorer Dumon d’Urville’s Voyage de la corvette l’Astrolabe (van Rij 2015, 14–47).

Given composers’ engagement with and awareness of literary descriptions of travel (Berlioz 1966, 6–7 confirmed that his “interest in foreign countries … was whetted by reading all the books of travel, both ancient and modern” that he could “lay hands on at home”), as I have suggested elsewhere (Allis 2012, 245–289), it is possible to apply some of the strategies adopted by travel writers as outlined here, offering the genuine potential to reassess specific musical works. Just as discussions of literary descriptions of travel have highlighted a plethora of titles (including “Sketches, Notes, Diaries, Gleanings, Glimpses, Impressions, Pictures, Narratives … Tours, Visits, Wanderings, Residences, Rambles”) which suggest intent, content, and even narrative style (Pemble 1988, 7; Genette 1988; Kautz 2000, 177), so we might view musical compositions in the same way: whether the Devon-based composer John Pridham’s relaxed Holiday Rambles (1892) for piano, Gustav Charpentier’s wide-ranging Impressions d’Italie (1890), the move from documentation to devotional journey in Liszt’s titular revisions (Album d’un Voyageur to Années de Pèlerinage), and even the use of prepositions to intimate immediacy—as in Elgar’s In the South, Henry Hadley’s In Bohemia, or Massenet’s Devant la Madone (Souvenir de la Campagne de Rome)—or distance (Strauss’s Aus Italien, Elgar’s From the Bavarian Highlands).4 The procession of nineteenth-century musical souvenirs is redolent not only of memories of events experienced as part of the travel process (Francis Bache’s Souvenirs de’Italie and the more prosaic Souvenirs de Torquay) but also of the music encountered there—hence, the national airs that form the basis of works such as Czerny’s Souvenirs d’Angleterre, Bochsa’s Souvenirs de Voyage, or Moscheles’s Souvenirs de Danemarc.

More overt examples that parallel the literary necessity of making the “other” fundamentally different from the familiar can be found in Strauss’s incorporation of “Funiculì, Funiculà” in the finale of Aus Italien under the mistaken impression that this was an Italian folk song, or Holst’s incorporation of holiday-inspired Algerian street music in Beni Mora (1908–1912)—particularly the obsessive reiteration of the musical material in the final movement, “In the Street of the Ouled Naïls.” Related examples include Liszt’s incorporation of a melody by the sixteenth-century composer Louis Bourgeois (c.1510–1561) in “Psaume—de l’église à Génève” at the end of the first book of the Album d’un voyageur, or the aim of the paraphrases in the third book to represent “a series of airs (‘Ranz-des-Vaches, Barcaroles, Tarantelles, Canzone, Hymns, Magyars, Mazurkas, Boleros’), which I shall elaborate to the best of my ability, and in a style appropriate to each, which shall be characteristic of the surroundings in which I have stayed, of the scenery of the country, and the genius of the people to which they belong” (Liszt 1916, preface). Similarly, “Venezia e Napoli” from the later Années de Pèlerinage included paraphrases of Peruccini (“La biondina in gondoletta”), Rossini (“Nessun maggior dolore” from Otello), and Cottrau in “Gondoliera,” “Canzone,” and “Tarantella.” How authentic these examples of otherness are is less important than their being labeled or perceived as representative of a musical “other”—whether the striking “melopées ardentes” of the sixty-six–bar passage on unaccompanied cellos that opens Charpentier’s Impressions d’Italie (figure 5.3), the “canzone entonnée a pleine voix par le mulattiere” of the cello theme in the third movement, “A Mules” (whose minor key reflects the melancholic trope of the musical vernacular described here), or the musical “vibrations éparses” that populate the finale (Charpentier 1900, preface).
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Figure 5.3 Gustave Charpentier, Impressions d’Italie, opening






As Chard reminds us, otherness can be created “through some form of rhetorical ‘duperie’”—hence, Elgar suggesting that his “Canto popolare” episode from In the South was an imperfect aural transcription, but later admitting that he had manufactured the tune himself (Chard 1999, 2; Newman 1906, 171).

Of the additional literary strategies highlighted here, a binary opposition is clear in Elgar’s musical contrast between the chromaticism of “E[dward] E[lar] and family musing” and the diatonicism of the Italian landscape in In the South (an overt North/South musical divide), and the injection of a typically Elgarian sequence within the Turkish religious otherness of In Smyrna (figure 5.4)—both examples suggestive of the composer’s “presence” within the musical scene to add authority by being on the spot. Similarly, in the opening movement of Strauss’s Aus Italien, the E-flat major theme, designated as “memories of home” by Richard Specht (Strauss 1931, preface), impinges upon the G major of the Italian scene; these binary tensions have parallels with Berlioz’s “negotiations of the relationship between civilisation and barbarism” in his song “La captive” (van Rij 2015, 42). Hyperbole can be identified not only in the sustained musical excitement at the opening of Elgar’s In the South (“Maybe the exhilarating out-of-doors feeling arising from the gloriously beautiful surroundings”)5 but also in the exuberant representations of Napolese entertainments in the finales of Charpentier’s Impressions d’Italie and Massenet’s Scènes napolitaines; there are also examples of the past impinging upon the present in the second movement of Aus Italien, “In Roms Ruinen” (“Fantastic images of vanished splendour, feelings of melancholy and sorrow amid the sunshine of the present”; Strauss 1931, preface).
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Figure 5.4 Elgar, In Smyrna, mm. 18–25






While the absorptive power of the foreign scene in literary descriptions of travel finds obvious parallels in Saint-Saëns’s Une nuit à Lisbonne or Massenet’s Devant la Madone, structural models in travel literature—where a succession of first-person chapters invoke successive scenes of otherness for the literary gaze—have musical equivalents in the separate scenic movements of works such as Raff’s Hungarian Suite (“At the border”; “On the puszta”; “Amongst a parade of the Honvéd”; “Folksong with variations”; “At the czárda”—even if this was representative of second-hand travel); Saint-Saëns’s Suite algérienne (“Prélude (En vue d’Alger)”; “Rhapsodie Mauresque”; “Rêverie du soir (à Blidah)”; “Marche militaire Française”); Massenet’s various musical Scènes (napolitaines, hongroises and alsaciennes); d’Indy’s Tableaux de voyage, ops. 33/36, Poème des rivages, and Diptych méditerranéen; the contrasting locations of Strauss’s Aus Italien; the progression of genius loci and cultural artifacts in Liszt’s Années de pèlerinage. The scenic division within the one-movement structure of In the South is offset by the recurrence of Elgar’s opening motif, providing authorial unity.

Just as final chapters of travelogues often indulge in nostalgic musing that revisits significant moments of the foreign experience, so the conclusion to the op. 33 thirteen-movement piano version of d’Indy’s Tableaux de voyage (“Rêve”) recalls both a fragmentary reference to “Lac vert” and a fuller return to the opening movement (“?”).6 We might even be encouraged to explore music’s mirroring of specific travel texts—whether Joseph Schneer’s guidebook Alassio: “A Pearl of the Riviera” and Elgar’s juxtaposition of the tramp of the Roman legionnaires, “strife” (“a sound picture of the strife and wars … of a later time”), and a return to reality in In the South (Allis 2012, 276–277); or as David Larkin suggests, Strauss’s invocation of a boatman’s song in the third movement of Aus Italien (“Am Strand von Sorrent”) and Goethe’s description of fishermen in Italienische Reise (Larkin 2009, 102–103). Given the titular connections often suggested between Liszt’s Album d’un voyageur and George Sand’s Lettres d’un voyageur, one might invoke further parallels between the instability of these texts in relation to their publishing histories and their shared central themes of music’s close relationship with Nature and its primacy as an artistic form (Garnett 1994; Searle 1954, 23–24).7

Music therefore had a prominent place in nineteenth-century travel literature, not only in terms of documenting the musical “other” but also in allowing authors to attain cultural accreditation for their discussions of the relative merits of composers and performers, notions of musical progress and evolution, and the competing musicality of nations. While tropes of melancholy, monotony, simplicity, animality, and discord were utilized for various purposes, literary strategies used in relation to other cultural artifacts of otherness (art, architecture, landscape, food)—including hyperbole, binary opposition, and on-the-spot reportage—were applied effectively in a musical context. As a marker of emotional depth, often associated with the unconscious mind, music’s status as a meaningful art within nineteenth-century intellectual culture was promulgated through thematic reference, and the visual juxtaposition and conflation of musical and literary texts on the printed page confirmed a close music-literature relationship in this period.

However, we should not ignore the implications of this rich discourse for musical composition; just as composers and musicians were inspired to pen their own literary descriptions of travel, so their musical works can be interrogated meaningfully in terms of those same literary strategies. This targeted hermeneutic tool can help us to explore not only how musical representations of foreign travel were communicated but also how they might be further understood.






Notes






1.
Stendhal (1959, 347–349) even constructs an imaginary meeting with Rossini, describing the composer’s “brilliant intellect” and discussing Otello, La Cenerentola, La Gazza Ladra, I’Italiana in Algeri, and Tancredi.




2.
 For discussions of nineteenth-century classification of instruments, see Kartomi 1990 and Pasler 2004.




3.
 The Wagnerian proclivities of John Rose Greene Hassard (1836–1888) can be seen in his 1877 study, The Ring of the Nibelungs: A Description of its First Performance in 1876.




4.
 For a discussion of Strauss’s work, see Larkin 2009.




5.
 See the manuscript Egerton 3303, folia 84–86, housed at the British Library, London.




6.
 While d’Indy’s Op. 36 revised six-movement version for orchestra retitles this opening movement “Préambule,” the original suggests a more personal meaning—perhaps representative of d’Indy himself.




7.
 Three of Sand’s letters were published separately in the Revue des deux mondes before their revision for the various editions of the Lettres in 1837, 1843, and 1857. Liszt’s Album d’un voyageur was first published in complete form in 1842; the first miniature in Book II was originally composed as a separate piece (1833–34), Books I and II had been published separately in 1841 and 1840, and Book III was originally published as Trois aires suisses (1836).
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chapter 6 



Philosophy and Aesthetics



Lawrence Kramer







Philosophy and aesthetics in the nineteenth century recapitulated the change that overtook music in the eighteenth century. The change was epochal, but the familiar descriptions of it—polyphony recedes, continuo disappears, harmony moves differently, sonata form emerges and the symphony, string quartet, and piano sonata emerge along with it—are merely documentary if taken in isolation. They leave out what is most consequential: that the emerging genres and techniques took hold because they expressed, and also helped foster, a general shift in the characterization of value-laden experience.

The direction of this shift was from affectivity to subjectivity: from states of being that were stable and countable to processes that were neither. Its sites were diverse, from the rise of poetry that aimed to trace the workings of imagination to the twin births of the psychological case history and of clinical medicine, which treated minds and bodies, respectively, as knowable not only in their generality but also in their particularity. These developments in turn formed part of the larger shift from what Michel Foucault termed the classical episteme (order of knowing) to its modern successor, as understanding came to depend less on static classification and more on dynamic explanation (Foucault 1970, xxii–iii, 250–253, 344–348). Another, more aesthetically oriented way to describe the same change would be to say that expression came to depend less on rhetorical effect and more on narrative projection. It is difficult, perhaps impossible, to connect these and cognate developments in chains of cause and effect. Each seems to have contributed its mite to all the others.

Music contributed by turning from the elaboration of affect-laden textures to the production of strong internal contrasts that cried out for integration. Musical form changed to meet the demand, and at the same time produced its own demand for attentive listening. The rise of sonata form at the end of the eighteenth century epitomizes these reorientations. The imperatives of music began to act like the imperatives of the ego as the era’s psychology was beginning to understand them, as a dynamic synthesis of diverse elements. The psychologist Johann Christian Reil, for example, theorized that the aim of personality development should be a mind that continually turns self-consciousness into self-possession, assimilating the flow of mental representations (Vorstellungen) “into one’s own.” Without the attentive work of this “governing ego,” the mind would be “an empty likeness in the mirror of a sea that simply reflects floating objects but cannot hold fast to the reflected images.” Only active self-consciousness can “synthesize the mental man, with his many qualities, into the unity of a person.” The result is a kind of interior cosmos “stretching into endless space” and “roll[ing] up the immeasurable thread of time into a ball” (quoted in Richards 1998, 717–718).

In keeping with the strain of eighteenth-century aesthetics that regarded music as what Kevin Barry called “the empty sign” (Barry 1987, 1–18), the musical equivalent of this mental dynamism became the mirror of the listening self. In hearing music one heard who one was, or should be, or wished to be. Hegel subsequently epitomized this conception, and also the limitation attached to it, when he posited that music presents the subject with the latter’s own subjectivity, but only in pre-reflective form. Music “makes the inner life as such, and as subjective feeling, something for apprehension by the inner life … in the figurations of inwardly reverberating sound. … But for this very reason, it is capable only to a relative extent of harboring the variety of spiritual representations and intuitions” that compose reflective life in all its richness (Hegel 1975, 959, 963; translation slightly modified). For Hegel, the power to articulate subjectivity in full rested with language, and language, even in song, remained external to music. Music was expressive, but not discursive.

The idea that this formulation crystallized, though not necessarily the formulation itself, became the default understanding, and perhaps already was. It gave rise to two corollaries that would remain dominant until the end of the twentieth century and that still flourish, at least at the level of cliché, despite abundant evidence to the contrary.

The first corollary is the idea that music is a vehicle (among the arts, the primary vehicle) of the ineffable and the transcendent. The subjective effects of feeling and sensation extended by degrees into a deep, mysterious, indescribable interiority that in turn extended into the realm of spirit. What Hegel characterized as merely vague and abstract becomes the potent stuff of enigma. Thus Johann Gottfried Herder elevates hearing over vision, and music over all the other arts, as the primary means of passage inward and upward:

Is there still a question whether music will surpass in its inner potency every art that clings to the visible? It must surpass them, as the spirit the body: for it is spirit, bound up with great nature‘s innermost power: motion. What cannot become clear for the human being becomes communicable in [music’s] manner, in [music’s] manner alone: the world of the invisible.1 

(Herder 1880, 187, my translation; for further discussion,
see Watkins 2011, 29–32; and Bonds 2009, 24–25.)


For Herder, music brings reverent contemplation (Andacht, devotion) to hover, “pure and free, over the earth” (1880, 187). And Eduard Hanslick, describing the devoted listening practice necessary to hear music as he thinks it should be heard, purely for its own sake, affirms (or, from another standpoint, concedes) that “unflagging attendance [Begleiten] in keenest vigilance … can, in the case of intricate compositions, become intensified to the level of spiritual achievement” (Hanslick 1986, 64).

This system of exaltation had genuine social utility in an era when the ineffable and the transcendent were widely felt to be slipping away in the wake of scientific knowledge and religious doubt. But the notion of music as an aesthetic sacrament, which in oblique or disavowed forms long outlived its origins, has probably done more to inhibit thought about music than any other single idea.

The second corollary—actually the twin of the first, the first in negative form—is the idea that music qua music is always fully immediate and cannot, therefore, convey ideas. A fortiori, music cannot reflect or philosophize on itself. Hegel’s arch nemesis, Kierkegaard, speaking from within what he identified as the aesthetic standpoint, made exactly that claim (Kierkegaard 1992, 79–81). One consequence of this supposed incapacity was the rise, later in the century, of musical analysis as a substitute discourse of musical reflection: the professional, primarily academic parallel to philosophical aesthetics. The deficit of reflective content found its compensation in the surplus of form. This relationship supposedly granted form the unique power to mediate musical expression—then universally identified with feeling—without diminishing the immediacy of musical expression. Form was feeling objectified; feeling was subjective form. The language of analysis was therefore free to ignore expressive content because the content was immanent in the form that analysis revealed.

Another consequence, and the one that forms my focus because it is less well recognized, is the composition of instrumental music that defies augury. This is music that aims to do precisely what it is not supposed to be able to do: to raise subjectivity to the plane of reflection. I do not mean to suggest by this that music could make itself the peer of literary or philosophical language in rigor or nuance, although I do hope to suggest that music is more robust in these areas than it is usually given credit for. They key point is that during the nineteenth century, music at times aspired, and succeeded in aspiring, to the condition of reflective understanding. Such music did so not in dissent from its assignment to the sphere of feeling qua subjective immediacy, but as a working out of the implications of precisely that assignment. Hegel notwithstanding, if music was a medium or embodiment of subjectivity within and spirit without, then music was capable of reflection. Without that capability it would be only what it was sometimes accused of being—mere sensation, “more enjoyment than culture,” as Kant notoriously said (“mehr Genuss als Kultur”; Kant 2000, [sec. 53], 205).

Music, in other words, could incorporate philosophical concerns in aesthetic form independent of the discourse of philosophical aesthetics. This statement should be taken in a strong sense. If we want to understand the relationship between philosophy and music during the period, paraphrasing or interpreting the work of aestheticians such as Hanslick, Theodor Vischer, or Edmund Gurney can take us only so far. We need to go beyond examining the philosophy of music and examine the music as philosophy. The former has been done very often; the latter rarely, if at all. The aim of this chapter is to fill that gap.



To that end, what follows is a series of case studies, building up from brief to more extended instances with the aim of demonstrating the continuity of philosophical concern, on one hand, and its capacity for far-reaching development, on the other. Although no formula for producing musical self-reflection is possible or, for that matter, desirable, the music discussed here exemplifies two frequent ways of going about it: with effects of repetition, replication, or reminiscence where they are not expected, or at least not required, and with effects of interruption or intrusion. Effects of either kind are found only rarely in the music of earlier centuries. They proliferate as the nineteenth century unfolds and continue to multiply thereafter. In that sense, the era’s reflective imperative changed music and musical culture in fundamental ways.

The brief instances consist of the finale of Mendelssohn’s C-minor Piano Trio, Nietzsche’s piano piece “Das ‘Fragment an Sich,’” and the double bass solo on “Frere Jacques” in the slow movement of Mahler’s First Symphony. The more extended examples include Liszt’s Faust Symphony and First Mephisto Waltz, and Schumann’s cycle of short pieces for piano, Davidsbünderlertänze.

In all these cases, and paradigmatically, formal patterns and processes become the means of reflective understanding independent of any generalizing conception of form. They do so by the particularity of the relationships into which they enter with expressive traits and gestures. It does not matter whether the formal configurations are obvious and long observed or in need of close attention before they stand out. Either way, they have no significance apart from the expressive action. The question every time is not whether the formalities are clear or obscure, but what they may come to mean and do. The question has rarely been asked demandingly enough. What is striking historically is that the period that all but invented such self-reflective composition proved incapable of grasping it in theory, no matter how sophisticated the theory might become. For a long time, that lack of capability was one of the period’s musical legacies. We are still in the process of undoing it.

This division between theory and practice is a direct consequence of the impulse to exaltation that, in effect, became the first law of musical aesthetics. When the theorist Hugo Riemann claimed that music obeyed universal laws, he at the same time elevated it as the aesthetic embodiment of the universal. Max Reger voiced a contrary understanding with a principle of unlimited particularity: “Any chord can follow another chord” (quoted in Harrison 1994, 1; Reger attributed the principle to Liszt, but it does not appear in Liszt’s published writings). This statement is both a recognition of compositional realities at the end of the nineteenth century and a valorization of practice over theory. The same conditions that for Schoenberg meant tonality had to be abandoned (and subsequently that music required a new rational foundation, which twelve-tone composition would supply) meant, for Reger, that tonality had to be continually reinvented. The rise of the particular was an opportunity, not a problem. As Daniel Harrison has noted, Reger’s own practice drew withering criticism from Heinrich Schenker precisely for flouting the laws that Schenker deemed universal (Harrison 1994, 2–5).

Outside the rarefied sphere of music theory, however, the language used in making aesthetic judgments about music provided the nineteenth century and a small slice of the twentieth with a practical, widely shared vocabulary of the numinous in a culture that had lost its philosophical capacity to sustain anything of the kind. The vocabulary was inadequate, and everyone knew it, but that fact did little to impede its use as long as music, specifically European classical music, sustained a position of eminence among the arts.



Mendelssohn


Perhaps the earliest means of musical self-reflection, and one of the most enduring, is music that turns up where it is not supposed to be. The recognition that the music is misplaced breaks the immediacy of listening and impels the listener to ask the reason why. Regardless of the answer, the question endows the music with reflective agency. This device occurs in several later pieces by Beethoven via the return of music that is supposedly already finished: in the Piano Sonata no. 28, op. 101, the Sonata for Cello and Piano, op. 102, no. 1, and most famously in the finale of the Ninth Symphony, when melodies from the three preceding movements reappear only to be rejected on behalf of the choral setting of Schiller’s “Ode to Joy.”

Mendelssohn’s Piano Trio no. 2 in C Minor (1845) introduces a different kind of misplacement. The work is agitated throughout, shot through with a pulsating energy it can barely keep under control. Even the initially tranquil slow movement is eventually swept up in the rising tide. The finale, marked Allegro Appassionato, brings the agitation to a peak. But it also abruptly introduces a musical deus ex machina to quell the turbulence: a chorale theme that seems to come from nowhere and is quickly discarded, only to be retrieved later as the solution to the music’s troubles. The theme initially resembles, and probably alludes to, a real chorale, Vor deinen Thron tret ich hiermit (Herefore I step before Thy throne), found in the sixteenth-century Genevan Psalter prepared under the direction of John Calvin.

It is hard to think of a precedent for the use of this theme. Haydn and Beethoven had composed chorale-like main themes for the slow movements of several string quartets, but finales were terra incognita (Kramer 2009, 59–78). And Mendelssohn’s chorale inserts the chorale not only in the wrong place but also, given the theme’s archaism, in the wrong time. Just what to make of this sacred incursion (for example, does subjectivity curb its excesses by interiorizing sacred forms or by subordinating itself to their external mandates? And either way, with what consequences?) requires more discussion than there is room for here. The key point is that something has to be made of it, or should be. Unless listeners are content to reduce what they hear to the lowest common aesthetic denominator—which, to be fair, has been the prevalent practice—they need to ask what the music is thinking of: to reflect on its enigmatic reflection.



Nietzsche


Nietzsche represents a partial exception to the rule that the nineteenth century had no vocabulary adequate to address the reflective potential of music. Prefiguring Adorno’s procedure, still unusual in the twentieth century, Nietzsche treated music as symptomatic of a historical condition in which the destiny and the definition of the human were at stake. This understanding is particularly prominent in Nietzsche’s long love–hate relationship with Richard Wagner. His late polemic, The Case of Wagner (1888), is explicit:

The philosopher is not free to do without Wagner. He has to be the bad conscience of his time: for that he needs to understand it best. But confronted with the labyrinth of the modern soul, where could he find a guide more initiated … than Wagner? Through Wagner modernity speaks most intimately, concealing neither its good nor its evil—having lost all sense of shame. And conversely: one has almost completed an account of the value of what is modern when one has gained clarity about what is good and evil in Wagner. (Nietzsche 1967, 156)


Nietzsche, who scorned Kant’s notion of the disinterestedness of aesthetic pleasure, does not think of music in aesthetic terms at all. Like Theseus in the Cretan labyrinth, the philosopher in the labyrinth of the modern soul plays for higher stakes.

The younger Nietzsche tried his hand at musical composition, and at least one of his pieces is conceived as a reflection on itself. Its title says so: “Das ‘Fragment An Sich’”: a fragment on the “an sich,” the in-itself, with a clear echo of Kant’s famous, and famously unknowable, “Ding an sich” (The thing in itself). This short piece for solo piano has no ending and therefore no duration. Its concluding notes lead back to the beginning under the enigmatic instruction “Da capo con malinconia” (From the top with melancholy). Da capo instructions normally refer to a sign at which the repetition is supposed to stop. Nietzsche omits the sign. The implication is that the music should be repeated as many times as melancholy requires. But what melancholy? And why melancholy? The implication here is that it is the melancholy of knowing that the an sich, including the an sich of “Das ‘Fragment An Sich,’” is eternally unknowable. Playing the music is a philosophical reflection and deciding when to stop is a philosophical act.



Mahler


About the only thing the slow movement of Mahler’s First Symphony has in common with the slow movements of the symphonic tradition is that it is slow. Where tradition calls for heartfelt expression, Mahler provides what he identified as “biting irony,” replete with a main theme consisting of an eerie transformation of the children’s folk tune “Frere Jacques” (“Brüder Martin” or “Brüder Jakob” in German) and outbursts of what sounds very much like klezmer music. The “Frere Jacques” parody mocks the call of the verses—not sung here, of course, but universally known for many generations—to rise up to the sound of the morning bells.

But one need not think of that mockery to be made to think. Perhaps the chief source of the music’s disquieting effect is that the “Frére Jacques” tune is a round. Most of those who still know it, which seems like a good many people, have learned it as children singing in groups. The words mostly mean nothing (they meant nothing to me when I learned it ages ago in French), but the effect of social cohesion is immediate. What Mahler does is break that cohesion down into a heap of lost connections. The tune is sung by what shouldn’t be a solo instrument, a double bass, whining along in a minor key. Everything we know about the tune, its innocence, its association with childhood, its collectivity, its anonymity as a folk tune, turns into a sinister opposite for which we have no real name but that we call, for lack of anything better, a funeral march.

The result is to put in question the effectiveness of the symbolic apparatus by which we address the meaning of mortality and at the same time to suggest that the insulation of childhood—in particular our own remembered childhood—from the knowledge of mortality is a transparent exercise in disavowal. In the present context, what is most compelling about this music is not its topical urgency but its reflective detachment. It is only secondarily an expression of feeling, if at all; it is a reflection on symbolization first. The disparity between the two is, perhaps, what finally makes the music so grotesque.



Liszt


Goethe’s dramatic reworking of the Faust legend inspired numerous musical treatments, from Schubert’s four-minute song “Gretchen am Spinnrade” (“Gretchen at the Spinning Wheel”) to the hour-long conclusion of Mahler’s Symphony no. 8. These two iconic works embody the two aspects of the drama that drew the most attention musically: from Part I, the tragic consequences of Faust’s seduction of the innocent Gretchen, and from Part 2, the last act in particular, the question of whether Faust can be redeemed despite his pact with the devil Mephistopheles.

Liszt originally conceived of the Faust Symphony as a triptych, with separate movements devoted to Faust, Gretchen, and Mephistopheles. He named the work accordingly: A Faust Symphony in Three Character Pictures. The music, however, incorporates a reflective tendency which he subsequently came to realize, or at least to believe, demanded something more. In 1857, three years after composing the original version, he added a short movement with male chorus setting the “Chorus Mysticus” that ends the drama:


All that is passing

Is but a likeness;

The unavailing

Here is achieved;

The indescribable

Here becomes deed;

The eternal feminine

Draws us on high.2 (Goethe 1962, 351; my translation)



Goethe’s Faust is a learned man, but the real philosopher in Faust is Mephistopheles, a devil who acts not from malice but from existential despair. In one of the drama’s most famous lines, Mephistopheles identifies himself as the personification of what Nietzsche would later diagnose as the essential malady of the nineteenth century, nihilism. “I am,” says Mephistopheles, already contradicting himself, “the spirit who always negates”: Ich bin der Geist, der stets verneint (Goethe 1962 [Faust Part One, l.1338], 43). In the Faust Symphony, Liszt preserves and intensifies this definition. The spirit of negation determines the endpoint of the first version and the turning point of the second.

Both versions proceed by narrowing the role of Faust and expanding the role of Mephistopheles. The first movement characterizes Faust as protean, with an abundance of melodic transformation and a harmonic palette dominated by the unstable sonority of the augmented triad. Goethe’s motifs of striving and aspiration find their parallel in the music’s constant metamorphosis. The second movement confines Faust to the tragic romance with Gretchen that fills out the first part of the drama. Or, rather, to the romance; the tragedy happens offstage, so to speak, between the second and third movements. Gretchen, for that matter, is something of a guest in her own movement, which does not represent her in her own right but as she appears in Faust’s eyes. She acts primarily by reflection, as the melodies assigned to her become prompts for the successive transformation of all Faust’s melodies; eventually, Faust’s transformed melodies all but replace Gretchen’s. In the drama, Faust voices a wish to possess Gretchen by gazing at her; the music acts as if to grant that wish in auditory form.

Enter Mephistopheles. He, too, transforms Faust’s melodies, but to a very different end. Liszt portrays Mephistopheles as a figure who does not so much have the ability to reflect as he suffers from the inability to do anything else. The celebrated technique of this portrait is plain and simple: Mephistopheles has no melodies of his own, but—with one exception—only parodies of the melodies assigned to Faust. The exception occurs near the end, when the movement also recalls the melody assigned to Gretchen; despite what is often claimed, this theme, too, succumbs to transformation in Mephistopheles’s paraphrase (Kramer 1990, 125–128). When one moves from Gretchen to Mephistopheles, transformation becomes travesty. Faust the quester, having been reduced to Faust the lover, becomes Faust the buffoon. Liszt, who in a letter postdating the symphony by several years called Faust “a decidedly bourgeois character … [whose] personality scatters and dissipates itself,” seems to have given Mephistopheles the same opinion. But that is not all.

The negativity of the Mephistopheles movement poses a paradox. Its negation gradually assumes a positive form, a value of lawless and amoral play, which offers to displace the Faustian striving that is supposed to defeat it. The spirit of negation becomes not the cause of nihilism but the cure of it. The understanding thus produced is exemplary. It is intellectually complex even though its musical means are simple. And it has nothing to do with the contemporaneous debate over “program music” (music guided by an external narrative), which was the only vehicle the nineteenth century had to address the question of philosophizing musically.

One reason why Liszt added the choral finale to the symphony was perhaps to counteract the seductive appeal of Mephistopheles. The original ending of the “Mephistopheles” movement, a brief, dutiful blast of C major to signify that all is now well, was obviously more a concession than an affirmation. In contrast, Schumann’s oratorio-like Scenes from Goethe’s Faust, the ecstatic conclusion of which Liszt had conducted in 1849, avoids the problem of Mephistopheles by essentially cutting him out of the picture. Mephistopheles appears only in the opening number, to establish the Faustian bargain, and during the scene of Faust’s death, to collect on it. Schumann thus cancels the principle of negation by turning its personified form into a minor character and ignoring it most of the time. For Schumann, the philosophical verses that conclude the second part of Goethe’s drama were a culmination, and not what they were for Liszt, an afterthought. Liszt’s choral finale requires further consideration, and will get it. Before it does, however, we need to ask what more is at stake in the symphony’s turn to reflection in the form of irony and, more specifically, in the form of ironic quotation.

One answer concerns the power of the gaze. My Music as Cultural Practice, published in 1990, includes a chapter on the Faust Symphony that understands the Gretchen movement as a musical study in the power of the now all too familiar male gaze (107–118). The movement, I suggested there and have intimated here, is less a portrait of Gretchen than it is a demonstration of how Faust’s perception of her transforms him as a subject. If I were writing the chapter today, I would emphasize more than I did in 1990 the disparity between the power of the gaze as a social practice and its illusoriness as a metaphysical/psychosexual condition. I would call more on Lacan in emphasizing that the gaze has no power outside the force field of social institutions and practices that it depends on, and that it is haunted by the disavowed knowledge of this dependency.

The slow movement of the symphony, “incidental music to a scene of gazing,” is also thus haunted, already touched by, and thus readied to support the negative power of Mephistopheles. The latter’s mode is irony, which shifts the music’s borrowing from the visual to the verbal, from depiction to citation, from the imaginary to the symbolic. The music of the Mephistopheles movement aspires to speak rather than to see. Its medium is parody in the literary rather than the musical sense of the term, and it is important that the parody is as much a matter of changed orchestration (tone color projecting tone of voice) as it is of melodic distortion.

This turn to the virtual-verbal is another reason for the added finale, which reaffirms the power of seeing: the eternal feminine too is glimpsed, at a distance, leading but also sanctifying the gaze whose track “we” pursue. “We” in this case are a male chorus, whose presence invokes a conservative political and religious tradition. Male choruses in nineteenth-century German culture were a bastion of orthodoxy in both arenas. The effect of the male chorus in the finale is to uphold and justify the condition of being transfixed, which is the form of redemption the music envisions.

No less than Gretchen, the Eternal Feminine appears only indirectly, through its effect on the men who contemplate it. The voices of Liszt’s musical band of brothers combine to channel the spirit of affirmation; they answer the mockery of Mephistopheles with their collective devotional weight. But even the resonance of the male chorus, a resonance both social and musical, is not finally hefty enough to counter the spirit of negation. Or so Liszt seems to concede by bringing out the big guns in the form of the organ to wrap things up, something that Schumann did not do but that Mahler would later recall when he set the same verses in his Eighth Symphony. The organ “voice” cancels Mephistopheles’s verbal mimicry in the most unanswerable of terms. But Liszt cannot, even so, undo the impression that the choral finale is not only a factual but also a formal afterthought. The movement is too short to carry the weight assigned to it, or, to put the problem another way, not long enough to make us forget what Mephistopheles has “said.” The symphony thus extends its ironic mode of reflection in the act of trying to cancel it.

The problem exposed by both versions of the Faust Symphony is the critical potential of music—the power of music to provoke thought as well as, or even instead of, conveying feeling. The era did not have a vocabulary to recognize this problem explicitly, but that does not mean the problem went unnoticed. Consider the case of Eduard Hanslick, who, as a journalistic music critic, is notorious for his dislike of Liszt (and of Wagner even more). Hanslick’s dislikes did not keep him from listening seriously. Admittedly, he condemned most, though not all, of Liszt’s music; his reasons were well thought out, even if we reject them. But he was fascinated by the figure of Liszt and could not keep his eyes off him, both metaphorically and, as a concert reviewer, literally. The premise of Hanslick’s reviews is that the musical culture of the German-speaking world is essential to the health of European civilization. He doesn’t argue the case, but it shines through every word he writes. The irony is that Liszt would have agreed—at least up to a point.

In terms of the present discussion, what bothered Hanslick is precisely Liszt’s affinity for Mephistophelian mischief, often associated with the virtuosic bravura of his piano music. Hanslick regards Liszt as a spirit of negation who spurns the internal logic of musical form, the source of the musical beauty that for Hanslick was the sine qua non of musical culture. Perhaps his sharpest rebuke comes in a review of the orchestral version of the First Mephisto Waltz, ca. 1859–62 (which depends on a poem by Nicholas Lenau rather than on Goethe’s drama), a piece that shares the philosophical seductions of the symphony’s “Mephistopheles” movement but not its ambivalence. That seems to be what vexed Hanslick:

What an irresistible subject for erotic flagellant music of the Liszt–Wagner School! Mephisto Waltz illustrates the village inn of Lenau’s in a full-fledged orchestral piece; it begins at once with devilish dissonances that send chills down the listener’s spine and give him a toothache. The basses play for 24 bars over the empty fifth, E-B, over which is struck first the fifth F#-C#, and then the two fifth B-F# and D-A together; and finally rises the monstrous edifice of fifths E-B-F#-D-A-E. Liszt simply stands the natural laws of music on their head. Incompetent to create the beautiful by his own means, he deliberately fabricates the hideous” (ersinnt er mit Ansicht der Hässliche). (quoted in Slonimsky 2000,114; translation modified)


Hanslick condemns Liszt for creating what we would today recognize as a carnivalesque inversion of the normal order of things, “the world upside down”: a temporary release of play, mischief, and bodily energy that serves as a social safety valve (Bakhtin 1984, 245–277; Stallybrass and White 1986). The problem is partly with that end, which undermines the high seriousness of Hanslick’s musical aesthetic, but perhaps even more crucially with Liszt’s means, which surrender musical autonomy to representation by violating the laws of musical nature. Between the two, negativity is contagious. Its inescapability translates to that toothache, one for which the nineteenth century had no cure; the music literally sets the listener’s tooth on edge. In other words, Liszt for Hanslick acts here precisely in the manner of Goethe’s, not Lenau’s Mephistopheles, the self-proclaimed spirit who always negates—and who, in negating, exercises a very considerable if baneful force: the hideous as the rival and evil twin of the beautiful.

And Hanslick was right, in his description if not in his judgment: the hideous arises as an aesthetic goal when the beautiful has lost its Kantian status as the symbol of the good (Kant 2000 [sec. 59], 226–228). The hideous symbolizes precisely nothing; that is what makes it hideous. But what Hanslick identifies as the hideous may also be received, and clearly in this case was received, as a pleasurable spirit of transgression. This virtuoso showpiece channels its negativity toward glamor, celebrity, and that sensational chill down the spine, shading its art into the sphere of entertainment and outside the pale of morality—the traditional site of combat between the good and bad angels of our nature (as in Marlowe’s Doctor Faustus). Like the Mephistopheles movement of the Faust Symphony, this first Mephisto Waltz piece uses a readily perceptible musical technique to demonstrate an understanding in which the figure of Mephistopheles represents the danger and allure of nihilism. And it too proposes a cure: to turn negativity into play and virtuoso performance. In the symphony, where the arena is not a village in but, in effect, the cosmos, the upside-down world of carnival is out of its element. Or so Liszt belatedly thought, and reached beyond the sphere of internal logic for a redemption ab extra. As noted, however, this redemptive turn, which came as an afterthought, responds as much to the appeal of Mephistophelian irony—that is, of spirited negation, negation con brio, almost Nietzsche’s “fröhliche Wissenschaft”—as to its danger. The appeal is to a zone of disobedience and unregulated self-invention that needs no metaphysical supports. The danger is the possibility of negating the principle that, yes, after all, Faust can be saved; there is always an act to follow Mephistopheles (even if we do not quite believe it).



Schumann


Robert Schumann’s “Davidsbündlertänze” (“Dances of the League of David”; the league is an imaginary alliance of artists against Philistinism) is a collection of eighteen short pieces for piano composed in 1837. The score includes written annotations that Schumann removed when he republished the music, with some revisions, as Davidsbündler in 1850. These changes are not cosmetic. The annotations are part of the conception of the 1837 score, which thus counts as a separate work from the 1850 version. My comments here concern Davidsbündlertanze, not Davidsbündler.

The collection is distinguished by a double-frame structure. It has an allusive outer frame consisting of the first and last pieces, and a cyclical inner frame consisting of the second and penultimate pieces. This design is famously askew. Its asymmetry demands a reflection that it also proceeds to enact.



Numbers 2 and 17 form a tonally unified B minor frame articulated by the recapitulation, in the second half of no. 17, of the whole of no. 2: a conclusion by inclusion. Outside this frame stands another one, the parts of which are connected neither tonally nor melodically. This outer frame consists of a prologue in G major and an epilogue in C, “unified,” if that is the right term, by allusions to Clara Wieck, later Clara Schumann. (Robert said of the dances that they conceal “many ideas of marriage,” so that their “story” is that of “a whole wedding eve” of which Clara could imagine the beginning and the end [Schumann 1886, 274, 272]. The wedding eve is a Polterabend, an occasion on which the bride and groom break crockery together in keeping with the proverb, “Shards bring luck”—a sentiment that turns out to be very pertinent, as we will see. Schumann also described the dances as “death dances, St. Vitus dances, dances of the Graces and of goblins” [Schumann 1904, 102].) The prologue is based on a minuet theme written by Clara; the epilogue ends over a series of three isolated C1s usually taken to be a cipher for her.

It seems, then, as if there is a warped outer frame containing an intact inner frame. But only seems: the inner frame is warped in its own right. Number 17, marked “as from the distance” at the beginning, seems to come uncomfortably close at the end, when the reprise of no. 2 gives way to an extended B-minor coda (Hoeckner 1997, 91–109; Kramer 2012, 124–142). The coda is agitated from the start and grows more so as it continues. It disrupts the subdued sensibility and sentiment of the reprise, taking its cue from the reprise itself, which departs from the original ending of no. 2 via two surges of intensity: a measure-by-measure accelerando and a heightened emphasis on the minor mode. The coda cannot end the cycle; it is an excess, not a conclusion. No. 18 has to step in and find a means to conclude, though its sense of withdrawal may also suggest a contrary extreme. No. 18 is mesmerizing, but as excessive in its stasis as no. 17 is in its dynamism. Nonetheless, the reversal holds: agitation yields to contemplation, action to reflection. The reflection, moreover, is real; it is not just a matter of mood.

Schumann declares as much in an epigraph he inscribes at the head of no. 18, complementing another at the head of no. 9.3 The epigraphs refer to utterances by the two personae into which Schumann in the 1830s projected two sides of himself—the extrovert Florestan and the introvert Eusebius:


9. Hereupon Florestan stopped and his lips quivered painfully.


18. Quite superfluously, Eusebius added the following while great bliss radiated from his eyes.

The first epigraph marks a descent to the inarticulate, the second an ascent to the articulate. Florestan’s voice fails him. Eusebius’s utterance may be superfluous, but it coincides with the communication of his bliss.

The epigraphs presents the cycle as a diptych: twice-nine. In keeping with this division, Schumann appended signatures to each piece with the initials F and E. As the tabulation that follows shows, the first half is dominated by the figure of Florestan, the second by a Florestan–Eusebius mixture that metamorphoses at the end into a “pure” Eusebius. This is the Eusebius who speaks in no. 18, and who thus emerges as the true, pure, or inner subjectivity extricated from the composite F/E. Perhaps what he has to say is not so superfluous after all:





	
1. F/E

	
10. F




	
2. E

	
11. E




	
3. F

	
12. F




	
4. F

	
13. F/E




	
5. E

	
14. E




	
6. F

	
15. F/E




	
7. E

	
16. —




	
8. F

	
17. F/E




	
9. F epigraph

	
18. E epigraph








Number 9, like no. 18, is in C major; no other piece in the cycle shares the key. The two pieces are also alike in the link they establish with no. 1, the G major of which prefigures the dominant of C. No. 9 begins off the tonic but arrives at the dominant seventh (in other words, G7) as part of an oscillating bass. The bass keeps oscillating, but the dominant seventh keeps returning, gradually establishing itself as the piece’s harmonic engine in an almost machinic sense. No. 18 begins with the dominant seventh over a tonic pedal and proceeds to liquidate the seventh chord into a G-major triad via a rising arpeggio. The gesture, which returns a little later, stands apart from the rest of the piece. Its return enhances the feeling of tonal reminiscence, and then, its work done, simply disappears.

The two ninth pieces thus join with the first one to form an outer frame that cuts across the totality that it bookends. At midpoint the outer frame jars against the more explicit and seemingly more rational inner frame, from the perspective of which the cycle is a continuous succession of sixteen pieces. This splintering of perspective is already at work in the first piece, the most overt and most disjunctive pairing of Florestan and Eusebius, whom the remainder of the work must place in a more plausible relationship. The last piece identifies that relationship as a succession or retreat, a turning inward and a work of speculation. The tonally closed inner frame is incorporated—not negated, but absorbed—by the more open-ended outer frame. The openness and the absorption alike become audible, literally resonant, as the music ends. The outer frame never arrives at a real C-major cadence. Repeated C’s in the deep and very deep bass, supplemented by skeletal melodic movement, form a substitute, on the slowly fading sound of which the work dwindles away (figure 6.1).



[image: display]
Figure 6.1 Robert Schumann, “Davidsbündlertänze”, mm 42–58






In short, Davidsbündlertänze is not a single cycle but, rather, two competing cycles compacted into one, and with opposing definitions. From the perspective of the inner frame, the cycle begins in reflection and ends in passion. From the perspective of the outer frame, the cycle begins with a bang but ends by ebbing dreamily away. The twice-nine cycle enacts a reversal: the first half moves from Florestan–plus–Eusebius to Florestan, the second from Florestan, through increasing mixtures, to Eusebius. The cycle of sixteen begins and ends with Eusebius, who, in the coda, attempts to incorporate Florestan with uncertain success. One cycle (the twice-nine) slowly withdraws from the outer world; the other (sixteen straight) tries to reach out and incorporate the outer world. The music thus situates subjectivity, embodied in the twin personae, between the alternatives of withdrawal and incorporation. In so doing, it reflectively identifies a logic that it ascribes to the construction of self.

The effect of the outer frame is to contain the whole within a subjectivity that stands outside the structure of parallel halves, outside the symmetry of that structure, and apart from the equally “authentic” subjectivity encompassed by the inner frame. The outer frame is processual (hence the linear but penumbral G-G7-G-C) where the inner frame is circular; the outer cycle is oriented toward difference, the inner cycle toward continuity. The two coincide only in moving between energy and reflection, Florestan and Eusebius, though they do so in opposite directions and for different reasons: the inner frame as a rebellious afterthought, and the outer frame as a restoration of the destination that the inner frame disrupts—a destination, however, which is inevitably changed by the detour that leads to it. The clashing frames acknowledge what the music they frame cannot quite admit: the binary model of self that is projected here and elsewhere in Schumann’s piano works of the 1830s is illusory, a compensatory mask for a freely metamorphic subjectivity that leaves the self in splinters.



Paraphrased in philosophical terms, the music is a rejection of the primacy of the ego found in German thought from Kant through Fichte through Schelling. It forms a demonstration of how subjectivity can be produced in the radical absence of a transcendental subject, Kantian or otherwise. No one at the time would have described the music in these terms (for the record, no one did), but at least some of what was said implied them.

For Carl Koßmaly and Franz Brendel, Schumann’s contemporaries and two of the earliest critics to write about him at length, the subjective volatility so conspicuous in Schumann’s music is an aesthetic virtue only when a Reil-like governing ego is audibly in control of it. An important test case for both is Carnaval, a musical masquerade jumbling together character sketches of real persons, commedia dell’ arte characters, and the alter egos Florestan and Eusebius. Koßmaly happily accepts the carnival metaphor as a license for the fragmentation of self, but adds that “among the wild crowd of chaotically thronging figures … there sometimes emerges a single seemingly lost note of gentle, sweet feeling and humoristic feeling and constancy.” He regards Davidsbündlertänze as a less polished twin of Carnaval: “more like [a series of] first drafts that have been dashed off than completed character pieces, [but] nevertheless [distinguished by] the variety and originality of their attitude and tone” (both statements quoted in Todd 1994, 311). The resemblance to first drafts serves as an implicit assurance that the lost note of the intact Schumann is still in there—somewhere.


Carnaval makes Brendel nervous. He admires the wit and beauty of the music but cannot accept what he regards as its separation of the intellect from fantasy, imagination, and sentiment: “If fantasy has emancipated itself from the intellect … then it is obvious that the intellect, no longer integrated into a higher organic context, appears now as a separate faculty standing in opposition to fantasy” (quoted in Todd 1994, 324). Brendel regards the music of Carnaval as the explicit revelation of a subjectivity divided against itself from the start, capable only of extending its fragmentation as one character sketch after another joins the wild crowd. Accordingly he embraces the governing Florestan–Eusebius duality of Davidsbündlertänze with something like relief, but not without noting the “vacillations and struggles” that, refusing to be governed, pervade the sequence. His frame of reference leaves room to acknowledge such restive undercurrents, and even to connect them to “humor” as an aesthetic principle. But there is no room to surmise what the music itself does: that these supposed undercurrents are less the expressions of a presiding subjectivity than they are replacements for one.

Perhaps that made Schumann nervous, too. In 1841 he turned from writing piano collections to more “elevated” instrumental genres, after spending 1840 concentrating on songs. This turn might be understood as a retreat from the radically open, plural, and performative conception of subjectivity found in the piano music and most fully exemplified in Davidsbündlertänze—a sense of self that Schumann could evidently conjecture but not sustain. The retreat is already underway in the passing concentration on song, with its consequent narrowing of the subjective field to the wounded erotic subject of the Romantic Lied. As I have noted elsewhere of both Schumann’s music and his music criticism, “Florestan and Eusebius and their cohort … present impersonation not as the sign of a disturbance in the psyche, but as its essential structure. The act of impersonation is also the act of being personified as someone; it is the theatricalized form … [in] which identity is recognized, preserved, and enjoyed. There is thus no line between “aping” and being, mimesis and doing, enactment and re-enactment” (Kramer 2007, 9).

This performative construction of subjectivity eventually gives way around 1850 to a dream of social authenticity, voiced most clearly in the Rhenish Symphony and Cello Concerto, and prefigured a few years earlier in the opera Genoveva. These compositions seek out the musical equivalents of a public space within an organic society. The central movement of the symphony, a tone portrait of the Cologne Cathedral, does so explicitly. In such spaces, and the musical events that project them, the subject can—or can it?—simultaneously come into being on its own terms and find those terms given to it in a ritual of communal belonging.

All the compositions we have thought about here or, rather, thought in league with, fit well with the kind of discourse that Koßmaly and Brendel brought to Schumann’s piano works. No less does the discourse fit with the music. Koßmaly and Brendel move readily between aesthetic observations and a kind of vernacular philosophizing about the character of subjectivity, with little or no recourse to formal analysis. In doing so they follow the music’s lead. Both the discourse and the music, moreover, fit well within a larger cultural discourse of (self-)understanding. Later, under the reign of twentieth-century modernism, the discourse declined, then virtually disappeared, leaving behind a legacy of deafness to the reflective powers of music. Perhaps it is time to bring it back.






Notes






1.
 “Wäre es noch Frage, ob die Musik jede Kunst, die am Sichtbaren haftet, an innerer Wirksamkeit übertreffen werde? Sie muß sie übertreffen, wie Geist den Körper: denn sie ist Geist, verwandt mit der großen Natur innersten Kraft, der Bewegung. Was anschaulich dem Menschen nicht werden kann, wird ihm in ihrer Weise, in ihrer Weise allein, mittheilbar, die Welt des Unsichtbaren.”




2.
 Alles Vergängliche
Ist nur ein Gleichnis;

Das Unzulängliche,

Hier wird’s Ereignis;

Das Unbeschreibliche,

Hier ist’s getan;

Das Ewigweibliche

Zieht uns hinan.





3.
 There is also an epigraph to the cycle as a whole, printed in the first edition on a portal-shaped title page: “Alter Spruch: In all’ und jeder Zeit / Verknüpft sich Lust und Leid: / Bleibt fromm in Lust und Freud: / Dem Leid mit Muth bereit.” (Old saying: In all and every time / Joy and Pain are linked: / Stay pious in pleasure and joy; for Pain keep courage at hand.)
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chapter 7



Fiction and Poetry



Michael Halliwell






The popular BBC-TV series Victoria (2016), portraying the life of the young British queen, has a scene during which Victoria attends a performance of Donizetti’s opera Lucia di Lammermoor (1835). Victoria’s musical and intellectual interests are well known, but it is not clear whether this particular episode is based on a documented event. The opera’s “mad scene” is the basis of this very brief extract. Victoria, as opposed to other members of her entourage, is shown as being mesmerized by what she is watching—her complete involvement is apparent, and her rapt response is pithy: “the mad scene always makes me cry.” Whether intentional or not, this scene evokes one of the most celebrated opera scenes in nineteenth-century literature, Gustav Flaubert’s novel Madame Bovary (1856), in which Emma Bovary attends a performance of the same opera in Rouen. Similar to Victoria, Emma is totally caught up in the moment, and this extensive and crucial part of the novel is a pivotal moment in the narrative. The emotional response by two very different women to music, and particularly to operatic performance, suggests the central role of music in the broader discussion of aesthetics and the intellectual life of the nineteenth century. This chapter offers a broad survey of the use of music in a wide variety of genres, focusing on particular moments where music plays a crucial narrative, thematic, or metaphoric role, often embodied in the figure of the operatic prima donna. Perhaps not surprisingly, the opera that frequently underscores these moments is Lucia di Lammermoor.

The nineteenth century was a period that “prided itself on fusing arts into generic hybrids, on seeing one art-form through another, and on harnessing music’s signification to everything” (Weliver and Ellis 2013, 4). Any discussion of the relationship between music and literature to the intellectual life in this century must place the figure of the performer at the center. The idea of the musical virtuoso captured the imagination of a broad public; Franz Liszt, Nicolo Paganini, and Jenny Lind spring immediately to mind, emblematic of an increasing professionalization of music-making, and performers found their way into the literature and broader cultural discussion of the period. Domestic music-making also looms large in literature, with the piano as its signifier and “object of cultural capital in a climate where, increasingly, middle-class respectability could be achieved through a display of its visible trappings” (Fuller and Losseff 2004, xix–xx).

Music was generally regarded as practiced by either women, foreigners, or other marginalized figures; all middle- and upper-class girls were expected to learn music—very seldom boys—while the most prominent female performers were the singers who loomed large in popular culture, playing an important role in the increasing recognition of women outside of hearth and home. But attitudes toward music-making were complex; they became “a charged site of cultural struggle insofar as it was promoted as both a transcendent corrective to social ills and a subversive cause for these ills” (Clapp-Itnyre 2002, xvii). There is the paradox of having educators, writers, and social reformers constructing music’s “unparalleled, other-worldly etherealism” while at the same time promoting music as “a practical corrective to foster, patriotism, morality, spirituality, and domestic tranquility,” resulting in musical aesthetics becoming politicized (xvii). The growing perception of the importance of music among the arts is expressed by an anonymous reviewer:

Music seems to be the art of our era. Its definite character leaves great freedom to the activity of the individual imagination. It is able to express our modern ideas in their comprehensiveness and generality. The most subjective of arts, it is best suited to give a voice to that spirit of isolation and individuality which is the characteristic feature of our times. It is therefore the only art in which we not only equal, but surpass all bygone ages. (xviii)

The nineteenth-century prima donna was a figure of great fascination to her contemporaries: “While their vehicles of vocal artistry included oratorio, art song, and ballads, the heights of fame were reached only by the stars of the opera: during the 1870s, shop windows displayed photographs of Patti, Albani, Trebelli, and Nilsson alongside those of Disraeli, Gladstone, and other men of the highest prominence” (Gillett 2000, 141). Patti was even celebrated by having two sonnets to her published in The St. James’s Magazine in 1878.

But there was a duality in perception: “traditional representations of the diva—as siren or vessel or some combination of both; as corrupt, monstrously selfish, ruthlessly competitive; as destructive and deadly,” were also common (Leonardi and Pope 1996, 13). The potency of the idea of the prima donna was well recognized: Walter Donaldson, in 1881, suggested that it was the only position where woman “is perfectly independent of man, and where, by her talent and conduct, she obtains the favour of the public,” allowing her to enter the theatre “emancipated and disenthralled from the fears and heartburning too often felt by those forced into a life of tuition and servitude” (Donaldson 1881, 246). This reflects a view gaining increasing currency in the late nineteenth century, wherein women were seen as staking a claim to emancipation and freedom from “traditional” domestic constraints; the diva could be viewed, not unproblematically and often threateningly, as in the forefront of this struggle, frequently breaking down class constraints, although few of the most prominent singers were working class in origin.



Catherine Clément’s (1989) libretto-centric view is that the beauty and power of the music in opera lulls audiences into overlooking or ignoring the fact that it is mainly the female protagonists who are victims and invariably die. Yet the most potent voices in nineteenth-century opera are female; the soprano frequently sonically overpowers all the male voices—it is only toward the end of the century when the tenor begins to rival the soprano in prestige: “Women in opera are rarely experienced as victims. Rather, they seem subversive presences in the patriarchal culture, since they so manifestly contain the promise—or the threat of women’s equality” (Robinson 1985, 3). Female singers played a significant role in both intellectual and popular perceptions of the changing role of women in society.

Germaine de Staël’s Corinne, ou l’Italie (1807) is considered the first major novel that introduces the idea of the female artist as heroine, as well as the work that marks “the beginning of the ascent of the female opera singer in nineteenth-century fiction”: the novel lays the groundwork for “subsequent explorations of the prima donna’s gorgeous voice and her often tormented personal life (Weliver 2010, 103). The prima donna may be “a familiar, adulated figure on stage and page, but she was still different, exotic, and foreign as compared with the ideal, quietly controlled English femininity” (108). A stark contrast between the middle-class young woman playing and singing in the drawing room and the assertive, independent, and frequently threatening “siren” figure of the prima donna gradually emerges. This is expressed succinctly by George Eliot’s prima donna character, Armgart, from her eponymous verse drama, whose career is suddenly threatened, to which she responds:


What! leave the opera with my part ill-sung

While I was warbling in a drawing-room?

Sing in the chimney-corner to inspire

My husband reading news? (Eliot 1908, 88)



In literature, the intellectual and cultural role of opera is depicted both in performance and in the spaces in which the performances take place, particularly the opera box, an important site of the dominant male gaze. It is important to remember that music-making in the nineteenth century was both visual and aural. Opera “was one of the principal media through which the nineteenth-century bourgeoisie developed and disseminated its new moral codes, values, and normative behaviors” (McClary 1989, xviii). The growing complexity of both operatic plotlines and music allowed the art form to engage with a wide range of social and political issues. Opera was intertwined with broader intellectual currents, as can be seen in the two dominant operatic figures of the century: Giuseppe Verdi and Richard Wagner. Verdi addressed social and political aspects of the century in his operas, while Wagner’s groundbreaking music drama, The Ring of the Nibelungen, although couched in mythology and allegory, engages critically with burgeoning capitalism and ecological destruction, among many other issues.

The fictional representation of music “serves to shift prose writing from critical argument to emotional expression and lyric persuasion,” placing music in “social, cultural and political context, which highlights areas of intersection that can then be applied back to an understanding of the music itself” (Weliver 2006, 27–28). Fiction increasingly used operatic scenes as a form of both visual and acoustic ekphrasis, often to suggest a particular sense of interiority, while the ambition and complexity of operatic music evolved out of operas by Rossini, Bellini, and Donizetti, where the orchestra plays a subordinate role to the virtuosity of the singers, into the music dramas of Richard Wagner, in which much of the drama is embodied in the orchestra, functioning as a form of omniscient narration as in fiction, allowing opera to explore interiority of character independent of the vocal line (Halliwell 1999). It is no accident that the greatest evolution of the novel, and opera, occurred almost simultaneously. The range of poets and novelists who engage with music in some form is wide, and in this chapter I can only glimpse at a few figures and pivotal moments in the long nineteenth century through the lens of the performers and their influence on intellectual culture and society. The chapter commences with Madame Bovary, and has three sections on opera in fiction, including works such as Trilby, The Woman in White, Vanity Fair, War and Peace, and Anna Karenina, followed by sections on Henry James and Edith Wharton, culminating in a discussion of the way in which Wagner “infiltrated” fiction at the end of century. The profound influence of music on the poetry of Whitman is explored, while George Eliot’s neglected poetic drama, Armgart, offers a fascinating perspective of the crucial role of music in her works. The chapter ends with E. M. Forster’s Where Angels Fear to Tread, and a final eruption of Lucia di Lammermoor into fiction.



Emma and Lucie


Herbert Lindenberger asserts that “scenes from operas become a reminder—for author, character, and reader alike—of the gap separating the world of operatic passion from that of ordinary life. Its very consciousness of this gap has allowed the novel throughout its history to meditate on its own sufficiency as a genre” (Lindenberger 1984, 152). Donizetti’s opera in many ways epitomizes romantic opera of the nineteenth century, and it is no coincidence that Gustav Flaubert used it in Madame Bovary, in a scene which offers “an evaluation of the different ways that opera and novels can act on an especially susceptible consciousness” (Newark 2011, 84).

By no means the first use of opera in the nineteenth-century novel, this scene, and of course the novel, has been enormously influential on the intellectual interests of many later writers. There are three narrative levels playing out in this scene: the source novel (Walter Scott’s The Bride of Lammermoor), the original Italian operatic version, and the French version. The scene occurs at a dramatic turning point of Flaubert’s novel where Emma sees in the luxury and exoticism of the opera a symbol of her aspirations and a world with which she longs to engage. For someone like Emma, this world is not completely out of reach, and one way she can enter it vicariously is through her propensity for reading: the novel was increasingly exerting a significant influence on the broader intellectual culture as the readership expanded. In technical terms, Flaubert is cinematic in his narratorial fading of the music in and out of the scene while providing directorial control of the reader’s perception of the characters: the progress of the opera is counterpointed with Emma’s subjective reactions, advancing the plot and revealing aspects of Emma’s consciousness and personality. There are strong ironic elements in the narrative perspective which show an operatic experience that is overwhelming, but one simultaneously being deflated, a frequent narrative strategy in the nineteenth-century novel:

She let herself be lulled by the melodies: she felt a vibration pass through her whole being, as if the bows of the violins were being drawn across her own nerves. She hadn’t eyes enough to take in all the costumes and the scenery, the characters, the painted trees that shook when anyone took a step … a whole creation moving to the music as in the atmosphere of another world. A young woman stepped forward, throwing a purse to a squire in green. She was left alone, and the flute was heard like the murmur of a fountain or the warbling of birds. Gravely Lucy entered upon her cavatina in G major. She plained of love, she longed for wings. So too Emma would have liked to escape from life and fly away in an embrace. 
(Flaubert 1950, 234)


The opera performance is a culmination of preceding events in the novel, as well as symbolic of Emma’s headlong rush into the liaison with Léon and its disastrous consequences: a clandestine relationship which would appear shocking to middle-class readers of the novel. The novel was indicative of the increasingly contested nature of sexual politics in the mid-nineteenth century which was to play such a significant role in the intellectual culture later in the century and beyond.



The Singing Automaton


The figure of the female performer is part of a much wider philosophical idealization of music arising out of the Romantic movement; perhaps best expressed by Arthur Schopenhauer in his influential valorization of music over all other arts (1819): “music is by no means like the other arts, namely a copy of the Ideas, but a copy of the will itself, the objectivity of which are ideas”, while the effect of music is more powerful and penetrating than the other arts “for these others speak only of the shadow, but music of the essence” (Schopenhauer 1958, 257). His ideas influenced many European intellectuals, including Thomas Carlyle, John Ruskin, Herbert Spencer, and Walter Pater, as well as E. T. A. Hoffmann, who saw in music the revelation of “an unknown realm, a world that has nothing in common with the external sensual world” in which man “leaves behind him all definite feelings to surrender himself to an inexpressible longing” (cited in Bowie 1992, 70–71).

In one of Hoffmann’s most celebrated novellas, Der Sandman (1816), we come across the figure of Olimpia, the doll—an automaton—a concept of great fascination in nineteenth-century intellectual life. Hoffmann here explores the relationship between art and reality, a prominent debate in intellectual and artistic circles. The novella has occasioned much debate and critical attention, including from Sigmund Freud, who discussed the work in his essay “Das Unheimliche” (Röder 2003, 58). In Hoffmann’s Rat Krespel (1819), the doomed heroine Antonia is the daughter of a prima donna but has been forbidden to sing by her father. Hoffmann investigates the duality between the figure of the prima donna and the pure, unaffected singer, representing his idealized singers as “musical instruments, music coming not from but through them,” where, like instruments breaking from the strain of overuse, “these artist-martyrs die from an excess of music, or passion, or unrequited love. In the Romantic conflation of female pleasure in performance and forbidden love, music pours through the woman artist and overcomes her” (Hadlock 2000, 70–71). The career of Maria Malibran (1808–1836) is emblematic; she had pushed herself to her limits while unwell, leading to her premature death. Her life fascinated European audiences, embodying the cliché of the performer “who exhausted her life through her art and whose death was the definitive fulfillment and expression of her genius” (Bronfen 1992, 432). A statue of her as Bellini’s Norma—a character who sacrifices life for love—marks her grave.

Hoffmann’s duality inhabits Jacques Offenbach’s opera Les Contes d’Hoffmann (1881), in which the character of the Italian prima donna, Stella, Hoffmann’s muse and lover, is a central agent but a marginal stage figure. She evolves into three female protagonists: the singing doll Olympia, the siren-like courtesan Giulietta, and the doomed but beautiful-voiced Antonia. There is a pronounced self-referential aspect to the opera: an opera about singing which for Antonia, is the direct cause of her death. One might compare these three figures with three female protagonists of Eliot’s final novel, Daniel Deronda (1876): the opera star, the Alcharisi; the putative prima donna with a domestic-sized rather than truly operatic voice, Mirah Lapidoth; and the would-be prima donna, Gwendolyn Harleth, who possesses the ambition but not the talent, all forming a fractured image of the prima donna (Weliver 2000, 112).

The potency of the prima donna is finally made manifest during the epilogue of Offenbach’s opera, when Stella finally appears, but is completely silent: “The prima donna’s song has not been extinguished, but the poet can neither command it nor confine it, for in the last analysis the singer does not exist to serve the Romantic artist”; the epilogue takes us backstage to show the diva in her intense individualism, her performance over, she “walks out from behind the three dead heroines, having survived them all” (Hadlock 2000, 83–85).

Largely forgotten today, George du Maurier’s novel Trilby (1895) is regarded as the best-selling novel in English in the nineteenth century. This novel enjoyed phenomenal success through a broadly based readership and had a “decisive influence on the stereotypical notion of bohemia,” affecting the “habits of American youth, particularly young women who derived from it the courage to call themselves artists and ‘bachelor girls,’ to smoke cigarettes and drink Chianti” (Sante 1991, 331). Trilby, a singer, is not a classic prima donna, even though there are many elements in her story which echo the life of Malibran. Words like “angel” and “siren” were often used to describe professional female singers seen simultaneously as a singing angel and musical demon (Weliver 2000, 247). Through the relationship between Svengali and Trilby, the novel investigates mesmerism and other current scientific theories, as well as aspects of community, identity and, most controversially, racial origins and stereotyping.

Svengali “controls” Trilby by means of his gaze; she has a brief but extraordinary career with Svengali as pianist and conductor. She is not only a vocal object but also a physical one—from her days as a nude model in Paris, to her being on display in her concerts. Her body as a physical sounding board is described by Svengali:

Himmel! The roof of your mouth is like the dome of the Panthéon. … The entrance to your throat is like the middle porch of St Sulpice … and not one tooth is missing—thirty-two British teeth as white as milk and as big as knuckle-bones! and your little tongue is scooped out like the leaf of a pink peony, and the bridge of your nose is like the belly of a Stradivarius—what a sounding board! and inside your beautiful big chest the lungs are made of leather! and your breath, it embalms—like the breath of a beautiful white heifer fed on the buttercups and daisies of the Vaterland! 
(Du Maurier 1998, 50–51)


This highly sexualized description suggests the availability of her body, also symbolized by an artistic fetish with her foot, contrasted with the “incomprehensibility of the throat”; the unknowable in this text “is the female voice rather than female sexuality … Svengali is the only one not subject to this fetish, for he is the only character who truly understands how the throat works,” yet no matter how much du Maurier’s grotesque character may distract us from this fact, it is Trilby herself who sings—the character epitomizes the fascination, as well as discomfort, with professional female vocalists that haunted society throughout the nineteenth century (Fleeger 2014, 31).

Though an instrument of Svengali, Trilby is solidly flesh and blood; however, she is still controlled by a man, unlike the “true” prima donna (Auerbach 1982, 18). Trilby is punished for loving too much and too many, and is doomed from the beginning: “the hypnotized Trilby is like Freud’s uncanny double, neither living nor dead … a harbinger of death” (Bronfen 1992, 441–442). She has appropriated many male characteristics, and is siren and sexual predator, as well as a Traviata-like figure. Similar to Olimpia in Hofmann’s novella, she is described in du Maurier’s novel as just “a singing-machine … a voice and nothing more—just the unconscious voice that Svengali sang with”; her own voice can only function in tandem with Svengali (299). This duality in her character is highlighted by the narrator who describes the sweet and unassuming Trilby in contrast to the Trilby “of marble, who could produce wonderful sounds—just the sounds [Svengali] wanted, and nothing else—and think his thoughts and wishes” (299). Her transformation into La Svengali is a Faustian pact which, of course, has its price—she has to die. Pace Clément!





Whitman’s “Barbaric Yawp”


O what is it in me that makes me tremble so at voices?

…

All waits for the right voices; Where is the practis’d and perfect organ?


—Walt Whitman, Leaves of Grass, XXIV, 435


The protean figure of Walt Whitman emerged in the late 1840s and poetry, and in particular its metaphorical use of music, would never be the same: “For no other poet except Milton is the metaphor of song so central, so persistent, and so complex” (Karlin 2015, 141). Whitman’s use of music is inextricably and viscerally bound up with the body in all its aspects: the physicality of his poetry was a revelation to other poets and writers; he employed music as a metaphor in a variety of ways, but perhaps of most importance to him was the voice, and particularly the trained operatic voice: “But for the opera, I could never have written Leaves of Grass” (Faner 1951, 82). An extended passage from one of his notebooks of 1855 suggests the intensely mystical yet deeply sexualized quality that he found in opera: “I want that tenor, large and fresh as the creation, the orbed parting of whose mouth shall lift over my head the sluices of all the delight yet discovered for our race.—I want the soprano that lithely overleaps the stars and convulses me like the love-grips of her in whose arms I lay last night” (82). This is transformed into “Song of Myself” in Leaves of Grass:


A tenor large and fresh as the creation fills me,

The orbic flex of his mouth is pouring and filling me full.

I hear the train’d soprano (what work with hers is this?)

The orchestra whirls me wider than Uranus flies,

It wrenches such ardors from me I did not know I possess’d

them,

It sails me, I dab with bare feet, they are lick’d by the indolent

waves,

I am cut by bitter and angry hail, I lose my breath,

Steep’d amid honey’d morphine, my windpipe throttled in

 fakes of death,

At length let up again to feel the puzzle of puzzles,

And that we call Being. (Whitman 2007, 76)



Italian opera completely dominated serious music making and its related intellectual and artistic discourse in mid-nineteenth-century New York—Lucia being a central work. Audiences “started considering that listening to—and “understanding”—bel canto in Italian was a sign of intellectual distinction,” while Whitman describes opera as “the faithful mirror of a multicultural nation, a comprehensive art and a healthy instrument of education, reflecting a great number of collective identities” (Mariani 2017, 11, 71). The widespread view was that “real” opera was Italian opera; many operas until late in the century were translated into Italian. Hence Edith Wharton’s acerbic comment at the beginning of The Age of Innocence: “an unalterable and unquestioned law of the musical world required that the German text of French operas sung by Swedish artists should be translated into Italian for the clearer understanding of English-speaking audiences” (Wharton 1921, 3). In actual fact, during the 1870s, when the novel is set, Wagner was becoming the most popular operatic composer in New York and elsewhere.

Whitman regarded it as unfortunate that after the Civil War opera, attendance became more stratified according to class, with attendance at the opera being more important than the actual enjoyment of opera itself for many of the upper classes. While the great Italian contralto Marietta Alboni only appeared in New York for one season, she remained Whitman’s favorite singer, and she left an indelible impression on all who heard her: “Her voice is a contralto of large compass, high and low—and probably sweeter tones never issued from human lips. The mere sound of that voice was pleasure enough” (Faner 1951, 59). But he could be extremely critical of particular singers, despite the great acclaim they enjoyed; his comments on the phenomenon that was Jenny Lind are revealing:

The Swedish Swan … never touched my heart in the least. I wondered at so much vocal dexterity … executed by this strangely overpraised woman in perfect scientific style, let critics say what they like, it was a failure; for there was a vacuum in the head of the performance. Beauty pervaded it no doubt, and that of a high order. It was the beauty of Adam before God breathed into his nostrils.

(as quoted in Faner 1951, 62)


His description has strong elements of both Hoffmann and Du Maurier, suggesting the singing automaton. Emily Dickinson and George Eliot were similarly unmoved by Lind, admiring her technical accomplishments, but feeling that she lacked something profound in her art (Sullivan 1974, 212). Both Whitman and Eliot reflect a pervasive intellectual ambivalence toward aspects of performance, particularly virtuosity; there was intellectual resistance but simultaneous admiration of the achievement of excellence.

Whitman’s reaction to singers and opera suggests a mystical connection to the materiality and “meaning” of the human voice that underlies all the artifice, where imperfections could be overlooked (Halliwell 2014). It was the full-blooded, full-throated vocalism of the Italian singers that thrilled him most; but simplicity could also move him. In his period as a nurse during the Civil War, he described an impromptu ward concert:

The principal singer was a young lady … nurse of one of the wards … join’d by the nurses of other wards. They sat there making a charming group, with their handsome, healthy faces, and standing up behind them were some ten or fifteen of the convalescent soldiers, young men, nurses, etc., with books in their hands, singing. Of course it was not such a performance as the great soloists at the New York opera house takes a hand in, yet I am not sure but I received as much pleasure under the circumstances, sitting there, as I have had from the best Italian compositions, expressed by world-famous performers. 
(as quoted in Faner 1951, 37)




Opera in Fiction 1: Collins, Thackeray, and Tolstoy


Wilkie Collins’s popular novel The Woman in White (1860), was part of a subgenre of novels described as “sensational” and was characterized by “coincidence, mystery, suspense, moral ambiguity and … by secrets,” inhabiting a wider melodramatic tradition which used music extensively to heighten drama (Voracek 2004, 107). The heroine, Laura, is depicted playing the piano on four separate occasions, the music providing an emotional entry into her thoughts and feelings, charting her changing emotional state. Her final “performance” occurs when she plays for the Italian Count Fosco, whose appreciation of music is deep, having “a clear, cultivated, practical knowledge of the merits of the composition, in the first place, and the merits of the player’s touch in the second” (Collins 1896, 202).

Fosco is an enthusiastic performer himself, but is both feminized and demonized through his piano playing and singing (Voracek 2004, 122). His performance of Figaro’s aria from The Barber of Seville has that “crisply-fluent vocalisation which is never heard from any other than an Italian throat,” yet he is described as “a fat St. Cecilia masquerading in male attire” (205). He reflects a common, somewhat paradoxical intellectual attitude in the nineteenth century that knowing too much about music is suspect—in some ways, the amateur was regarded as superior to the professional (Atlas 1999, 267).

Fosco’s performance is described in sinister terms: “The piano trembled under his powerful hands … his big bass voice thundered out the notes and his heavy foot beat time on the floor. There was something horrible—something fierce and devilish, in the outburst of delight at his own singing and playing, and in the triumph with which he watched its effect” (286–287). Then the music making changes from the drawing room to the opera house where Fosco attends a performance of Donizetti’s Lucretia Borgia. He is absorbed by the performance and the passage suggests the threat posed by his foreignness while acknowledging a genuine admiration of his aesthetic sensibilities:

Not a note of Donizetti’s delicious music was lost on him. … At the more refined passages of the singing, at the more delicate phases of the music, which passed unapplauded by others, his fat hands, adorned with perfectly-fitting black kid gloves, softly patted each other, in token of the cultivated appreciation of a musical man. At such times, his oily murmur of approval, “Bravo! Bra-a-a-a!” hummed through the silence, like the purring of a great cat. … Smiles rippled continuously over his fat face … “Yes! yes! these barbarous English people are learning something from ME. … If ever face spoke, his face spoke then, and that was its language. (406)



A highly musical writer, William Makepeace Thackeray’s works are suffused with musical, and particularly operatic elements, most notably Vanity Fair (1848) which, on a metaphoric level, can be seen as a novel charting the course of two novelistic prima donnas, Amelia Sedley and Becky Sharp. The strategic use of opera intensifies in the final part of the book, where Thackeray associates his “two principal women with the opera and with well-known operatic heroines in ways that would provide ironic commentary on them while recalling the roles of each and foreshadowing the conclusion of the novel,” the culmination of the pattern which he establishes early in the novel and sustains throughout (Law 1987, 89). Amelia goes to the opera as a spectator; Becky is a performer: “she is consciously playing the role of someone she is not, and she is performing for profit” (1987, 105).

Opera serves initially as a signifier of social status. The famous scene on the night before Waterloo, when all the characters gather at the opera, has a furious coming and going in the opera boxes—an opera buffa—but the actual opera being performed is not mentioned. The scene emphasizes the crucial social function of the opera where the middle and upper classes could mix. The operatic allusions increase in the final scenes of the novel, when Thackeray uses three operas—Don Giovanni, Fidelio, and La Sonnambula—through which to reveal the narrator’s ambivalent and changing attitude toward Amelia and Becky. Amelia responds particularly to Don Giovanni, identifying with the passive Zerlina, succumbing to her tender moments in the arias, “Batti, batti” and “Vedrai carino.” Amelia does not have the heroic stature of Anna or Elvira; just as Zerlina is overshadowed by these two, so too is Amelia by the forceful and dominant Becky. Amelia sees herself reflected in the self-sacrificing title character in Fidelio but lacks her agency. Despite comic overtones, these operatic elements reveal the gap that lies between what the two women might think of themselves, both condemned by their vanity: “Neither prima donna is wholly satisfying, and readers must, as in life, be content with a performance that falls short of the ideal” (Law 1987, 110).

Leo Tolstoy uses opera scenes in his two major novels, War and Peace (1869) and Anna Karenina (1878), employing the art form as a symbol of societal artifice and pretentious ostentation. The performance that Natasha attends has been described as classic example of ostranenie: stripping away convention to see what lies behind the form (Lowe 1990, 74):

all this seemed grotesque and amazing to Natasha. She could not follow the opera nor even listen to the music; she saw only the painted cardboard and the queerly dressed men and women who moved, spoke, and sang so strangely in that brilliant light. She knew what it was all meant to represent, but it was so pretentiously false and unnatural that she first felt ashamed for the actors and then amused at them.

(Tolstoy 1983, 598–599)


This extended scene suggests a deep distaste for the art form: the unmasking of the artifice, its lack of verisimilitude in the use of song as communication, and the tawdry elements of performance are all focalized through the young and naïve eyes of Natasha. The opera performance is symbolic of the developing relationship and romance between Natasha and the dashing officer Anatole Kuragin. She has noticed him during the first act and his appearance and actions are quasi-operatic: “he moved with a restrained swagger which would have been ridiculous had he not been so good-looking. … He walked deliberately, his sword and spurs slightly jingling” (599). She becomes aware of his interest in her during the interval when she starts “performing”: “She even turned so that he should see her profile in what she thought was its most becoming aspect” (600). She becomes increasingly taken with him to the extent that the opera, which she viewed earlier as artificial and ridiculous, now does not seem so strange: “She looked about with pleasure, smiling joyfully” (602). The narrator directs the reader to consider the ridiculousness of opera through their familiarity with these conventions (Buckler 2000, 96).

In Anna Karenina, operatic elements find their major focus in the Anna–Vronsky story which is contrasted with the less theatrical and seemingly more authentic relationships between the Levins and the Oblonskiis. The two opera scenes do not stage any actual opera performances; all that is narrated in the first scene is: “A famous prima donna was giving her second performance and all high Society was at the Opera House” (Tolstoy 1980, 127). The two unnamed sopranos are Christine Nilsson and Adelina Patti, both of whom appeared in the St. Petersburg winter season in 1872–73 while Tolstoy was writing the novel, and Anna is linked with Nilsson in the various conversations that surround the first scene. The second scene is crucial—Anna attends the opera and becomes the focus of social disapprobation, articulated in French—for Tolstoy another symbol of social artifice and pretense: “Elle fait sensation. On oublie la Patti pour elle!” (She is causing a sensation. No one is paying attention to Patti because of her) (545).

The focus on Patti is not as embodying an operatic character, but as the diva: “On the stage the singer, in a glitter of bare shoulders and diamonds, was bowing low and smiling and she picked up with the help of the tenor—who held her hand—bouquets that had been clumsily flung across the footlights … and the whole audience in the stalls and in the boxes stirred, leaned forward, shouted and applauded” (542). Patti is not named: Anna, in effect, takes her place, becoming the focus of the audience’s attention—she becomes the operatic spectacle. Early drafts of the novel suggest that Tolstoy intended to have a specific reference to an opera (La Traviata), but echoes of La Traviata remain in the novel’s flouting of social conventions and its contemporary setting.



George Eliot’s “Forgotten” Prima Donna


Rebecca A. Pope notes that the large number of diva figures in women’s writing “seems surprising,” as the women who play these roles “are reputed to be … ruthlessly competitive, capriciously temperamental, extravagantly vain, and glamorously ornamental” and would seem to be “a figure for the woman writer to avoid rather than privilege” (Pope 1990, 469). The diva’s “voice” in women’s writing “is both a mode of and metaphor for female empowerment in a culture that traditionally places women on the side of silence” (469).

George Eliot’s novels are remarkable for the way in which she incorporates her extensive musical knowledge and experience in the narratives, wider thematic explorations, and philosophical digressions.

Eliot seeks access to the emotional and psychological richness of opera, especially on behalf of female characters without other channels for emotional expression. The disclosure of her characters’ inner lives can be as “operatic” as the more obvious dramatic qualities associated with opera. If nineteenth-century opera aspired to the interiority that distinguished the novel, then clearly Eliot’s fiction also found, in opera, new ways of expanding its depiction of that very interiority.

(Da Sousa Correa 2012, 169)


The eponymous Armgart is the singer in Eliot’s verse drama Armgart (1870), which explores her rise and fall in five scenes—the first two illustrate her success and the final three chart the loss of her voice. Armgart embodies a tension that characterized most of Eliot’s writing career: an ambition to succeed at her art but a desire not to be part of the theatricality of literary fame (Bodenheimer 1990). She retained a typical Victorian reservation about women on the stage, yet admired these figures and, as a competent musician herself, acknowledged the importance of talent, technique, and unrelenting application to attain excellence. However, the passion and desire central to achievement can, and often is, destructive. She has Armgart exclaim early, in almost violent terms:


She often wonders what her life had been

Without that voice for channel to her soul …

“Poor wretch!” she says, of any murderess —

“The world was cruel, and she could not sing:

I carry my revenges in my throat;

I love in singing, and am loved again— (Eliot 1908, 68–69)



Of course there are sacrifices to be made to attain this mastery: a sentiment expressed by the great singer, the Alcharisi, in Eliot’s Daniel Deronda, who has renounced family for her art and who tells her son Daniel: “I did not want affection. I had been stifled with it. I wanted to live out the life that was in me, and not be hampered with other lives. … I was a great singer, and I acted as well as I sang. … I was living a myriad of lives in one. I did not want a child (Eliot 1984, 536–537). This goes to the heart of Eliot’s dilemma between the creative life which required independence and a more conventional existence.


Armgart references two composers: Gluck (Orfeo) and Beethoven (Fidelio). For Eliot, the figure of Orpheus, in the opera often sung by a woman dressed as a man, and able to release the dead Eurydice by the power of song, was of potent symbolic value. Eliot’s portrayal of women musicians is more nuanced and sympathetic than much of the satirical treatment in other fiction, and her female opera singers are powerful figures (Da Sousa Correa 2012, 167). Yet her fiction also displays a good deal of ambivalence about women’s artistic performance, reflecting a pervasive unease in striving for excellence and recognition.

After an illness, Armgart loses her voice, which she feels has been a result of the cure; she accuses the doctor: “You have murdered it / Murdered my voice” (Eliot 1908, 100). Her companion, her cousin Walpurga, who has served her faithfully, points out the position of the ordinary woman who does not possess the talent of an Armgart, who has arrogantly looked down from her “clear height on all the million lots which yet you brand as abject” (117). Armgart is chastened and despite being in the position of using her name and talents as an actress rather than as a singer, decides to take the path of the teacher, seeing her voice as her dead child:


Song was my speech,

And with its impulse only, action came: …

Oh it is hard

To take the little corpse and lay it low,

And say, “None misses it but me”— (122–125)



She retains her independence, not taking the path of marriage and subservience. The drama ends with a final acknowledgment of the demanding life of the singer, as Armgart’s rival, Paulina, will now sing the role of Fidelio: “And they will welcome her tonight” (125), another role sung by a strong woman dressed as a man who rescues her spouse. Eliot’s drama is a powerful, yet little known invocation of the demands and costs that performance at the highest levels makes on its female practitioners.



Opera in Fiction 2: The Opera Box


The number of works of fiction that contain opera scenes and the variety of ways in which opera is employed in Henry James’s work is testimony the importance of opera as a social phenomenon and a marker of class in his world in both Europe and America (Halliwell 2017, 99). As Andrea Mariani (2017, 8) notes:

Far from being considered an imported good, which could be of some relevance only to the communities of recent immigration from Europe, and far from being limited to theaters of major cities along the East Coast (plus New Orleans), it had acquired a status and vast geographic diffusion … and a wide popularity among all social classes. This fact could indeed astonish (and preoccupy) only members of what was rapidly becoming a minority, that is, the heirs of the Puritans in New England.

The opera box is a unique place, being “one of a very few appropriate sites of heterosocial interaction for the offspring of the wealthy and respectable”; it is paradoxically “both private and public—private in that access to it is strictly controlled, but nonetheless in public view—it functions as a glorious jewel-box to set off its prize,” but also “a sort of luxuriously upholstered trap” which many a girl would have experienced “as a cul-de-sac” (Solie 1997, 97). The operatic space itself was strictly organized, “embodying social—and indeed evolutionary—hierarchies” (Sutton 2002, 101). Virginia Woolf, rather patronizingly, noted a particular audience phenomenon in Edwardian England:

Strange men and women are to be found in the cheap seats on Wagner Nights; there is something primitive in the look of them, as though they did their best to live in forests, upon the elemental emotions, and were quick to suspect their fellows of a lack of “reality,” as they call it. They find a philosophy of life in the operas, hum “motifs” to symbolise stages in their thought, and walk off their fevour on the Embankment, wrapped in great black cloaks.

(Woolf 1909, quoted in Sutton 2002, 101)


One of James’s early successful novels, The American (1877), has a performance of Mozart’s Don Giovanni as a significant component of the narrative. A wealthy young American, Christopher Newman, has met a beautiful aristocratic Parisian widow, Claire de Cintré. Her mysterious and repressive family, the Bellegardes, resist the match. Here is James’s first major treatment of the “Transatlantic theme,” in which the innocent from the New World confronts the decadent and devious Old World.

The novel shifts its mode from realism to the fantastic in the pivotal chapter 17, which takes place at the ornate Paris Opera during a performance of Don Giovanni, where Newman’s role as an outsider in this rigid society is highlighted. Don Giovanni is concerned with transgression and the blurring of classes; Giovanni himself “slums it” in his advances toward the peasant girl Zerlina, destabilizing the class system, just as Mozart has the opera swing stylistically between opera seria and opera buffa throughout the course of the action. These musical and social oscillations reflect the way Newman attempts to negotiate his way through the intricacies of French society (Rowe 1987, 81). James uses the architecture of the opera house with detailed “inside” knowledge. The performance starts with Newman in his “orchestra-chair,” observing the house, then he enters the box of the marquis, where an elliptical exchange takes place:


“I am very curious to see how it ends,” said Newman.

“You speak as if it were a feuilleton in the Figaro,” observed the marquis. 

“You have surely seen the opera before?”

“Never,” said Newman. “I am sure I should have remembered it. 

Donna Elvira reminds me of Madame de Cintré; I don’t mean in her 

circumstances, but in the music she sings.”

There is no great possibility, I imagine, of Madame de Cintré being forsaken.”

“Not much!” said Newman. “But what becomes of the Don?”

“The devil comes down—or comes up,” said Madame de Bellegarde, 

“and carries him off. I suppose Zerlina reminds you of me.”

“I will go to the foyer for a few moments,” said the marquis, 

“and give you a chance to say that the commander—the man
 
of stone—resembles me.” And he passed out of the box. (James 1978, 200)





James uses the operatic situation and characters to suggest Newman’s outsider status; just as he does not know the plot of the opera, so too he is unaware of the subtle and unspoken codes that operate in this society and which underlie the reasons for his rejection by the Bellegardes (Skaggs 2010, 105). James also uses the opera as a parallel to the unfolding events of Newman’s relationship with Claire who, like Donna Elvira, retires to spend the rest of her days in a convent.

While the performance plays a prominent thematic role in the novel, the structure of the opera house is crucial; Newman does not understand the full social significances of the various spaces, and he symbolically remains an outsider: James “plans the choreography of the scene with a director’s skill, emphasizing the spatial aspects which further serve to isolate Newman who wanders uncomprehendingly through this bewildering, maze-like structure” (Halliwell 2017, 108).

“On a January evening in the early seventies Christine Nilsson was singing Faust at the Academy of Music in New York”—Edith Wharton’s celebrated opening sentence of her novel, The Age of Innocence (1920), introduces a scene during a performance of that quintessential opera of the late nineteenth century (Wharton 1921, 3). The opera performance serves as a structural frame for the novel while the reader is placed in the same position as the audience, as if in one of the opera boxes (Skaggs 2004, 49).

The idea of the gaze from and into the box is central to the novel, and Newland Archer’s gaze introduces May Welland, whom he will later marry. His observations of the women in the theatre have strong sexual overtones which combine with the swelling music: “As Madame Nilsson’s “M’ama” thrilled out above the silent house … a warm pink mounted to the girl’s cheek, mantled her brow to the roots of her fair braids, and sufficed the young slope of her breast line to the line where it me a modest tulle tucker fastened with a single gardenia” (Wharton 1921, 5).

The narrative gaze is transferred to Lawrence Lefferts, who introduces the off-stage “prima donna” of the novel, Ellen Olenska. Ellen is dressed “rather theatrically,” thus attracting the attention of the audience and upstaging the other ladies in the box—there are strong echoes of Anna’s entering the box in Tolstoy’s novel. Ellen admits to Newland that she feels as if she is “on stage, before a dreadfully polite audience that never applauds” (1921, 100). The narrator reminds the reader: “In reality, they all lived in a kind of hieroglyphic world, where the real thing was never said or done or even thought, but only represented by a set of arbitrary signs”—a perfect setting in the opera box (34).

The audience members are as much the performers in this opening scene as the singers; the opera performance is but a backdrop to this relentless opera-box drama interspersed throughout the novel. Wharton echoes James in her use of the opera with a complexity that reflects James’s The Portrait of a Lady (1881), where a brief scene in a Rome opera box reveals a remarkable change in Isabel Archer from the simple and rather naïve American girl at the outset to a sophisticated woman, self-consciously aware of her effect on others. Like the characters on stage in this unnamed Verdi performance, she is “performing” her newly assumed role of a woman of the world. The opera in nineteenth-century society was a site of complex relationships with a constant adherence to, and breaking of, conventions.





Opera in Fiction 3: Wagner and the Prima Donna


As the century drew to a close, several novelists made Wagner the focus of their works, reflecting his pervasive influence on all the arts. A new kind of prima donna is portrayed by the title character in George Moore’s Evelyn Innes (1898), who is transformed from a dutiful daughter and devout Catholic into an acclaimed Wagnerian soprano. Moore is credited with being the first writer of “Wagnerian” novels (Blissett 1961). The young Evelyn has inherited the voice of her dead mother, an opera singer, when a rich musical dilettante, Sir Owen Asher, arranges for her to study with a teacher in Paris; thus begins her career as a great Wagnerian singer. She returns to London as Asher’s mistress, meets a young Irish composer named Ulick Dean, and consummates her relationship with him during the interval of a performance of Tristan und Isolde in which she is singing Isolde. The novel “demonstrates the existential dimension of acting”: going on stage is seen as “a first step to freedom and as the beginning of a process of self-creation,” yet also “the destructive nature of this experience” (Gaspari 2006, 12).

Evelyn discovers her own sexuality in her relationship with Asher which then becomes channeled into her art through an instinctual and almost total identification with Wagner’s heroines, particularly Isolde. She “has reduced experience to sensations which acquire meaning for her only in the context of Wagner’s music and so has lost the power to discriminate morally, imaginatively, perceptually” (Cave 1978, 150). Moore capitalizes with great effect upon the popular image of female vocality, poised between destructiveness and fragility (Huguet 2013, 27). Evelyn, like Antonia in Tales of Hoffmann, is linked through her voice to her mother’s abortive career as a singer and she is faced with an existential dilemma:

Could she renounce her art? But her art was not merely a personal sacrifice. In the renunciation of her art she was denying the great gift that had been given to her by Nature, that had come she knew not whence not how, but clearly for exercise and for the admiration of the world. … Her voice was one of her responsibilities; not to cultivate her voice would be a sort of suicide. 
(Moore 1928, 70)


The attitude toward her voice is complex; it is a physical phenomenon but it also transcends the physical, through which the striving for the ineffable and spiritual might be possible. She becomes much more than just a performer of these Wagnerian roles; she is virtually possessed by them, yet the performances of these passionate and sensual characters exhaust her spiritually and physically. There is a blurring of art and life, and she virtually becomes an automaton like Olympia and Trilby: “She sang and acted as in a dream, hypnotised by her audience, her exaltation steeped in somnambulism and steeped in ecstasy” (1928, 198–199). When she returns contritely to her father’s house, the scene in her mind is that between Wotan and Brünnhilde: art and reality become completely fused:

She caught her father’s hand and pressed it against her cheek … she could not do otherwise … the grief she expressed was so intense that he could not restrain his tears. … She could only think of her own grief; the grief and regret of many years absorbed her; she was so lost in it that she expected him to answer her in Wotan’s own music. … And it was not until he asked her why she was singing Wagner that she raised her face. … “Because I’ve never sung it without thinking of you, father. That is why I sang it so well. I knew it all before. It tore at my heart strings. I knew that one day it would come to this.” “So every time before was but a rehearsal.” (210–211)

American Gertrude Atherton’s novel Tower of Ivory (1910) traces the life of Margaret Hill, later Margarethe Styr, born in the coalfields of America, but undergoing a dramatic life transformation into courtesan, actress, and later the protégé of King Ludwig II of Bavaria, who becomes enamored of her unique interpretation of Wagner. She forms a relationship with an Englishman, John Ordham, when they meet at Ludwig’s castle, Neu Schwanstein. Ordham returns to London, marries an American heiress, but arranges a season of Wagner opera in London and falls in love with Styr while she is there. Styr returns to Munich and Ordham travels to Munich to find her singing to Ludwig in an empty opera house: “Styr sings the role of Brünnhilde as a fusion of the significance of Isolde and Brünnhilde—a woman choosing pure passion and death. Then she plunges into the flames of Siegfried’s bier and does not emerge” (McClure 1979, 88).

The bulk of the novel is set in 1880s London and reflects changes in the artistic life that saw the rise of figures such as Ibsen, Wagner, and Wilde, as well as the broadening of the intellectual debate. The dramatic death of Styr at the end of Götterdämmerung combines the figures of Elizabeth, Brünnhilde, and Isolde—three of her greatest roles, singing only for Ludwig and Ordham. In this performance there is a “Nietzschean-Wagnerian negation of the will to live” in which Styr “achieves redemption of her early immoral loves and a perfect memory of the joy of a first real love. The characterization creates a literary image of a whole and knowing woman” (90). A strangely compelling novel, Atherton draws on her extensive knowledge of European opera to explore the destructive aspects of elite musical performance and the profound influence of Wagner, while reflecting much of the intellectual debate of the period.

Of all the novelists of the turn of the twentieth century who used the figure of the prima donna in their fiction, perhaps none did so with such knowledge, consistency, and scope as Willa Cather. The Song of the Lark (1915) is a Bildungsroman, as well as a Künstlerroman, charting the development of the central character, Thea Kronberg, from a relatively impoverished background to become a celebrated Wagnerian soprano:

They were listening to a Mexican part-song; the tenor then the soprano, then both together; the baritone joins them, rages, is extinguished; the tenor expires in sobs, and the soprano finishes alone … and several male voices began the sextette from “Lucia.” … Then at the appointed, at the acute, moment, the soprano voice, like a fountain jet, shot up into the light. … How it leaped from among those dusky male voices! How it played in and about and around and over them, like a goldfish darting among creek minnows, like a butterfly soaring above a swarm of dark ones.

(Cather 1978, 273)


Once again, Lucia! This crucial early, if makeshift, performance, launches Thea Kronberg’s journey to the opera stages of Europe and the United States. In the Epilogue, the narrator stresses the power of her voice and its symbolic significance:

A boy grew up on one of those streets who went to Omaha and built up a great business, and is now very rich. Moonstone people always speak of him and Thea together, as examples of Moonstone enterprise. They do, however, talk oftener of Thea. A voice has even a wider appeal than a fortune. It is the one gift that all creatures would possess if they could. Dreary Maggie Evans, dead nearly twenty years, is still remembered because Thea sang at her funeral “after she had studied in Chicago.” (418)

Cather takes pains to emphasize the grit and determination that Thea has needed to achieve success, but it comes at a cost. The triumphant performance of Die Walküre that closes the book signals the acknowledgment of an illustrious career, but the final vivid image is of “a spent prima donna making her lonely way home. … Thea fights her own way with inflexible determination” (Thomas 1989, 36). Artistic achievement requires sacrifices, as well as isolation.

In Cather’s novel, one of the central symbolic images, as in Eliot’s Armgart, is Gluck’s Orfeo ed Euridice, the score of which is given to Thea by her childhood piano teacher, Wunsch. Like Orpheus, Thea cannot look back at Euridice; the Orfeo score acts as “her passport to the Kingdom of Art” (38). Thea is given Orfeo’s lament to sing in its German translation, “Ach, ich habe sie verloren,” and this music returns like a leitmotif recalling her days with Wunsch (the aria also reflects the debate about what type of voice should sing this role: male, female or, in fact, castrato—highlighting aspects of gender and sexuality which are an ambiguous undercurrent in the novel). Wunsch is an exile from Europe, old and alcoholic, but a man of genuine musical ability, and he inscribes “Einst, O Wunder” in the score—from Beethoven’s song, “Adelaide.” The words suggest that his failed artistic life might be redeemed by Thea; his last view of her evokes her toughness: “Yes, she was like a flower full of sun, but not the soft German flowers of his childhood … she was like the yellow prickly-pear blossoms that open there in the desert; thornier and sturdier than the maiden flowers he remembered; not so sweet, but wonderful” (122).

Her early operatic success comes in Dresden, where she sings Elisabeth in Tannhäuser, and she triumphantly performs at the Metropolitan Opera, the culmination of the many years of hard work and emblematic of the courage and cool-headedness that she has developed as a performer:

Artistic growth is, more than it is anything else, a refining of the sense of truthfulness. The stupid believe that to be truthful is easy; only the artist, the great artist, knows how difficult it is. That afternoon nothing new came to Thea Kronborg, no enlightenment, no inspiration. She merely came into full possession of things she had been refining and perfecting for so long. Her inhibitions chanced to be fewer than usual, and, within herself, she entered into the inheritance that she herself had laid up, into the fullness of the faith she had kept before she knew its name or its meaning.

Often when she sang, the best she had was unavailable; she could not break through to it, and every sort of distraction and mischance came between it and her. But this afternoon the closed roads opened, the gates dropped. What she had so often tried to reach, lay under her hand. She had only to touch an idea to make it live. (422)

The portraits of these three very different prima donnas, all rising from obscurity to stardom, reveal changing conceptions of the position of the female musician in society, as well as a deepening understanding of the psychology of performance and performers, and the importance of music in society as the musical bourgeoisie expanded and the aesthetic debate broadened.



Lucia Sings Once More


On a grand tour of Italy with his mother and Edward Dent, E. M. Forster attended a performance of Lucia di Lammermoor at the Teatro Verdi, in Florence, in 1903, with the great Italian soprano Luisa Tetrazzini in the title role, then just thirty-two. Dent wrote in his diary: “We much enjoyed it. The Lucia was excellent and the audience very noisy” (quoted in Fillion 2010, 6). This Lucia performance made its way into Forster’s novel Where Angels Fear to Tread (1905), set in a fictional provincial town, Monteriano.

Forster uses the scene as an opportunity for “performance” for his characters; surrounded by this passionate music, they are each forced to react. This scene is the “structural and symbolic pillar of the novel,” not just a “splash of local colour” (25). Philip Herriton, his sister Harriet, and companion Caroline Abbot are in Italy attempting to “rescue” the baby son of an Englishwoman Lilia, who has died in childbirth. They consider her Italian husband, Gino, unsuitable, but they allow themselves a night at the opera. Philip, who in some ways reflects Forster himself, enjoys the performance despite his negative views of Italian opera, grasping that the principle of opera in Italy “aims not at illusion but entertainment” (Forster 1975, 94).

The famous sextet engenders an almost sexualized response: “The audience sounded drunk, and even Caroline, who never took a drop, was swaying oddly. Violent waves of excitement, all arising from very little, went sweeping round the theatre” (95). However, the climax of the performance “was reached in the mad scene” (95). The scene is also used for comedic effect: Virginia Woolf described it as “a masterpiece” (Wilde 1985, 44), and it is a potent mixture of comedy and genuine passion. The scene is an obvious reference to Flaubert, which Forster makes explicit: “Harriet, like M. Bovary on a more famous occasion, was trying to follow the plot” (Forster 1975, 95). Philip expresses his reaction to the opera, perhaps echoing Forster’s own: “These people [the Italians] know how to live. They would sooner have a thing bad than not to have it at all. That is why they have got to have so much that is good”; noting that however “bad the performance is tonight, it will be alive. Italians don’t love music silently. The audience takes its share—sometimes more” (90).

This scene reflects in a distorted form the trajectory of the novel as a whole, which starts out as a comedy of manners and turns into a tragedy, culminating in the accidental death of the baby. The mad scene is the iconic moment, as in so much of the literature of the nineteenth century, and as the cascading roulades end, the audience goes wild and Lucia emits a scream of pleasure as the floral tributes land at her feet. Here is the emotion of the music made corporeal as she acknowledges her audience; her pleasure is palpable as she gazes back at the audience—empowered by her vocal art.

The reaction of the two women is fascinating. Harriet, perhaps feeling threatened through sensing the sexual potency of what has just happened, is disgusted: “It’s not even respectable” (96). She is determined not to enjoy the performance, keeps trying to quiet the audience while inquiring where Sir Walter Scott is in this musical farrago. Caroline is caught up by the music and the sensual atmosphere. She returns to her hotel room conscious that she is neglecting her duty in terms of her mission, but at the same time she experiences a sense of elation.

While nothing overt is apparent in her reaction at the opera, the next morning Harriet watches Gino, bare-chested and singing a snatch of opera. Blowing a smoke ring from a cigar, his physical presence is too much for her, and recalling the music of the night before, “she lost self-control. It enveloped her. As if it was a breath from the pit, she screamed” (103). Her reaction is an operatic scream—her voice expresses what she has experienced—an echo of Lucia’s wordless coloratura of the night before. She is consumed by the madness of Lucia. Lucia rules!

Intellectual engagement with music is reflected in myriad forms during the century: “historians, philosophers, evolutionary biologists, mental scientists, politicians and theologians were thinking about music as a way to understand human bodies and societies, as well as to conceptualize and communicate more metaphysical notions” (Weliver and Ellis 2013, 3–4). As access to professional music-making spread from the middle classes—and the aristocracy before that—to the broader population, thinking about music in an increasingly wide sense became part of public consciousness, and this is reflected strongly in the literature of the century. In this brief tour through a small part of the literary output, we have seen how a particular musical figure—the prima donna—captured the imagination of poets and novelists, who used this potent musical force to explore a wide variety of aesthetic, philosophical, and social ideas and issues. The novel drew on music, and opera in particular, in innovative and rapidly evolving ways, while poets expanded the range of verbal strategies to suggest aspects of musicality in their work. This is but one aspect of the rich tapestry of music’s interaction with literature.
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chapter 8



Ephemera



Catherine Massip






Among the documents which give a view of various aspects of musical and cultural life, ephemera “intended for a lifespan of limited duration” occupy a special field (Storey 1984, 278). The word (ephemeron singular; ephemera plural) covers several kinds of written or printed documents distributed widely but produced for a short life and not intended to be handled and stored in a permanent way. “Those papers of the day,” according to Samuel Johnson in The Rambler of August 6, 1751, or “the minor transient documents of everyday life,” according to Maurice Rickards (1919–1998), the founder of the Ephemera Society (Rickards 2000), are not systematically collected under the rules of the legal deposit.1 Nor do they belong to one of the many categories in use in libraries and information sciences, such as books, newspapers, scores, engravings, and photographs, which are catalogued and preserved for the long term.

When ephemera are stored in institutions, they usually receive a special classification, and they are ordered either chronologically, geographically, alphabetically, or by specific topic. Their contents may be placed under categories corresponding to their purpose, such as advertising, political or religious propaganda, finance, and administration or in areas such as technical, commercial, or education. This chapter reflects on the role that intellectual thought plays in the way ephemera have sometimes been considered the poor relation of archival records in times past, but how they now play a vital part in the way we conceive musical practice, including the intellectual proclivities and activities of prominent figures such as Hector Berlioz, Clara Schumann, and Victor Schoelcher, among others.



The Ephemera in Music


If we consider ephemera that are of interest both to musical historiography and to intellectual culture, we have to consider many different kinds of materials: concert and opera programs, playbills of performances, auctioneers and antiquarians’ catalogues, newspaper and journal cuttings, prospectuses for advertising by musical societies, illustrated title pages of music, and posters, postcards, tickets, menus, bills, visiting cards, obituaries, and marriage licenses, among many other types. In some libraries, documents such as sheet music and music publishers’ catalogues are included in the category of ephemera. The sometime ambiguous classification difference between archival material and ephemera leads to ephemera’s being located within archival collections.

Ephemera were produced on a large scale in the nineteenth century, when newspapers became the main medium for news and advertising and when concert life assumed a major role in European cultural life. New opera houses (Dresden, Vienna, Paris) and new concert halls (Paris, Leipzig, London) were built, and hundreds of new concert venues and societies, including orchestras, choirs, chamber music associations, and festivals, were established not only in large cities but also in medium-size towns. Becoming a vital part of social and cultural life, these institutions established strong links among members of the bourgeoisie, and they fostered the development of professional musicians (Bödeker and Veit 2007). Managing these societies produced important archives, some of which contain ephemera.

The most usual kinds of ephemera are concert programs and press clippings. One of the main venues in European musical life, the Société des Concerts du Conservatoire—founded in Paris in 1828 by François Habeneck—has left a huge musical heritage and archives: among them one finds about 2,000 programs from the nineteenth and twentieth centuries).2 As a consequence, it is possible to reconstruct the complete activities of the society from repertory lists of the weekly concerts, down to the names of the performers and conductors. In analyzing the structure and the organization of the programs, and in comparing their content and the way they were written in different countries, it is possible to illustrate the dissemination of knowledge about music.

Programs yield an extraordinary amount of information, such as the scope of the musical repertory and audience taste, as well as trends concerning new musical genres and composers. Such printed programs have been used to establish the canons of nineteenth-century Paris, London, and Vienna (Weber 1975). The notion of canon formation results from the repeated and predominant choices of a limited number of composers and works. In the United Kingdom, for example, to the names of Mozart, Haydn, and Beethoven one may add those of Mendelssohn and Handel. Programs and press cuttings, which are among the best sources from which to understand repertory, may be actively preserved by the institutions which have produced them.

For instance, in London, the Royal Opera House collections include all kinds of ephemera, such press clippings, playbills, programs, and posters.3 In Germany, the Würzburg Universität holds 7,169 handbills and posters of the Würzburg Stadt Theater corresponding to 9,620 performances given between 1806 and 1904. The announcements of performances of theatre play, operas, opera-comiques, ballets, operettas, and so on included the names of the performers and, for some new theatrical productions, the plot summary as well.4 Such information was distributed locally or posted on the billboards. They provided also the names of other people participating in the performances—for example, stage directors, choreographers, and designers. Thus, ephemera are a unique tool with which to understand the functions of a theatre, as well as to follow the careers of artists.

This collection also give clues to the evolution of the repertoire of a theatre during one century and the musical taste of the public in regions such as Bavaria. For example, German, Italian, and French operas were performed from a libretto which would be translated into German. Among the names of the composers in such programs, we find Mozart, Cherubini, Paer, Beethoven, Donizetti, Meyerbeer, Wagner, Flotow, Lachner, Verdi, Mascagni, Bizet, Humperdinck, and Offenbach and Lecocq. Wagner had been the choir master of the Würzburg theatre in 1833–34, his first opera performed there being Tannhaüser in 1852, then Der Fliegende Hollander, which was probably the most popular opera after Lohengrin. Some performances were given with the “abonnement suspendu” for special circumstances like charity events for the benefit of the poor, such as Ferdinando Paer’s Camilla, ossia il sotteraneo, given on November 21, 1839. The choice to stage an opera belonging to the past (it premiered in 1799) and in an early Romantic tradition might testify that the local audience was not completely enamored of modern musical style.

Increasingly, ephemera produced during the nineteenth century have been collected in libraries. In the British Library, within the archives of the Royal Philharmonic Society, founded in 1813, is a scrapbook of press cuttings (1868–72) related to concerts conducted by Sir William George Cusins; these include a concert in honor of Beethoven (1870).5 In Paris, a program collection in the Music Department of the Bibliothèque Nationale de France is classified by institutions and venues.6 It has been the principal source for Elisabeth Bernard’s study on the three main concert societies in Paris at the end of nineteenth century: Concerts Lamoureux, Concerts Colonne, and Concerts Pasdeloup (Bernard 1976).

Alternatively, ephemera may be produced, preserved, and collected by personalities in musical and intellectual life, primarily composers and performers. As a matter of fact, the personal archives of composers and performers are scholars’ main sources of these documents. This particular practice originated during the nineteenth century. To understand why these documents have been preserved, we have to consider both the collector and the topic of the collection, and understand their overall objective: documentation, devotion to major figures of the history of music, and preservation of memories into the future. As such, ephemera may be used by scholars to understand the interrelationships of material, cultural trends, and intellectual life of the past.



Ephemera Collected by Composers and Performers


One of the best examples of composer ephemera is in relation to Hector Berlioz’s promotion of his own work. He created a new kind of program linked to the literary content and signification of the musical work. He produced it for the audience of the Episode de la vie d’un artiste, Symphonie fantastique en 5 parties, first performed on December 5, 1830; the program, published on a yellow or pink paper, had comments and explanations to help the audience follow the story. Berlioz himself wrote that this program “has to be considered as the text of a spoken Opera, useful to convey the pieces of music, of which it gives its character and its expression.”7 The text explained, for instance, the meaning of the “idée fixe” theme and its reappearance throughout the work; as such, this program type became a link between the composer and his audience. It was distributed between 1830 and 1835 in eight editions, with very few changes. After 1855, Berlioz decided to change the meaning of the work so as to state that the piece was the result of a dream. This is probably a unique example in the nineteenth century of a text so closely tied to the comprehension and reception of a major work, yet there was no apparent commercial purpose in Berlioz’s initiative (Temperley 1971).

Among Berlioz’s family archives, collected in the twentieth century by the antiquarian and musicologist Richard Macnutt, are twenty-three folders arranged in chronological order, containing documents related to the organization of concerts performed by the Société des Concerts du Conservatoire between 1832 and 1843, and including Berlioz’s works in their programs.8 Most folders contain several kinds of documents: the program of the concert, printed seating plans of the three levels of the concert hall filled in by hand with the names of the ticket agents, the names of box holders and the individuals purchasing tickets, invoices for the printing of tickets and circular letters, invoices for the printing of posters and programs, a leaf with the final account showing the income and expenditure for the concert, receipt from the hospital administration for disabled people (Administration des Hospices et Secours de Paris or Droit des Indigents) to whom a special tax was to be paid for each concert, an invoice from the firm that rented and tuned the instruments (the stringed-instrument maker Charles François Gand), another bill for the payment for bringing the instruments to the concert hall, a list of musicians (December 4, 1836), and so on (Macnutt 2001). Among these ephemera was also a printed pamphlet with the statutes of the Grande Société Philharmonique, founded by Berlioz on July 16, 1850. This is the kind of ephemera which is close to private archives and which is the same kind of documents as book accounts or agendas. The program printed for Berlioz’s Roméo et Juliette, first performed on November 24, 1839, provides a detailed list of the different parts of the work.

Berlioz’s letters provide insights into how he brought his own works to the Parisian audience. They shed light on the numerous and varied logistics associated with staging a concert. Reading Berlioz’s letters, it is evident that he was concerned with paving the way for a positive critical reception of his work in France but also in other countries, such as Belgium, Germany, Austria, Hungary, Russia, and the United Kingdom (Berlioz 2016, 303–306). He asked friends to publish announcements of the concerts in newspapers and, later, to publish reports on its success. These strategies give important clues to circulation of music and musicians through Europe.



If a composer himself did not supervise the collecting and keeping of such testimonies to a career, this might have been done by a family member. The father of conductor and composer André Caplet (1878–1925), Léon Caplet, carefully prepared a volume with clippings of his son’s performances until 1902 (BnF, F-Pn Rés. Vm. Dos. 201 [5]).

If we consider the performer side of the musical life, the case of Clara Schumann (1819–1896) has recently been studied (Kopiez et al. 2009) employing a collection of over 1,300 printed concert program leaflets that cover her activity as a concert pianist between 1828 and 1891. This collection is held in Zwickau, the birthplace of Robert Schumann and where Clara’s career had been launched by her father, Frederic Wieck, when she was a young prodigy. Analysis of this unique collection provides important clues in understanding how a repertoire may be established in a particular period during the nineteenth century, when concert life in Germany, Austria, the United Kingdom, and Russia was undergoing development on a large scale. The archives give a complete overview of Clara Schumann’s performing life—her national and international career and her personal choice of repertory. These concerts were primarily in seven cities, which were three international centers of attraction for music (Leipzig, London, Vienna) and four major national centers (Berlin, Dresden, Hamburg, Frankfurt).

Clara Schumann contributed to the development of a Classical-Romantic tradition based on five composers: Robert Schumann, Frédéric Chopin, Felix Mendelssohn, Ludwig van Beethoven, and Johann Sebastian Bach. She was not interested in contemporary composers such as Liszt or Saint-Saëns, and she performed only a small number of Brahms’s piano pieces. Among the 20,000 items listed in these programs, about 536 works for piano or chamber music with piano have been isolated; they constitute the core repertory performed by the pianist for some sixty years.



Ephemera Collected by Music Critics


After composers and performers, music critics have been among the best archivists of their own activities. Many collections have been arranged by topic, by journal, or in chronological order. In these approaches to classification, the clippings follow general and simple rules that are still useful for modern scholars. In France, critics such Adolphe Jullien, who was the successor of Berlioz at Journal des Débats and who was himself a compulsive collector, compiled many volumes of his clippings.

Major French critics such as Adolphe Adam, Hector Berlioz, Joseph d’Ortigue, François-Joseph Fétis, and Camille Saint-Saëns published carefully edited collections of their texts. Camille Saint-Saëns, for instance, in his Harmonie et mélodie (1885) or Portraits et souvenirs (1900), discusses his aesthetics and announces that he will never write his mémoires.

Collections have also been made by critics we might consider of secondary significance, many of whom led a double life in literature and criticism, and who wrote for a wide range of journals and newspapers. The following names might not be recognized nowadays, but they have contributed much to today’s knowledge of nineteenth-century musical events and of the development of certain kinds of music, like early music. Many of them published under pseudonyms, but the collections offer clues as to their identity. For instance, journalist and novelist Gustave Chadeuil (Limoges, b. March 17, 1823—d. after 1893), who was a poet and writer, wrote the music chronicle in Le Siècle from 1854 to 1861.9 His wife was the daughter of Louis Desnoyers, owner of the journal and head of the Société des Gens de Lettres. After the Franco-Prussian war, in November 1871, Chadeuil founded the newspaper Le XIXe Siècle, which pretended “to become the French Times,” then Chadeuil sold it in 1872 to Edmond About, who turned the newspaper into a successful enterprise. To arrange his volumes of Le Temps, Chadeuil chose a chronological order and added a useful table of contents according to the following categories: “Opéra (et ballets),” “Opéra-comique,” “Italiens,” “Théâtres lyriques,” “Soirées et concerts,” and “Nouvelles à la main.” For the operas, the name of the composer is not given, but Chadeuil added information such as the names of the artists performing the main roles and whether the work had been performed again or not. Under the title “Soirées et concerts” (Evening concerts), he transcribed the title of the work with the name of the composer (e.g., “L’Enfance du Christ Berlioz” or “Te Deum Berlioz” (deux fois), or the name of the main artist (e.g., “Concert Jules Couplet,” “Concert Joséphine Hugot”). This is not really a modern way of indexing, but it is useful in providing small items of information that would be buried in very long articles pertaining to many different topics. These carefully assembled scrapbooks ordered by the author himself give added value to what would otherwise be just a simple collection of clippings.

Some of these secondary critics were also composers—for example, Arthur Coquard (1846–1910), a pupil of César Franck. Two volumes of his clippings contain articles published in Le Contemporain (from 1871 to 1882), Le Conseiller des familles (1872), L’Univers (1871), and La Revue du Monde dramatique et musical (1882), as well as in newspapers.10 In Le Monde Chronique musicale, these chronicles were signed “A. Le Franc” or sometimes “Interim.”11 Their scope is large and includes mentions of musical events in Brussels and London.

Other writers used traditional methods in keeping different kinds of ephemera relating to a precise topic. For example, Henri Chenu (1872–1936), a local historian from Picardie, wrote an unpublished “Chronique théâtrale d’Amiens des années 1916 à 1922”: the scrapbook includes press clippings, programs, tickets, and a general survey of directors, conductors, and singers of the theatre from 1850 to 1905.12



Private Collectors of Music Ephemera


Though, as stated, these ephemera are primarily in the personal archives of composers, performers, and critics, there are others who are attracted to the materials. In particular, they have been the interest of private collectors. Indeed, collecting music ephemera has been a personal interest for centuries: “The passion of music, along with the search of its meaning, thus comes to be shared, both by those who perform it and listen to it, and by those who love it so deeply as to want to confess their love by collecting its documentary evidence.” (D. W. Krummel, quoted in Coover 2001, ix).

Some private collectors of the time concentrated their efforts on certain types of ephemera. Illustrated title pages of music were favorites of collectors by the end of nineteenth century. As Maurice Rickards points out, “The pictorial sheet-music cover, which emerged as a genre in the early nineteenth century, soon became the vehicle for a wide variety of popular art. … In their heyday in the second half of the century, sheet music covers must have made just as great an impact in music shops and homes as record sleeves did a century later.” (Rickards 2000, 291). In France, collectors were interested in quality engravings and lithographs that adorned the title pages of printed music.13 These engravings found their way into Parisian bookstalls, called “bouquinistes,” along the Seine. The great collector Charles Malherbe (1853–1911), curator of the Opera Museum and Library, had a collection of 20,000 such illustrated title pages. After his death, the collection became the property of André-Félix Aude (1867–1945), a historian who married the daughter of the famous art dealer Paul Durand-Ruel.14

Another private collection of the time has been carefully described by its owner, Eugène Valdruche (1913–); he had organized his title pages into fourteen folders, arranged in chronological and geographical order, with one folder containing pieces from France, Italy, and Germany (Valdruche 1912). Another folder was devoted to methods and explanatory pictures on music teaching. Valdruche was interested in work by high-quality artists like Célestin Nanteuil (1813–1873), Achille Dévéria (1800–1857), Nicolas-Toussaint Charlet (1792–1845), Paul Gavarni (1804–1866), and Amédée de Noé dit Cham (1818–1879). He complained that he would have been interested in acquiring complete scores, but that he could only afford to buy the title pages. Valdruche was a member of the Société Le Vieux Papier, which pioneered the collecting of ephemera in France (Depaulis 2017). Since 1900, the society has published the Bulletin de la Société archéologique, historique et artistique Le Vieux papier (BnF Gallica). The auction catalogue for his collection (Valdruche 1913), with a special section devoted to ephemera, confirms that he was an enthusiastic collector of ephemera of any kind, including items on cats and planes. (Incidentally, Valdruche may be considered one of the founders of a branch of study in modern musical iconography.)



Ephemera’s Value for Biography


James Coover, author of a book on private collections in music, was one of the first scholars to bring attention to these materials, as an important part of the musical heritage (Coover 1993). One difficulty for researchers, however, is that music ephemera are often held in large collections, scattered and not searchable by content or subject. One example of this is in the Bibliothèque nationale de France, in Paris: Victor Schoelcher’s Handel collection, which was given to the Parisian Conservatory Library in 1872.

A friend of Berlioz, Liszt, and Chopin, Victor Schoelcher (1804–1893), a French journalist and politician, had discerned the disastrous effects of slavery while traveling in the United States in 1829. During the French Second Republic (1848), he prepared the decree abolishing slavery in the French colonies and was elected deputy of Martinique and Guadeloupe. After the coup d’état on December 2, 1851, Schoelcher lived in England until 1870. In the preface to his biography of Handel (Schoelcher 1857), he outlines his work done in the British Library and in the Fitzwilliam Museum, in Cambridge, with the help of Rophino Lacy and other English scholars. This work was undertaken so as to examine all the books, scores, newspapers, and other sources that would be used in his book. He provides a long list of his source materials, which includes his own collection of works by Handel but not any kind of ephemera:

Of all the Arts, Music is that which brings the greatest consolation to the mind, when consolation is possible. The misfortunes of the times have compelled me to quit my native country for a season, and in my retirement in London I have found a great source of consolation in listening to the Oratorios of Handel, which I had already learnt to admire during three previous visits to England, and at home in the constant society of classical amateurs. Out of this grew a wish to possess all the works of that great man. … In bringing these together, I found it necessary, to their proper arrangement, that I should make myself acquainted with the various authors who have made mention of Handel. (Schoelcher 1857, xvii)


During his years of exile in London—and possibly during the three previous visits he made to the United Kingdom—Schoelcher collected many items dealing primarily with Handel, his life and his works—for example, printed and manuscript sheet music and opera libretti, as well as concert programs, tickets, and posters. This rich private collection (King 1997) included ephemera such as concerts programs and advertisements (Agresta 2015, 240). Much of this material was used as the basis of his Handel biography and his unpublished catalogue of Handel’s works. But it also reflects Schoelcher’s own activity and taste as a music amateur attending concerts both in London and outside the city that were given by the main musical societies of the time, such as the Monday Popular Concerts at St. James’s Hall, conducted by Julius Benedict;15 Walter Macfarren’s concerts in the Hanover Square Rooms;16 and concerts of the New Philharmonic Society. Interestingly, Walter Macfarren’s three concerts of solo and concerted piano music, given April to June 1861, included works by Spohr, Beethoven, Mendelssohn, Mozart, and Dussek, as well as by English composers such as his brother George Alexander Macfarren (who had written the program notes, with historical information and musical examples) and by E. J. Loden, Sterndale Bennet, and Henry Smart. As founder of the Handel Society, Macfarren probably had some acquaintance with Schoelcher. Documents in Schoelcher’s collection include programmes, tickets and posters.

Programs from the Philharmonic Society concerts contain historical and analytical lists of the works performed, with musical examples as well as the words to vocal works that were sung.17 We can know that Schoelcher attended a concert conducted by Hector Berlioz on March 24, 1852, which included excerpts from Roméo et Juliette. Some of these programs give a complete list of musicians. One program for the eighth season (1859) also gives the list of subscribers and visitors. As such, these materials offer invaluable insights into the organization of the society at the time. They provide also an interesting view of what could be the expectations of the public; indeed, the high level of detail and the accuracy of the information in these little booklets of about 30 pages go well beyond the basic list of works performed. To publish these programs would have been expensive, as well.

The idea of advertising was born in the 1860s; it was adopted to promote all kinds of commercial activity, such a clothing, dentistry, and furniture, but it also was applied to music. Schoelcher prepared scrapbooks with press clippings on various musical subjects, such as the tarantella or musical instruments, that were taken from newspapers (unfortunately many of them have no recognizable name); he added advertisements, programs, tickets, handbills, playbills, posters, and the like.18 These different categories of ephemera confirm a large—even unlimited—contemporary interest in musical life and its evolution. For instance, he clipped and saved an advertisement by the Western Literary and Scientific Institution, dated April 21, 1832, for a “Lecture in singing, with an illustrative selection of Vocal Music, Sacred and Miscellaneous … The Accompaniment will be assisted by Mr Greenwood, on the newly-invented sostenuto Instrument, called the Aeolophon.” Schoelcher also collected a “Prospectus of a Grand National Instrument (the Invention of Flight and Robson) to be called The Apollonicon,” and a more commonly known publicity piece for “George Peachey Piano Manufacturer and Music Publisher n° 73 Bishopgate Street,” with pictures of pianos (Cowgill 1998).19

The years 1856 and 1857 are particularly well documented, giving unique insight into how an amateur could organize his musical week in London. Daily newspapers published in their Saturday issue a list of all musical events that would occur during the following week. So, on May 31, 1856, the list included almost thirty short notices; the name of the society or of the main performer was printed in capital letters, then came the name of the other musicians, followed by the location and prices of seats, but not a word about the program itself. Among the listings are some of the most famous societies at the time but also some less expected concert venues, such as the Royal Asylum of St. Ann’s Society, where Handel’s Judas Maccabée was performed. The names of the artists listed reflect an extremely bright season, with internationally celebrated artists such as Jenny Lind, Pauline Viardot-Garcia, Clara Schumann, and Heinrich Wilhelm Ernst at the Re-Union des Arts. Some concerts appear to have been private venues inviting foreign performers; for example, Caroline Valentin Matinée musicale and the German conductor Leo Kerbusch Matinée musicale.





Other Revelations that Ephemera Yield


The playbills and programs such as those collected by Schoelcher open a window onto the variety of musical fare available at the time, including Italian opera, sacred music, chamber music,20 popular music, early music,21 and an organ recital.22 As for those described for the Theatre Royal Edinburgh (National Library of Scotland), the playbills were printed on one side of a sheet of paper so they could easily be posted on a wall. They provided the details of the main performance, the names of the star performers, and the titles of any supporting performances or songs to follow the main show. A good example is the playbill for Picco’s show at the St. James’s Theatre, on King Street, St, James: “Picco the Blind-Born Sardinian Minstrel will give the last three Concerts of his Fourth and positively Last Series, on Monday, Wednesday & Friday 5th, 7th and 9th of May.” The show lasted two hours, between 8 and 10 o’clock; the doors were opened at 7 p.m. The tickets were sold by five libraries, one music seller, and Picco’s home. Through this very detailed document, the public learned that Picco played the Pastoral Tibia (a special type of flute) and had himself arranged some pieces for this instrument, such as “Souvenirs de l’Opéra ‘Rigoletto’” and “Andante Variazioni,” dedicated to the Duchess of Wellington. From the list, we can see that the program was based on short pieces involving an orchestra conducted by Edmond Reyloff and Italian and English singers. Each of the two parts opened and closed with orchestral pieces (the overtures of Auber’s Masaniello and Mozart’s Nozze di Figaro, the overture to Reyloff’s Les Mousquetaires, and a finale by Oscar Strauss). Within each part of the concert were sung or performed arias of Daniel Auber’s Crown Diamonds; a “New Patriotic Song”; “Old England Is Our Home” by Loder; excerpts from Lucia di Lammermoor and L’Elissir d’Amore; and a balata of Verdi, “Quando le sere, al placido.”23 The ballad “Farewell to the Mountains” was popular following the premiere of John Barnett’s opera The Mountain Sylph in 1834, as was Henry Bishop’s song “Tell Me My Heart.”24 The virtuoso variations by Paganini, “Carnival of Venice,” were probably the apex of Picco’s demonstration. As a whole, the program seems to be conceived to entertain a large audience which had access to the stalls and gallery for 2 shillings. The price of seats may contribute to knowing what could be the social and economic statuses of the public attending these concerts.

The complexity of the content in most of the programs helps to understand why it is extremely time-consuming to identify and index the information. Even a simple performance of Mozart’s Don Giovanni (Opera Box, June 2, 1857) is accompanied by a divertissement and the last act of La Somnambula, the public also being informed that “The following pieces hitherto omitted will be restored: ‘Ah ! fuggi il tradito’ (Ortolini), ‘Ho capito’ (Corsi), ‘Della sua pace’ (Giuglini),’” and that three arias were added for the Viennese performances of Don Giovanni in May 1788. This four-page program also has large excerpts from critics concerning Mlle. Piccolomini (Zerlina, in Don Giovanni).



Another star of the time was Clara Novello; from the programs, we know she participated in a concert at Buckingham Palace, which Schoelcher attended on July 2, 1856. Mendelssohn’s Night of Walpurgis was the second part of that concert and the words to the music were printed in the concert program. For another event featuring a Mr. Anderson, at the Annual Grand Morning Concert on May 18, 1857, given at the Haymarket, Schoelcher had collected two documents: the hand bill with only the names of the artists and the program itself with the names of seventeen composers listed!

Victor Schoelcher was a member of the Sacred Harmonic Society, Exeter Hall, and he attended the performance of an oratorio by Michael Costa (1808–1884), titled Eli, which featured 700 performers. A close examination of this program confirms the close relationships that existed between publishing houses, composers, performers, and concert organizations. For example, it contains three kinds of publications for different levels of artistic interest: the handbook of the oratorio, the full score (400 pages), and the vocal score. The program of the Bradford Triennial Musical Festival (1856), which was also conducted by Costa, comprises a booklet of sixteen pages full of information about festival regulations and the event’s schedule. On the last page is the railway timetables for special trains. As usual, a list of performers is given, and there is a detailed account of the five days, broken into two parts: morning performances of sacred music and evening concerts. The sacred portion of the event is emphasized with behavioral advice for public attendance. For example, they are asked to refrain from indicating “their approbation by any audible expression of applause; and that parties will remain uncovered during the whole of the Performance.” In the program’s advertising section, it is announced that the “Octavo Editions of the Music of the Oratorios may be obtained at the ticket Office, and the Hall.” Thus, these examples, taken from various types of ephemera, show that concert life at the time involved a large and closely knit network of venues, newspapers, publishers, performers, and patrons.

The political is sometimes also evident in the ephemera, as is the case of the Handel commemoration in 1834. There were elegant and beautifully colored tickets printed for the famous Royal Musical Festival, held in Westminster Abbey in June 1834, owing to the presence of the king and the queen. The event included 633 singers and instrumentalists performing Haydn’s Creation and several oratorios by Beethoven and Handel, including The Messiah.25,26 The one-guinea tickets (green and white for the first performance on June 24; pink and white for the second performance on June 26) bear the royal insignia “Dieu et mon droit.” The tickets were sold by the publisher Cramer, Addison, and Beale. Schoelcher’s collection also includes posters of the newly founded festival held in the northern industrial town of Bradford (second festival, 1856) (Drummond 2011, 99–100).

As mentioned, these ephemera contributed to Schoelcher’s personal understanding and knowledge of Handel’s works, especially when he was writing the composer’s biography (Schoelcher 1857). In that way, we can consider the collection of ephemera is part of a much larger interest in a special field of musicological research. It is worth mentioning, however, that this collection, given to the Conservatoire in 1872, did not play any role in Handel’s works gaining recognition among Parisian audiences at the time. It was inaccessible until the twentieth century. Moreover, Handel’s revival in France after the Prussian War was short-lived and faltered owing to many ideological, financial, and aesthetic obstacles (Ellis 2005, 231–234).



The Accessibility of Collections and Contemporary Research


What can this ephemera tell us about musical life in the long nineteenth century and how it can be used in contemporary research, especially given today’s focus on intellectual culture and historical materialism? The first barrier to be crossed—considering the amount and variety of documents—is bibliographic control. Ephemera have not been a priority in cataloguing initiatives, but major libraries have begun to catalogue their collections: the National Library in Madrid has a large digitized database where it is possible to find some music items; the British Library (e.g., the Evanian Collection purchased by the British Museum in 1895) and the Bodleian Library (John Johnson Ephemera Collection) provide inventories with an entry of “music” and images; the Library of Congress website gives access to a large collection of broadsides (“Printed Ephemera: Three Centuries of Broadsides and Other Printed Ephemera”), including concert programs; the National Library of Ireland has a special section for ephemera, including the Joseph Holloway Theatre collection with documents on music.27

In the Bibliothèque nationale de France (Paris), ephemera are held in several departments or sections (“Musique,” “Arts du spectacle,” “Littérature et Art,” “Bibliothèque-Musée de l’Opéra”). A few of them are in the online catalogue when they have been considered as books, such the concerts given in Nancy under the auspices of the local Conservatoire (Ropartz 1895–1914), or the concerts given by the piano firm of Pleyel (La Musique de chambre, 1893–1896).

Very few sources are available online, however. The “Concert du roi au Louvre: soirée du 6 mai 1841” is a rare example of a program digitized in Gallica.28 The court of King Louis-Philippe listened to music by Rossini (e.g., La Gazza ladra overture), excerpts of Haydn’s Creation, and further specific works corresponding to the French musical taste, like Gluck’s Iphigénie en Aulide overture, the scene and chorus from Iphigénie en Tauride, a vaguely named “fragment d’une symphonie de Haydn,” Gluck’s Armide overture, Etienne-Nicolas Méhul’s Jeune Henry overture, and finally excerpts of Handel’s oratorio Judas Maccabée. The booklet provides the audience with the words for the vocal pieces, without any commentary about the works. From the names of the singers we know the participants included opera’s most renowned artists, such as Gilbert Duprez, Eugène Massol, Dorus Gras, and Prosper Dérivis.

It has been observed that fifty years ago, ephemera was not a central focus in the transmission of musical heritage. For example, the Meyerbeer Nachlass (his private papers) was scattered among libraries in Eastern Europe during the Second World War, so the ephemera associated with that has likewise been scattered (Meyerbeer 1999, 65). If not included in a general catalogue, the programs and other kinds of ephemera may be handled variously, often included in folders aimed at providing documentation on artists or their works, as in the Bibliothèque-Musée de l’Opéra (Paris). In the Bibliothèque Historique de la Ville de Paris, a section is devoted to ephemera, however. Within the rich archives of the Association de la Régie Théâtrale (ART), held in the same library, access is available to a wealth of new documents on musical life.29

Certain categories of ephemera have been more carefully considered. Publishers’ catalogues, for instance, are a major source for the history of music publishing. The Dictionnaire des éditeurs de musique français (1988), by François Lesure and Anik Devriès-Lesure, has been built on the Parisian National Library’s collection of publishers’ catalogues, which represents a first step in reconstructing the activity of these commercial firms, the second one being the research of archival documents.30

In recent decades, there has been special interest in concert programs, on both a national and an international basis. Under the category of program may be included in the same collection different kinds of documents, such as playbills, handbills, posters, and booklets. Moreover, in both French and English, the significance is ambiguous, since the term designates both the document and the contents of the document.

The United Kingdom has the benefit of Rupert Ridgewell’s support of a database of concert programs, which is constantly being expanded. This database now plays the role of a unified catalogue of concert programs and in the future will contain holdings from German libraries (the Sächsische Landesbibliothek—Staats- und Universitätsbibliothek Dresden and the Hochschule für Musik und Theater “Felix Mendelssohn Bartholdy” Leipzig). The site also provides hyperlinks to the main projects of digitizing the musical ephemera in the United Kingdom (Theatre Royal Edinburgh, Reid Concerts since 1841), Spain, and Germany (Frankfurter Museums Gesellschaft since 1869), as well as in United States (New York). Ridgewell has explained the project’s potential value as providing “sources of information relevant to the social history of music and as artefacts worthy of study in their own right … recognising them as emblems of ideology and embodiments of perceptions of musical taste” (Ridgewell 2003). As suggested, the fields of social and economic history of music and performance history have benefited from the study of such programs, and this is seen as a specific educative process much more developed in Great Britain than in other countries (Bashford 1996, 2002, 2003). Another source, “The Concert Life in Nineteenth-Century London Database,” was launched in 2000 by Christina Bashford, Rachel Cowgill, and Simon McVeigh. A new project, “In Concert Toward a collaborative Digital Archive of Musical Ephemera,” was announced in 2014, described as follows: “The project will explore fresh approaches to building a digital archive from varying types of performance datasets based on ephemera, and to find ways of overcoming the barriers of expertise, volume of data and the gap between cost and benefit that have hampered such digital musicology projects in the past.”31

Most recent studies in historical musicology are based on contemporary newspapers, the sources of which provide a significant amount of new material, including newspaper clippings that have been pasted in scrapbooks. Within the collection “Music in Nineteenth Century Britain,” which according to its director Professor Bennett Zon aims to “disprove the myth of “The Land without Music,” is an amazing wealth of new information on concert life results. For instance, Roy Johnston and Declan Plummer’s The Musical Life of Nineteenth Century Belfast (2015) makes effective use of two scrapbooks compiled by William H. Malcolm. Malcolm was a member of the Anacreontic Society and was its librarian from 1842 (Belfast, Linen Hall Library). The cross-comparison of a journal’s information and the program’s information leads to better accuracy and more precise knowledge, as shown earlier in the case of the Schoelcher collection.

In France, the RPCF (Répertoire des programmes de concerts en France), originally founded by Patrick Taïeb and Hervé Lacombe to understand the history of concert life in France between 1725 and 1815, has been developed on a much larger scale to cover the nineteenth century and beginning of the twentieth century. It unites specific projects and is now included in the collaborative database Dezède. This database has three main sections: opéra-comique, Association française des Orchestres, and Concerts à l’abbaye de Royaumont (1936–1963), as well as several files on specific musical venues, such as Théâtre des Arts de Rouen, Théâtre de Montpellier, Association artistique d’Angers, and Société de l’Harmonie sacrée (1873–1875). Each section deserves a substantial historical introduction and a bibliography. The main purpose is to provide a complete chronology of spectacles and concert performances, based on completely new material. The nineteenth-century sources are primarily concerned with works performed in Théâtre de l’Opéra-Comique; this includes libretti, posters, and censor reports held in the National Archives (most of them digitized and available with free access). Referencing the special tax to be paid to Parisian hospices (Assistance Publique Archives), it has been possible to reconstruct the repertoire of public concerts in Paris between 1822 and 1848 (Jardin and Taïeb 2015). For instance, based on the complete list of concerts given by the Association artistique d’Angers, in the Loire Valley (1877–1893), Yannick Simon has studied the introduction of Wagner’s operas in that province after the Franco-Prussian War of 1870 (Simon 2006). The content of 455 concerts from 353 composers by 342 performers has been reconstructed, not from programs (very few have survived) but, rather, from different periodicals published by the association, such as Angers-Revue, Angers-Musical, and the Bulletin Officiel de l’Association artistique des concerts populaires d’Angers. These concerts were supported by private patrons, by the city, and by the Ministry of Fine Arts.

Even though an important working group on ephemera, entitled Picture Print Paper, founded in Germany under the auspices of Museum für Deutsche Volkskunde in Berlin, has recently been cancelled (Bild-Druck-Papier, 1981–2016), ephemera continue to be a central material for research on cultural life in general. As mentioned, these materials have increasing been considered as basic and largely under-exploited source material by scholars in musicology (Pasler 2009). The ephemera may shed new light on many aspects of musical life which are now considered central, such as concert life, circulation of musicians, circulation of works and intercultural exchanges. They contribute to a better understanding of trends and the evolution of musical taste, to a better knowledge of all kinds of musicians, and to a more accurate analysis of how musical institutions operate and what kinds of repertoire they offer the public. As suggested, one of the main obstacles to broader use of ephemera could be minimized with cooperative work involving bibliographic control, preservation, and digitization. A working group with this goal has been established in the International Association of Music Libraries (IAML), while in France, a new working group, www.sciences-patrimoine.org/index.php/patrimeph.html, is expected to include research on musical ephemera.






Notes






1.
Johnson 1751, 215. See Maurice Rickard Collection of Ephemera. The collection was given to the Foundation for Ephemera Studies and is held at the University of Reading on permanent loan.




2.
 Bibliothèque nationale de France, département de la Musique. They are transcribed and available (Holoman 2004) and on his Société des Concerts du Conservatoire website,




3.
 Royal Opera House Collection.




4.
 All these “Theaterzettel” are digitized at http://theaterzettel.franconica.uni-wuerzburg.de/. Each handbill has been catalogued and indexed. The collection had previously been held by the local Historical Society.




5.
 British Library, RPS MS 325.




6.
 The handwritten cards (about 4,000) are available in the BnF’s Music Department Reading Room. They give the title of the institution and not the content of each folder.




7.
 Le programme doit être considéré comme le texte parlé d’un Opéra, servant à amener des morceaux de musique, dont il motive le caractère et l’expression. Bnf, Musique, collection of Richard Macnutt.




8.
 Concerts: December 9 and December 30, 1832; December 22, 1833; November 9 and November 23, 1834; December 14, 1834; May 3 and November 22 and December 13, 1835; December 4 and December 18, 1836; November 25 and December 16, 1838; November 24, 1839 (first performance of Roméo et Juliette); December 1 and December 15, 1839; December 13, 1840; November 19, 1843; February 3, 1844. The ephemera section of the collection contains playbills for Harriett Smithson’s theatrical performances and printed programs for other concerts in Vienna (1) and London (1).




9.
 BnF, F-Pn Vmc 21902 (1–16).




10.
 BnF, F-Pn Rés. F. 1429 (1–2), 1880–1910.




11.
 See, for example, Le Monde, Chronique musicale, October 29, 1881, on plainsong and sacred music.




12.
 “Chronique théâtrale d’Amiens des années 1916–1922. Amiens, Bibliothèque municipale.




13.
 In the United Kingdom, see the Dorothy and Sydney Spellman Collection of Victorian Sheet Music Covers, held in Reading, Center for Ephemera Studies. See also the website of the Museum of Music History, www.momh.org.uk.




14.

Le Vieux papier, January 7, 1912 (Depaulis (2017).




15.
 BnF, F-Pn Rés. VS 458 (1–8). 8 programs: second season December 12, 1859; third season November 12, 1860, February 25, 1861, July 1, 1861; fourth season November 12, 1861, Mozart p. 36; fifth season November 10, 1862; sixth season April 11, 1864, 148th concert, pp. 489–510; eighth season January 29, 1866, pp. 58–80.




16.
 BnF, F-Pn Rés. VS 474 (1–3): “Mr Walter Macfarren’s three concerts of solo and concerted piano music,” April 23, May 18, June 11, 1861.




17.
 BnF, F-Pn Rés. VS 459 (1–16). 16 programs: second season (1853) concerts 3, 4, 5; third season (1854) 6 concerts; fourth season concert 1; fifth season (1856) concerts 1, 3, 4; eighth season (1859); thirteenth season (1863) concert 1; fifteenth season (1866) concert 4.




18.
 BnF, F-Pn Rés. VS 1177–1178.




19.
 BnF, F-Pn Rés. VS 1177.




20.
 Willis’s Rooms, King Street, 1857, May 30: Bach triple concerto with accompaniment of quartet.




21.
 Composers performed at Henry Leslie’s Choir Concert 1857, May 15: Croft, Mendelssohn, Handel (variations by Arabella Goddard, piano), Waelrendt, Converso 1580, Nethercloft, Fleming, Küchen, S. Bennett, Macfarren, Pearsall.




22.
 St. Martin’s Hall, 1857, January 6: “Performance on the New Organ build for Wells Cathedral by Mr Henry Willis.” Organist: Mr Best. See playbill Rés. VS 1177, note 17.




23.
 From Luisa Miller, the date of the opera’s first performance, December 8, 1849, helps to date this handbill. The title of the opera is not quoted.




24.

The Athenaeum: A Journal of English and Foreign Literature, Science and the Fine Arts 357 (August 30 1834): 644–645.




25.
 Programmes are described in the Database of Concert Programmes, www.concertprogrammes.org.uk. One program, by George Smart, may be accessed via Museum of Music History, www.momh.org.uk.




26.
 Ephemera Collections, National Library of Ireland.




27.
 Concert du roi au Louvre: soirée du 6, mai 1841. [Paris?] : [s.n.], [1841]. [Paris] : [. Vinchon]. 14 pp. Collection Le Senne.




28.
 Association de la Régie Théâtrale, http://www.regietheatrale.com/index/index/collections.htm.




29.
 A short description of each folder available online, BnF, F-Pn Vm Cat. (Recueil: Catalogue d’éditeurs de musique).




30.
 “In Concert: Towards a Collaborative Digital Archive of Musical Ephemera,” www.inconcert.datatodata.com.




31.
 Dezède. This database was founded by Patrick Taïeb and Hervé Lacombe and is maintained by Yannick Simon and Johann Elart (Université de Rouen), and provides training for students in musicology.







References






Ephemera Collections



Association de La Régie Théâtrale, http://www.regietheatrale.com/index/index/collections.htm.

Würzburg Universität Würzburg Stadt Theater: http etc. supprimer retour de ligne après Theater et enchaîner adresse site


http://theaterzettel.franconica.uni-wuerzburg.de/


Database of Concert Programmes: http://www.concertprogrammes.org.uk.

Dezède: Archives and Performance Chronology: https://dezede.org/bibliographie

Dorothy and Sydney Spellman Collection of Victorian Sheet Music Covers, Reading, Center for Ephemera Studies: https://www.reading.ac.uk/special-collections/collections/sc-spellman.aspx

Maurice Rickard Collection of Ephemera: www.ephemera.society.org.uk



Museum of Music History: www.momh.org.uk

National Library of Ireland: http://www.nli.ie/en/udlist/ephemera-collections.aspx

Royal Opera House Collections Online: http://www.rohcollections.org.uk/






Manuscripts in Collections



Amiens, Bibliothèque municipale, ms. 2299, ms. 2285, 2285 bis.

Bibliothèque nationale de France (BnF), Musique, collection of Richard Macnutt

F-Pn Rés. VS 1177–1178. Recueil de coupures de presse et programmes.

Bibliothèque nationale de France (BnF), Collection Le Senne.

F-Pn Vm Cat. Recueil: Catalogue d’éditeurs de musique.

F-Pn Rés. VS 459 (1–16). Programmes.

F-Pn Vmc 21902 (1–16). Feuilletons de critique musicale parus dans “Le Siècle,” 21 décember 1854—26 mars 1861

F-Pn Rés. F. 1429 (1–2), 1880–1910. Articles de presse.

F-Pn Rés. VS 474 (1–3). Programmes.

F-Pn Rés. VS 458 (1–8). Programmes.

F-Pn Rés. Vm. Dos. 201 (5). Cahier de coupures de presse sur les débuts de la carrière d’André Caplet.

British Library, RPS MS 325, Miscellaneous official material (1813–1962).














Works Cited





Agresta, Rosalba. 2015. “Victor Schoelcher, collectionneur et musicographe.” In Collectionner la musique: érudits collectionneurs, edited by Denis Herlin, Catherine Massip, and Valérie De Wispelaere, 230–256. Turnhout: Brepols.


Bashford, Christina. 1996. “Public Chamber-Music Concerts in London, 1835–1850.” PhD dissertation, King’s College.


Bashford, Christina. 2002. “Writing for Listening: the Creation and the Cultivation of the Programme Note in Nineteenth-century Britain.” Paper given at 17th International Musicological Society Congress, Leuven, 1–8 August 2002.


Bashford, Christina. 2003. “The British-ness of the Nineteenth-Century Programme Note.” Paper given at 4th International Conference on Music in Nineteenth-Century Britain, University of Leeds, 24–27 July 2003.


Berlioz, Hector. 2016. Nouvelles lettres de Berlioz, de sa famille, de ses contemporains. Edited by Peter Bloom, Joël-Marie Fauquet, Hugh J. Macdonald, and Cécile Reynaud. Arles: Ates Sud Palazzetto Bru Zane.


Bernard, Elisabeth. 1976. “Le concert symphonique à Paris entre 1861 et 1914: Pasdeloup, Colonne, Lamoureux.” Dissertation, Université de Paris IV Sorbonne.


Bild-Druck-Papier. 1981–2016. Tagungsbände Arbeitskreis Bild Druck Papier. 22 vols. Waxmann: Münster.


Bödeker, Hans Erich, and Patrice Veit, eds. 2007. Les sociétés de musique en Europe, 1700–1920. Structures, pratiques musicales et sociabilité. Berlin: Berliner Wissenschaft-Verlag.


Comettant, Oscar. 1893–1896. “La Musique de chambre. Séances musicales données dans les salons de la maison Pleyel, Wolff, et C.ie.” Preface. In Reproduction des programmes, Année 1893–1896. Paris: Gautherin.


Conservatoire et les concerts de Nancy. 1897. A l’occasion du Centième Concert populaire (1881–1897). Nancy: Impr. coopérative de l’Est.




Coover, James. 1993. “Musical Ephemera: Some Thoughts About Types, Controls, Access.” Music Reference Services Quarterly 2.3–4: 349–364.


Coover, James. 2001. Private Music Collections: Catalogs and cognate Literature. Warren, MI: Harmony Park.


Cowgill, Rachel. 1998. “The London Apollicon Recitals 1817–32: A case-Study in Bach, Mozart and Haydn Reception.” Journal of the Royal Musical Association 123: 190–228.


Depaulis, Thierry. “Vieux papiers et ephemera: regards croisés des deux côtés de la Manche.” Fabula/Les colloques, Les éphémères, un patrimoine à construire. www.fabula.org/colloques/document2917.php


Devreux, Lise, and Philippe Mezzasalma, eds. 2012. Bibliothèque nationale de France, Des sources pour l’histoire de la presse. 2012. Pauline Girard, editor for the musical section. Paris: Bibliothèque nationale de France.


Drummond, Pippa. 2011. The Provincial Music Festival in England, 1784–1914. London: Ashgate.


Ellis, Katharine. 2005. Interpreting the Musical Past. Early Music in Nineteenth-Century France Oxford: Oxford University Press.


Holoman, Dallas Kern. 2004. The Société des Concerts du Conservatoire, 1828–1967. Berkeley: University of California Press.


Jardin, Etienne, and Patrick Taïeb, eds. 2015. Archives du concert. La vie musicale française à la lumière de sources inédites (xviiie–xixe siècles). Arles: Actes Sud, Palazzetto Bru Zane.


Johnson, Samuel. 1751. The Rambler, August 6, p. 215.


Johnston, Roy, and Declan Plummer. 2015. The Musical Life of Nineteenth Century Belfast. London: Ashgate.


King, Richard. 1997. “The Fonds Schoelcher: History and Contents.” Notes 53.3: 697–721.


Kopiez, Reinhard, Andreas C. Lehmann, and Janina Klassen. 2009. “Clara Schumann’s Collection of Playbills: A Historiometric Analysis of Life-Span Development, Mobility, Repertoire and Canonisation.” Poetics 37: 51–73.


Lesure, François, and Anik Devriès-Lesure. 1988. Dictionnaire des éditeurs de musique français. Volume II: 1820 à 1914. Genève: Minkoff.


Macnutt, Richard. 2001. “The Collection of Manuscripts, Letters, Printed Music, Books, Portraits and Ephemera of and Concerning Hector Berlioz (1803–1869).” Draft description. Dactylogr.


Meyerbeer, Giacomo. 1999. The Diaries of Giacomo Meyerbeer, vol. 1: 1791–1839. Translated, edited, and annotated by Robert Ignatius Letellier. Madison, NJ: Fairleigh Dickinson University Press.


Pasler, Jann. 2009. Composing the Citizen: Music as Public Utility in Third Republic France. Berkeley: University of California Press.


Rickards, Maurice. 2000. The Encyclopaedia of Ephemera: A Guide to the Fragmentary Documents of Everyday Life for the Collector, Curator, and Historian. London: British Library; New York: Routledge.


Ridgewell, Rupert. 2003. Concert Programmes in the UK and Ireland. A Preliminary Report. London: IAML (UK & Irl) and the Music Libraries Trust.


Schoelcher, Victor. 1857. The Life of Handel. London: Trübner.


Simon, Yannick. 2006. L’Association artistique d’Angers, 1877–1893: histoire d’une société de concerts populaires, suivie du répertoire des programmes des concerts. Paris: Société française de musicologie.


Storey, Richard. 1984. “Printed Ephemera: A Chronology and Bibliography.” Archives: The Journal of the British Records Association 16.1: 278–284.




Temperley, Nicholas. 1971. “The Symphonie fantastique and its program.” The Musical Quarterly 57.4: 593–608.


Valdruche, Eugène. 1912. “L’iconographie des titres de musique.” Le Vieux Papier, 71 (March 1912): 139–159.


Valdruche, Eugène. 1913. Livres anciens et modernes … : bibliothèque de feu M. Eugène Valdruche: [vente, Hôtel des commissaires-priseurs, 8–13 décembre 1913, Mes Gaston Charpentier et André Desvouges, commissaires-priseurs]. Paris: H. Leclerc.


Ropartz, M. J. 1895–1914. Conservatoire national de musique. Programmes des Concerts donnés à la Salle Poirel, novembre 1894/mars 1895 [-novembre 1913/mars 1914]. sous la direction de M. J. Guy Ropartz 20 vols. Nancy: Ville de Nancy.


Weber, William. 1975. Music and the Middle Class: The Social Structure of Concert Life in London, Paris and Vienna. London: Croom Helm.














part II






Networks and Institutions








chapter 9



Newspapers, Little Magazines, and Anthologies



Paul Watt






Newspapers and periodicals are particularly powerful agents for the publication and distribution of intellectual ideas. While newspaper proprietors and editors are almost always interested in making money, they also advocate particular ideological, political, cultural, and musical agendas through the writers they employ and the readers they strive to reach. The types of publications printed in a newspaper or periodical—opinion pieces, reviews, scholarly articles, and advertisements—reflect editorial policy or house style of individual newspapers and periodicals. Conversely, letters to the editor often contest editorial norms. No two newspapers and periodicals are exactly alike; as the newspaper historian Lucy Maynard Salmon suggested long ago, newspapers, like people, have different personalities, which is especially evident in the thousands of newspapers and periodicals published in the nineteenth century (Salmon 1976, 40–74). This chapter examines the institutional and intellectual forces that affected the rise of professional criticism, such as the growth of higher criticism and training for critics; these helped to fashion a variety of outlets in which critics could pitch their work and find new audiences. Although examples are drawn from some French and German literature, an emphasis is given to Anglophone newspapers and little magazines in the latter part of the nineteenth century, since this literature has been less represented in histories of nineteenth-century criticism, history, and historiography (e.g., Graf 1947, Allen 1962, Bujić 1988, Taruskin 2010). The chapter also illustrates the many forms of packaging in which criticism appears—newspapers, magazines, and anthologies—and the ways in which criticism crossed genres and international borders and reached new readerships.





Demographics of Readers and Writers


Owing to dramatic rises in literacy, the intellectual landscape changed in the nineteenth century: newspapers and periodicals were established on all topics imaginable. The proliferation of the press created significant demand for readers, as well as writers. In terms of the United Kingdom, a classic study by the historian E. E. Kellett shows that literacy rates rose most dramatically between 1845 and 1871. For men, the literacy rate increased from 19 percent to 33 percent, while the rates for women were 26 percent and 49 percent (Kellett 1934, 3, citing Balfour [1898] 1903). With the population’s capacity not only to read but also to write, an “enlarged field [of writers was] harvested by the publishers of newspapers and magazines” (1934, 3). The literary critic Walter Besant estimated that by 1899, the total number of writers in Britain, including critics, numbered “about 20,000” (Besant 1899, 1). Although Walter Houghton put the number of journals published in nineteenth-century Britain in excess of 25,000, this figure does not include “a few hundred reviews, magazines, and weeklies” (Houghton 1979, 389). All this literature was produced to feed the need of a population (in London alone) that in the period 1851 to 1901 more than doubled, from 2.7 million to 6.6 million (Beckson 1992, xvii). By 1910, according to Jürgen Osterhammel (2009, 788, citing Tortella 1994), Britain—along with the Netherlands and Germany—was the only European nation with 100 percent literacy.

Richard Altick’s extensive study of the sociology of British writers between 1800 and 1935 found that of the 840 authors, 10.6 percent were from the nobility, 86.3 percent belonged to the middle class, and 3.1 percent were working class (Altick 1989, 100). Statistics in this document are not available for writers on music, or from the Society of Authors, which in 1884 had just 68 members but by 1892 had risen to 870 (Besant 1893, 7). It is clear, however, that the profession of the critic or writer was in the ascendant. Just as the legal, medical, and financial professions were undergoing rapid development, so too was that of the journalist (Carr-Saunders and Wilson 1933, Corfield 1995, Reader 1996).

Despite such rapid expansion in print culture, not everyone was enthusiastic about its consequences. For example, a writer in the liberal newspaper The Speaker commented in 1897:

The family of the Periodical grows apace. Births happen almost daily, and death seems to make no impression upon the thickening ranks. We have journals of all orders, popular and scientific, for home and for the school, for the train and for the general reader, for the man who thinks knowledge is for the multitude and for the man who thinks it is for the select few who constitute his world and are the only world he cares to know. They are national and international, monoglottic and polyglottic; they are trouble to the librarian. … If this century is to have any special character, it is doubtful whether any name could describe it so well as the Century of Periodicals.


(Anon 1897, 92–93)




Arthur Symons was more emphatic about the rise of the press, viewing it as perilous and a threat to civic and intellectual life:

The newspaper is the plague, or black death, of the modern world. It is an open sewer, running down each side of the street, and displaying the foulness of every day, day by day, morning and evening. Everything that, having once happened, has ceased to exist, the newspaper sets before you, beating the bones of the buried without pity, without shame, and without understanding. It professes to tell you facts, but never tells you the same facts twice in the same way; for it gorges its insatiable appetite upon rumour, which is wind and noise. (Symons 1903, 165)


Symons’s view was perhaps extreme and elitist. For most readers, writers, and publishers of the late nineteenth century, however, the development of reading and writing—and the potential for criticism—was seen as democratic and was thus a good thing. And this expansion was not confined to Britain; the hunger for newspapers and periodicals (and musical news from Europe especially) spread all over the world, reaching as far as the Antipodes.



Impressionist and Anonymous Criticism


Impressionist criticism (the reporting of personal opinion) was the scourge of the British profession, especially in music and theater newspapers. Critics writing unguarded and biased opinions in many notices under the one name were thought to distort the number of overly negative or indeed overly positive reviews, allowing the author to make more money by largely recycling the same article. It was also believed that critics, especially those reporting on theater and opera, were liable to be bribed or offered kickbacks for peddling positive reviews under the cloak of anonymity. In England at least, anonymity was widely viewed to be a carte blanche for rogue reporting, leaving criticism open to abuse. The discussion of anonymous criticism hit a high point in 1893, when Emile Zola visited England as a guest of the newly established Institute of Journalists. Zola spoke of his “surprise” that anonymous criticism prevailed in British literary criticism:

If a critic does not sign his articles, does he not renounce all his personality, as well as all responsibility? He is the voice crying out in the crowd when no face can be distinguished. He chronicles and summarizes. He loses all boldness, all passion, all power even. In the field of letters and arts you must admit that talent is individual and free, and I cannot imagine an impersonal, anonymous critic sitting in judgement upon original and living productions. In France an unsigned criticism would have absolutely no authority. 
(Zola 1893, 6)




While Zola could see that anonymous criticism was required for political purposes—giving the journalist a free rein to report openly and objectively on matters of state without publicly declaring his position—he could not understand why anonymity was still the preserve of literary criticism.

Zola found an ally in a British writer on music, Jacob Bradford. In the year after Zola’s talk, Bradford published an article in the Westminster Review describing Zola’s address as “telling words in favour of signed articles” and the implications for musical criticisms were “manifest” (Bradford 1894, 533). Indeed, Bradford was severely critical of the local product: “Local or provincial criticism, so called, upon the whole, at the present day, is no criticism at all; frequently but a collection of ridiculous and absurd phrases, setting forth utter nonsense, so it is altogether outside the pale of these observations, and can be dismissed as worthless in nine cases out of ten” (532). Bradford hoped that anonymous—and irresponsible—criticism in England would inevitably become a thing of the past—and so it eventually did.



Higher Criticism and Training for Criticism


The cultivation of higher or intellectual criticism (as an antidote to impressionist criticism) became a preoccupation across Europe in the late nineteenth and early twentieth centuries as a result of interest in the scientific method (Iggers 1997, Hesketh 2011). As a consequence, a need arose to train critics in the scientific or comparative method, as it was often termed. Although many attempts to establish schools for music critics in England came to nothing, more success was had in France: Michel-Dimitri Calvocoressi (1877–1944) taught a course on music criticism at the Ecole des Hautes Etudes in Paris from 1909 to 1914, the outline of which was published as Principles of Musical Criticism by Oxford University Press in 1923, appearing in a second edition two years later. Curiously, the book appears never to have been published in French or in France.

Calvocoressi’s book was unmistakably aimed at making the profession of music critic an intellectual one. Calvocoressi was a rationalist—not an aesthete or an impressionist—and placed a high value on wide reading, inductive thought, objectivity, and positioning the understanding of works of art (including music) in an historical context. His intellectual debt was to the English literary scholar, economist, and later member of parliament John M. Robertson (1856–1933) (Robertson 1889 and 1897), who wrote a number of books on critical and scientific method based not only on English writers but also on the little-known French positivist, Emile Hennequin (1885, 1889, 1890, 1898) who, by coincidence, was also a hero for Calvocoressi. The intellectual foundation for a good critic, according to Robertson and Calvocoressi, was the formation of a wide and sound intellect. As Calvocoressi noted:

[T]he musical critic’s studies should include a good deal besides all that properly refers to music as an art: various branches of philosophy, viz. psychology, aesthetics and logic; acoustics and other branches of musical science, if only in order to test the conclusions or assertions of writers who draw upon these for controversial purposes; and history (not of music only), more on account of the mistakes which ignorance will occasion than for the help history affords in criticism proper. Experience in other arts and other modes of thought will prove the sole remedy against the dangers of specialization, which tends to narrow and warp the critic’s outlook.


(Calvocoressi 1923, 7–8)


Throughout the book, Calvocoressi emphasized the need for reading widely and for grounding judgment in processes of reflection and deduction. There were considerable discussions in chapters 3 and 4 about historical, comparative, and deductive criticism, and significant extracts from historical works—including those by Robertson—underpinned Calvocoressi’s argument. To overcome the major problems of musical criticism such as the “unpalatable,” “incomprehensible,” and “contradictory,” Calvocoressi asserted that judgments should be formed “with consistency and flexibility” (1923, 15, 109).

Music critics needed to be widely read and articulate because the journals for which they wrote, or aspired to write, were read by a public with extremely wide intellectual interests. The reviews genre was sold to the educated classes, who expected the critics to be at least as well educated as they were. A clue to the wide sweep of interests in particular newspapers lies in their subtitles. In Britain, for example, the Saturday Review was a newspaper of “politics, literature, science and art.” In France, Le Corsaire was subtitled Journal des spectacles, de la littérature, des arts, des moeurs et des modes; the Journal des débats was shorthand for Journal des débats politiques et littéraires; and for a time the Revue et gazette musicale de Paris was subtitled Revue musicale, “journal des artistes, des amateurs et des théatres.” In Vienna, the literary journal Neue Revue included scholarly articles by Heinrich Schenker, and Die Zeit was described as a “Viennese weekly for politics, economics, science and art” (McColl 1996, 13). The subtitle for Dwight’s Journal of Music in Boston was at one time “a paper of art and literature.” These subtitles denote a wide and varied content and supposed their readers to be equally interested in music, arts, and letters.

Music critics therefore often had to compete with theater and literary critics, and often had to write on subjects outside music or on topics in which they had little expertise. This was especially the case in generalist newspapers and periodicals. Arguably, the more serious and scholastic criticism was published in the reviews genre; this is certainly true in England, where the Fortnightly Review, New Review, and Saturday Review published influential articles by John F. Runciman on the need for reforming the profession of music critic (Runciman 1894, 1895, 1899a, 1899b, 1903). These longer essays enabled critics to write on a variety of topics on the practice, history, and culture of music rather than simply writing concert reviews. One of Runciman’s complaints concerned academic criticism—work by the professors and otherwise highly educated—which he criticized for its conservative outlook. While the broadsheet or daily press might have been conservative, this was not exactly the case of the little magazines genre. A history of musical criticism in any country is only complete when this genre is brought in from the margins.





Little Magazines



The intellectual compass of the large and dominant newspapers of the nineteenth century for which established and influential critics wrote are generally well known and have received significant scholarly attention (e.g., Ellis 1995, McColl 1996, Watt 2018). By and large, the established broadsheet newspapers and periodicals form the mainstream, representing the needs and interests of a homogeneous middle or upper-middle class, and selling in large numbers. Later in the nineteenth century these dominant magazines were syndicated to newspapers of similar intellectual hue across the Atlantic and around the world. However, less familiar are the intellectual lives of the “little magazines.”

“Little magazines,” or petites revues, were small in size and distribution but big on intellectual ambition; they strove to publish the work of emerging writers and were an intellectual niche (Brooker and Thacker 2009). Evanghélia Stead has provided a definition that sets the parameters of the little magazines, after an essay on the subject by Rémy de Gourmont:

The review [or magazine] is “little”: (a) because of its limited distribution and lack of recognition (referring to symbolism as rare and elite, far from vulgar); (b) because it helps ground-breaking writers make their own way and gain space for novel experimentation by opposing big (acclaimed) reviews, acknowledged and reputable authors; (c) by virtue of its small size, transience, evanescence, and irregular frequency, although such disadvantages do not prevent it from growing and expanding though time. 
(Stead 2016, 4–5, paraphrasing de Gourmont 1900)


Scholars of literary criticism argue that the little magazine is a product of the avant-garde and modernity, representative of a rebellion against mass-market consumption (e.g., Hamilton 1976, Morrison 2000, Brooker and Thacker 2009). The vast majority were published for a few brief months or years from the 1880s to the 1920s. One scholar suggests that “ten years is the ideal life span for a little magazine” (Hamilton 1976, 9). They aspired to give voice to marginal or de-centered intellectual issues; irregular and daring designs of page layout, cartography, and illustrations provided readers with a visually arresting reading experience.

Stead (2016, 3–4) has argued that the little magazine genre was essentially an Anglophone and French enterprise, but Brooker and Thacker’s project on little magazines clearly evidences their existence all over the world. Some of the more influential little magazines were Poesia (published in Italy in 1905), Futuristy (Russia, 1914), and Nuż w Bżuhu (Krakow, 1921). Little magazines that featured essays on music—that have so far received virtually no scholarly attention—include Apollon (St. Petersburg, 1909–17), Thalia (Stockholm, 1910–13), Montjoie (Paris, 1913–14), and Blad voor Kunst (Groningen, 1921–22).

Five little magazines are discussed in the following section: the Revue wagnérienne, Weekly Critical Review, New Quarterly Musical Review, Dome, and Chord. The contributors to these magazines came from diverse intellectual backgrounds; the topics on which they wrote were also diverse, even eclectic, and editorial direction was sometimes bound to particular intellectual concerns. Unlike many mainstream newspapers, little magazines sometimes published musical compositions or translations of books (or parts of books), and they carried a range of advertising that is suggestive of these journals’ readerships.



Revue wagnérienne


A particularly apposite example of a little magazine is the Revue wagnérienne, published in Paris between 1885 and 1888. Its founder and director was Édouard Dujardin (1861–1949) who, like most proprietors of little magazines, was also a regular contributor to the journal. Judging by appearances, however, the Revue wagnérienne was not solely run by Dujardin. The journal boasted a list of patrons: Pierre de Balaschoff, Agénor Boissier, Alfred Bovet, Houston Stewart Chamberlain, Marius Fontane, Baron Emmanuel de Graffenried, Madame Pelouze, M*** [sic], and the Association Wagnérienne Universelle. The mix of literary and musical interests was reflected in the list of rédacteurs: Louis de Fourcaud, Emile Hennequin, J. K. Huysmans, and Stéphane Mallarmé, among others. The Revue was established to make the most of what the journal described as a “movement,” and in its opening preface it posed a series of rhetorical questions about its aim:

What was Richard Wagner? What did he want to do? What did he do? What is his influence on dramatic music? How is the audience of each country gradually impressed by its lyrical dramas so majestic, so intimate and so powerful?


(Fourcaud 1885, 3)


The journal was issued monthly; articles discussed individual works and their historical contexts, and there were reviews of recent publications about Wagner and his milieu, reports from Bayreuth, poetry, and philosophical essays such as the exploration of the symbolism in Lohengrin (Noufflard 1888) or the relationship between works by Wagner and Herbert Spencer (Hennequin 1885). It also listed performances of Wagner’s compositions in Europe and North America, and included reports from correspondents in other countries, such as England, Belgium, and Switzerland. Its advertising included notices about La Revue contemporaine: littéraire, politique et philosophique, La Revue indépendante: politique, littérraire et artistique, and La Suiss romande, as well as timetables and fares for ferry travel between England and France, suggesting an Anglo–French readership.

A boutique publication, like most little magazines, the Revue wagnérienne did not favor a homogenous or similar-minded coterie of writers. As Kelly J. Maynard has pointed out, the journal’s authors “were flatly rationalist and scientific in subject matter and outlook rather than idealistic and otherwordly,” and the contents of the journal “represented an array of professional, political, and ideological perspectives” (Maynard 2015, 636). Issue 6 (1885), for example, contains a variety of essays on Lohengrin, which was to be performed at the Opéra Comique that winter. An essay by Franz Liszt (1888) comprises a musical analysis of Lohengrin, and an article by Charles Baudelaire (1888) offers a personal reflection on his experience of listening to the opera’s overture; this was followed by Wyzewa’s (1888) essay on Wagner’s pessimism. As Maynard argues (hence the “strange bedfellows” in her article title), the essays in the Revue wagnérienne demonstrate “interpretations of Wagner’s works from radically different perspectives, including Spencerianism, biological structures, Aryanism, Christianity and socialism” (636). The coterie of “strange bedfellows”—or eclectic line-up of writers—in the Revue wagnérienne is also evident in the Weekly Critical Review.



Weekly Critical Review


The Weekly Critical Review (WCR), published in Paris in 1903–1904, was another eclectic little magazine (Watt 2017). It published the work of some of the finest writers of the day, including Rémy de Gourmont, Arthur Symons, and H. G. Wells. It also incorporated articles and musical news by leading music critics such as Alfred Kalisch, Ernest Newman, and John F. Runciman (from England), as well as James Huneker from the United States. The founding editor was Arthur Bles; although little is known about Bles, he seems to have been well connected in Paris. The WCR was established as a literary expression of the entente cordiale, but politics were rarely mentioned. Bles does not appear to have issued a prospectus for the journal, nor did he articulate its aims in an opening editorial; this task fell to Louis de Fourcaud, who wrote the following letter in the first issue of the WCR, published on January 22, 1903:

Dear Sir

You are starting a paper with the object of bringing together intellectually two great nations which were made to understand each other, each having a rich heritage of works and ideas. Your generous initiative is well calculated to bring into contact their minds and languages, their conceptions, their arts, the highest expression of their lives, so that they may know one another as it were fundamentally, and no longer merely with a prejudiced superficiality. 
(Fourcaud 1903, 1)


The WCR published on a broad range of musical and literary topics and the print run was 10,000 copies, which was significant for its time (Huneker 1922, 133). Summaries of news (including musical news) were reported from other journals, such as Connoisseur, Nineteenth Century, Harper’s Magazine, and Pall Mall Magazine. News of major appointments and exhibitions in London and Paris was also published, but despite having an unnamed Berlin correspondent, Germany’s musical news was not extensively reported. Contributors to WCR also included Charles Capus, the archiviste de l’opera, and various members of the French Institute. There were also a number of English and French female contributors, including Countess Roger de Courson and Alys Hallard. Other writers included the sexologist Havelock Ellis and the aesthete, poet, and mystic Aleister Crowley, who wrote a series of poems on the work of his friend Auguste Rodin.

Bles was also a contributor, turning his hand to translations of poems and to translations (into French) of James Huneker’s biography of Chopin. Calvocoressi, who knew Bles before the WCR was founded, wrote that Bles “was very keen on music” and gave it “a lion’s share in the paper” (Calvocoressi 1933, 74). Competitions were established for new works, including the genre of song, which was won by a Murray Davey (1903). His winning entry, “He Came Like a Dream” (with words by Shelley from an unfinished drama, “The Enchantress Comes Forth”), suggested a homosexual theme because of its possible homoeroticism with such lines as “Can return not the kiss / by his now forgot lips.” Davey reproduced these lines out of context and without reference to Shelley’s drama. The unnamed Berlin correspondent also brought occasional concert reviews to the journal, such as brief reports from concerts in London by Alfred Kalisch. However, as Calvocoressi noted, the fees paid to contributors of the journal were “far in excess of anything paid by French periodicals,” which may have been one of the reasons why the periodical survived for such a short time, sending Bles into bankruptcy (Calvocoressi 1933, 74; Huneker 1922, 133). Advertisements can also reveal a readership’s interests. Remington typewriters, Neal’s English Library Tea, and Reading Rooms were often advertised in the WCR, strongly suggesting a highly literate and bookish consumer. The printing of train timetables by the Chemin de Fer du Nord was evidently an attempt to harness an Anglo–French readership, mirroring that of the Revue wagnérienne.



New Quarterly Musical Review


The New Quarterly Musical Review was published between 1893 and 1896, though plans were made to relaunch it in 1900 (Allis 2017, 25–27). The journal was established by Granville Bantock (1868–1946) to fill a perceived niche in the market for intellectual articles. It was intended to replace the earlier Quarterly Musical Review edited by R. M. Bacon in 1818, which was also short-lived.

The “introductory” to the New Quarterly Musical Review begins:

[W]e will not in any way come into collision with existing papers. Musical news, reports of concerts, and all such things are entirely out of our province; these things form the staple of their wares. We hope, therefore, that we shall not be considered as casting our nets in their waters. … And so, the last hawser being loosed, we fare forth upon the heaving deep. 
(Bantock 1893, 3)


The first volume lives up to this undertaking of casting a wide net. There are scholarly essays on the history of emotions by Ernest Newman (1893) and a number of articles on notation in ancient Greece (e.g., Williams 1894). There are essays on form and on early music such as madrigals (Fitz-Gerald 1894, Fuller Maitland 1895), Palestrina (Shedlock 1894) and on music history and thought (Anderton 1895, Bantock 1896), together with book reviews and notices of new publications. However, there are no gossip columns (often called “anecdote” or “comment” sections in British periodicals), lists of concerts, or purely descriptive articles. Not even the “Musical Literature” section is a list: it is a carefully constructed essay along the lines of an annotated bibliography. Many of the articles run to eighteen pages (which was extremely long for a little magazine) and reflect the kind of essay found in the literary and political press, such as the Contemporary Review. Advertising included notices for Erard pianos, sheet music and albums from Novello, organs, and performances of works such as John Stainer’s Crucifixion.



Dome


Another little magazine was the Dome, published between 1897 and 1900 (Corbett 2009) by the Unicorn Press. The journal was founded by Ernest J. Oldmeadow, a nonconformist minister who later became a “journalist, music critic, comic novelist and publisher” (Corbett 2009, citing Hatcher 1995). The journal was divided into three sections: architecture, literature, and music. The journal published illustrations (drawings, paintings, and engravings), poems (in English and French), short stories and plays, and musical scores. It also included reviews and notices of books in English and French.
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Figure 9.1 Title page of the Dome, showing unusual and innovative use of typography
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Figure 9.2 A poster (greatly reduced) of the Dome (vol. 2, no. 6)






There were only two substantial essays published on music: John F. Runciman’s “Tschaikovsky’s ‘Pathetic’ Symphony” (1897), and Vernon Blackburn’s “Mozart at Munich” (1897). By the late 1890s, Runciman and Blackburn had cemented a solid reputation for writing about music, and it is no surprise to have them represented in this periodical. Partly biographical, Runciman’s article discusses how little known Tchaikovsky’s music was in England, and argues that the composer is underestimated. Runciman sings Tchaikovsky’s praises and hopes that his works “will for long continue to grow in popularity” (Runciman 1897, 118). Blackburn’s article on Mozart, mirroring Runciman’s approach, also urges a reappraisal of the composer. Of the few musical compositions published in the Dome (most unsigned), there are two pieces by young talents: “Love’s Mirror” (1897) by Samuel Coleridge-Taylor (1875–1912), and “La Simplicité” (1897) by William Hurlstone (1876–1906) are printed together in volume 3. The Dome was clearly established for a readership across the arts. Advertisements were for sketching cases, books on photography, and novels, as well as the New Century Review: An International Review of Literature, Politics, Religion and Sociology, and The Artist: An Illustrated Monthly Record.



Chord


A fourth little magazine published in England in the late nineteenth century was the Chord, which ran to a mere five volumes published over sixteen months, from May 1899 to September 1900. Although there is no explicit statement in the first volume about the journal’s raison d’être, the advertising at the back of the journal under the heading “The Chord Advertiser” provides a clue. While the final advertisement merely states “Number One of the CHORD: A Quarterly Devoted to Music Published at the Sign of the Unicorn, vii Cecil Court London on May Day mdcccxcix,” the advertisement on the previous page is for books published or distributed by the Sign of the Unicorn bookshop. Other advertisements across the five volumes include those for classes at Trinity College of Music, for Beltaine (the inaugural publication of the Irish Literary Theatre), and for the Hampstead Conservatoire, directed by Cecil J. Sharp.

Like the other little magazines discussed thus far, the Chord contained an eclectic mix of reports on local opera and music in the provinces, as well as articles that included “A Note on the Writing of Musical History” by R. R. Terry (1899a), an appraisal of Tchaikovsky by Israfel (1899b) (both in the first volume), and a discussion in volume 2 of Berlioz’s prose style by Ernest Newman (1899b). The journal’s coverage was eclectic, with articles on music outside the canon; there were two articles on church music in volume 3—“Music in the Roman Church” by Blackburn (1899), and “Anglican Church Music” by R. R. Terry (1899b)—and volume 4 included a discussion of Scottish folk music (Haddon 1900).

The publication of little magazines reveals much about the intellectual lives of writers and readers, particularly in the late nineteenth century. Although short in format and life, to a certain extent they replicated the broad ambit of established newspapers with articles on related arts including politics and literature. However, little magazines were more self-conscious and usually had a very specific editorial or intellectual focus. They were characterized by a particular zeal (such as the entente cordiale in the case of the Weekly Critical Review), or fervor to further a particular cause (such as that of Wagner), or to provide an alternative to mainstream papers that merely reviewed concerts (as in the case of the New Quarterly Musical Review). By contrast, the range of writers employed by little magazines was relatively diverse: the Revue wagnérienne and Weekly Critical Review were obviously attracting—or commissioning—an extremely wide range of people to their networks and their causes. Music sat alongside local and international news, reports, musical scores, translations, letters to the editor, and illustrations, and highlighted in or near their mastheads was a list of high-profile supporters to lend authority to the publication. Their patrons were visible; their purpose was very clearly articulated and contained news of a variety of the arts from across Europe, North America, and occasionally other parts of the world.



Intellectual Writing Repackaged: The Anthology and Beyond


While newspapers and little magazines might be regarded as static products, the content within them often led to significant afterlives and new readerships in the form of anthologies. Printed in the advertising section in the Chord, for example, are anthologies of essays by music critics: Old Scores and New Readings by John F. Runciman (1899b), Fringe of an Art: Appreciations in Music by Blackburn (1898), and Ivory, Apes and Peacocks by Israfel (1899a). This advertising uses the Sign of the Unicorn to promote other publishing ventures. By the end of the century, however, the anthologizing of music critics’ works was commonplace, and collections of essays by writers such as Ernest Newman (1905) were published. It was a practice that continued well into the twentieth century (e.g., Laurence 1981 on George Bernard Shaw) and is still a common publishing practice today (Kolb and Rosenberg 2015 on Berlioz). The work of critics in both newspapers and periodicals is thus not always limited to its initial incarnation; it is also often reprinted and repackaged. Readers would buy these books to savor again the works of their favorite critics, helping to widen the readership of the critic’s already strong following. In fact, by 1877, according to an article by Mark Pattison in the Fortnightly Review, “the monthly periodical press” seemed “destined to supersede books altogether,” with books being “largely made up of republished review articles” (Pattison 1877, 663).

Many of the nineteenth-century critics also had an opportunity to establish themselves as men of letters across other genres, such as biography and history, that reached transnational audiences. Biographical studies included Ludwig Nohl’s work on Beethoven (1864) and Haydn (1879); Jean Chantavoine wrote on Liszt (1910); Ernest Newman wrote biographies of Gluck (1895) and Wagner (1899a); and James Huneker published a biography of Chopin (1899) that was syndicated, in French, in the Weekly Critical Review. Books on historical ethnomusicology include Henry Chorley’s The National Music of the World (1880) and Richard Wallaschek’s Primitive Music (1893). Sociopolitical studies in music included George Bernard Shaw’s The Perfect Wagnerite (1898), while George Grove (1879–90) and François-Joseph Fétis (1833–44) compiled encyclopedias.

A critic’s work could be further transnationalized from newspaper articles and periodicals; syndication and translation of articles was commonplace by the end of the nineteenth century. The Musical World, for example, reprinted articles from the Neue Berliner Muzikzeitung in the 1860s and articles by Eduard Hanslick (in English translation) in the 1870s. Writers for the Musical Times often quoted vignettes of reviews by Hanslick and, later, by Max Kalbeck. For years, Hanslick was described by many writers in the Musical Times as “the able critic of Vienna” or as “eminent,” and “well known”; the frequency of these phrases suggests that such references represented the house style of the Musical Times. Dwight’s Journal of Music for February 18, 1865, contained the first installment of a review of editions of Beethoven’s symphonies by Otto Jahn; Jahn’s review was first published in German in Die Grenzboten, but the translation in Dwight’s was made not by the editor or their own translator but, instead, reproduced that of J. V Bridgman for London’s Musical World (Jahn 1865, 394–95). The opposite page reproduced (in English) the preface to Nohl’s new Beethoven biography (Anon 1865 395–396), taken from the London Musical World, “offered as quasi-literal.” By the end of the nineteenth century, the intellectual exchange of ideas between critics—facilitated by editors, translators, agents, the telegraph, and syndication—was well established and widespread.

A rather telling example of just how far a critic’s work could travel can be seen in the case of Jules Janin. On September 4, 1851, the Sydney Morning Herald included a word-for-word reproduction of an article by him on the Great Exhibition, published on May 12 of that year in the London Times. In the Sydney account of Janin’s visit to the Great Exhibition he was described as “the oracle of Parisian criticism” (Janin 1851 [Sydney Morning Herald], 22). The article had first been published in the Journal des Débats on May 3. Despite the content, Janin was revered as a critic par excellence and his work was reprinted all over the world. Good criticism ought to be given a voice and be recognized everywhere regardless of its subject, and could be communicated around the world via the post and telegraph. Readers in southern Australia were therefore abreast of Northern Hemisphere literature reasonably quickly.

The flourishing of the newspaper and periodical press in the nineteenth century has often been described as a golden age, and it is not difficult to see why. Publications, readers, and writers proliferated as readerships rapidly expanded alongside the rapid growth of the reading public. Music critics were part of this changing landscape, and although the vast majority worked as concert reviewers—the work of the daily journalist—many others turned their hand to essays and longer articles, and wrote for print publications small and large on a cornucopia of intellectual topics, some of which were dictated by the demands of their editors, but not all. The networks that they established may have reflected particular interests or a groupthink, but the cases of the Revue wagnérienne and the Weekly Critical Review suggest that such generalizations can be deceptive. Arguably, the most successful critics wrote across literary genres and forms; they had their work anthologized, and they turned their intellectual industry to works of biography and history, as well as a range of other subjects. Newspapers and periodicals were thus not static publications. Their intellectual purpose lived on in other forms and media, and in the hands of intermediaries such as translators, it was successful in reaching new audiences.
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chapter 10



Learned Societies, Institutions, Associations, and Clubs



Jeremy Dibble






State-Sponsored “Learned Societies”


The zeal for a new, secular, scientific truth which emerged in the first decades of the nineteenth century in a post-revolutionary, post-Enlightenment world sought to emancipate itself from an epistemological past where, as William Lubenow has suggested:

the subject of knowledge was dogma. Early modern knowledge was often tied to confessional tests and state-building. One road to modernity could be read as escape from institutional and confessional restraints to the freedom of reason. A second one could be read as escape to networks of association and belonging.


(Lubenow 2015, back cover)


In relation to these networks, the formation of societies, some formal, some less so, shaped a new culture of shared learning and mutual ideals. It was an era in which the state and nation looked to participate in their endorsement of knowledge, education, and self-improvement as agencies of progressiveness. Knowledge formed part of a larger matrix of power, yet in an age of state authority, there was a need for intellectual liberty as part of a newly emerging democratic world; the influence of societies—not least those that were not state organized—could act as vital counteractions to the discourses of the day. Science, of course, led the way, but music, along with many other disciplines, could not escape the magnetism, energy, and momentum that societies and institutions abundantly exuded and that often formed the focus of higher, nobler aims.



Some of the earliest evidence of music and the concept of the “learned society” can be witnessed in the foundation of the Accademia Nazionale di Santa Cecilia, instigated in Rome by the papal bull Ratione congruit of 1585 by Sixtus V. Conceived as a “confraternity,” its early mission was to form a conduit for local musicians and composers. However, in a search for status and social position, it soon began to identify music as a profession and craft which required recognition not only from its practitioners but also from its employers and patrons, and, in time, from the wider public; moreover, in order to reinforce the standing of those who practiced music, education and training soon became an important focus, as did the ideas of trade, discipline, conditions of work, and “official” musical publications. Inevitably, as the role and reputation of the Accademia Nazionale expanded, so did the need for a collective imprimatur which became a significant gesture of authority. Indeed, as this sense of collectivity evolved over time, so its members required the endorsement of the Accademia to practice their profession in Rome.1 The role of the pontiff in the operation of the Accademia resembled the role played by monarchs or other plenipotentiaries who endorsed the musical guilds since the Middle Ages in many parts of Europe, notably France, Germany, and Britain. Most guilds enjoyed similar privileges and exercised similar powers. The emphasis on education took the form of protracted apprenticeships—rites of passage which ensured a strong ethos of protectionism in terms of access to knowledge, employment, and trade. With the shift toward entrepreneurism and nongovernmental interference in trade, however, the restrictive practices of the guilds were seen as a dead weight in terms of mercantile progress, free competition, and economic prosperity, and they were the target of criticism in Adam Smith’s An Inquiry into the Nature and Causes of the Wealth of Nations (Smith 1776, 1:154).



France and the Académie Française


It was during the seventeenth century, as an underlying symptom of the embryonic Enlightenment, that a more universal zeal was shown for the formation of the “learned society,” as can be seen in France with the Académie française, Académie des sciences, Académie des Beaux Arts, Académie de peinture et de sculpture, Académie de musique and Académie d’architecture; in England with the Royal Society; in Germany with the Deutsche Akademie der Naturforscher Leopoldina; and in Italy with the Accademia dei Lincei. Like the guilds, these institutions gained kudos from monarchical endorsement; more significantly, however, the centrality of these institutions, replete with royal charters, brought a new sense of cultural values to the sciences and the arts in which the state had a new part to play both politically and, in some cases, financially. The subject focus of the society gained added patronage and respect; methods of epistemological inquiry and scholastic recognition became a matter of national imperative; and the conduct of its members commanded a new, elevated esteem, both intellectually and socially.



After the French Revolution in 1789, the social status of France’s learned societies was subject to considerable political revision, while the guilds in France, seen as symbols of outmoded feudalism, were abolished by the Le Chapelier law of 1791. The newly formed First Republic ventured to reinvent, redefine, and reconstitute many of their original principles with the foundation of the Institut de France in September 1792, though it was not until the demise of Napoleon that many of the older academies ultimately emerged with their new post-Enlightenment agendas. At the very epicenter of the new French attitude to music, and one largely shaped by the precepts of Cicero, Rousseau, and Tocqueville (Pasler 2009, 69), was the idea of public utility, the centralized power of the state, and the notion of knowledge as power. In the nineteenth century, in the wake of the Revolution and its bid to export its ideals across Europe, this notion of utilité publique was taken up with an even greater urgency. Music, like many other aspects of life, had to fulfill a public need, as well as a public good, and if this could be proved, then there was the possibility of receiving public funding and political support from the state. In music’s case, there was always the question of fulfilling charitable aims such as education. To this end, the state actively supported the foundation of the Conservatoire de Paris in 1795 (formed through the combination of the École royale and the Institut national de musique); and besides its central purpose of training practitioners and composers, with an emphasis on instrumental music (which suited the state’s secular aspirations), it maintained a library and, later, a museum of instruments. These facets, particularly a passion for bibliophilia—would prove to be immensely influential. Overseeing the state policy for music was the Académie des Beaux Arts, which invited prominent composers to occupy influential seats (fauteuils) within Section V (“Composition musicale”) of the larger institution. In 1795, three seats were created for Nicholas Méhul, François Gossec, and André Grétry; a fourth was created in 1796 for Jean-Baptiste Grandménil, and after the defeat of Napoleon at Waterloo in 1815, two more were granted to Louis Cherubini and Jean-François Le Sueur.

The act of placing the “elites” at the Academy initiated an important civic process. The primary factor was the public participation of the state in the institutionalization of composition and, later, musical scholarship. But there were other factors too, including the organization of concerts and special commemorations. All these elements, the state recognized, could contribute to a wider national infrastructure in which music was considered the equal of the other arts, such as architecture, sculpture, and painting. The Academy’s endorsement of musical education as a learned profession was also combined with the ambition that France could and should be the leading nation in terms of musical culture, performance, and education with a desire to look outward to the world. It was with this aspiration in mind that the Academy also instituted chairs for foreign members (“les Associés Étrangers”) in 1801—chairs which were subsequently offered to figures such as Joseph Haydn (elected in 1801), Antonio Salieri (1805), Giovanni Paisiello (1809), Gioachino Rossini (1823), Peter Cornelius (1838), Giuseppe Verdi (1864), and Johannes Brahms (1896) to honor their achievements but also their international standing. Furthermore, as part of this international outreach, the Academy des Beaux Arts looked to associate itself with the modern “cutting edge” in the support of composition. Initially for painters, sculptors, and architects, the Prix de Rome was extended to music in 1803 to enable French composers to spend time at the Villa Medici in Rome for four years entirely at the expense of the French government. This institution (which continued until its abolition in 1968) enabled young composers to establish their careers, and among those that benefited from this state largesse were Hector Berlioz (1830), Georges Bizet (1857), Jules Massenet (1863), Claude Debussy (1884), Gustave Charpentier (1887) and Florent Schmitt (1900). Although the general view prevails that state institutions like the Institut de France essentially exercised a conservative, indeed potentially stultifying influence on creative processes—one might argue that state participation and endorsement have an unavoidably conflicted role to play in the arts in general (as twentieth-century examples of fascism and communism have shown only too blatantly)—parts of its vision, certainly ab initio, were well meaning and progressive in intent, an evaluation which runs contrary to the norm.

The sense of prestige that established names brought to the “forward-looking” Academy, and to the French state, was obvious for all to see, but the influence of the Academy could be more than general in its exercise of power. After the restoration of the Bourbon monarchy in 1815, Gossec and his colleague Bernard Sarrette (famous for the establishment of the revolutionary Garde nationale) were dismissed from the Conservatoire, and the instrumental bias at the institution gravitated more to the more traditional taste for opera (Locke 1990, 41), a political decision endorsed by Luigi Cherubini (who became director of the Conservatoire). For much of the nineteenth century the partiality for opera was reflected in the prizes administered by the Academy, notably the Prix Rossini (for a libretto) (Holoman 2004, 272–273), and the Prix Mombinne (for an opéra comique), though the Academy also lent its name to the award of the Prix Chartier for chamber music.



The Formation of Other National “Learned Societies”


The Institut de France was very much at the vanguard of national sociétés savants, and to hold a chair carried the greatest sense of kudos and recognition, but from this umbrella organization many smaller, provincial institutions were spawned which replicated the same structures. Other European countries, many of which had fallen under the sway of Napoleon, also adopted similar models. In Germany, like those in France and England, the Gelehrte Gesellschaften were founded in the seventeenth century, such as the Königlich Preusserische Akademie der Künste in 1696; but after the example of France, numerous new societies were formed among the German states, such as the Bayerische Akademie der Schönen Künste in 1808 and the Sächsische Akademie der Wissenschaften zu Leipzig in 1846. Like the Académie des Beaux Arts, the distinguished elected members of the German Academies were responsible for organizing concerts, colloquia, the support of official editions and publications, the administration of state prizes, and the granting of special honors. In the nineteenth century, as a reflection of Prussia’s growing industrial and military power, the Königlich Preusserische Akademie der Künste (its title was established in 1809) became the most prominent and influential learned society for music (as well as for painters, architects, and authors) and specifically assigned a section to music in 1835; after German Unification in 1870, the institution became the Königlich Akademie der Künste until its reformation at the end of the First World War, electing by secret ballot prominent composers to hold the office of Vosteheramt der Meisterschule für Musik (including Felix Mendelssohn, Otto Nicolai, Woldemar Bargiel, Max Bruch, Heinrich von Herzogenberg, and Xaver Scharwenka), as well bestowing honors on foreign figures.2 Similarly, the Accademia Nazionale di Santa Cecilia, which had maintained a narrow remit for much of its existence, broadened its outlook after the Napoleonic period. Composers remained a pillar of the organization, but musicology, organology, and music publishing were recognized, as were their practitioners, while librettists, poets, and dancers also gained recognition. In 1838, the official title of Academy was given to the institution which was supported by Cherubini, Donizetti, Mercadante, Paganini, and Rossini, and following the French paradigm, its doors were opened to honorary members such as Mendelssohn, Liszt, Auber, Gounod, Berlioz, and Meyerbeer, as well as heads of royal houses. After the foundation of the Italian state, the Accademia underwent considerable revision and duly emerged as a new symbol of international prestige. To reinforce the importance and status of the Accademia, which continued to number the best part of one hundred scholars as the mainstay of its raison d’être, its educational commitment was promoted from a “Liceo musicale” (essentially with high-school status) to a fully functioning conservatory; a new concert hall, the Sala Academica, was inaugurated in 1895 which, like the Société des Concerts du Conservatoire, embraced concert-giving.

If the Accademia di Santa Cecilia became a potent institutional focus in Italy’s capital, then its equivalent, the Gesellschaft der Musikfreunde, was the most significant musical learned society in Vienna, the epicenter of the Hapsburg Empire and, as Sigrid Wiesmann has described, the “bastion of conservatism” (Wiesmann 1990, 84–105). As Julius Reiber has suggested (n.d.), the Gesellschaft’s emergence in 1812 during the turbulent times of Austria’s protracted conflict with Napoleon represented a musical edification quite at odds with that of the French notion of utility, and after suffering such a cataclysmic defeat at Austerlitz in 1807, the defiant Austrians had turned back Napoleon at the Battle of Aspern in 1809. Constituting a very different audience from that made up of French revolutionary citizens, the alliance of the Viennese aristocracy and the urban bourgeoisie looked to their musical heritage as a bulwark against French expansionism. As Wiesmann has remarked:

The nineteenth-century Austrian bourgeoisie was formed largely by a rapidly growing class of officials, products of the academic reforms of the later eighteenth century, who became the carriers of a bourgeois culture quite separate from that of the nobility, the clergy, the peasants, the labouring class and, indeed, the petty bourgeoisie. And it was mostly this relatively small minority that favoured what is usually referred to as art music. 
(Wiesmann 1990, 85)


It was from this burgeoning class of bourgeoisie that the Gesellschaft materialized. As a response to a highly successful concert overseen by a women’s charitable institution, the Noblewomen’s Society for the Advancement of Good and Benevolence (the Gesellschaft adeliger Frauen zur Beförderung des Guten und Nützlichen), which gave a performance of Handel’s Alexander’s Feast at the Imperial Winter Riding School (known today as the Spanish Riding School) in 1812, its enterprising secretary, Joseph Ferdinand Sonnleithner, inaugurated the Gesellschaft with 507 signatures. These founding members of the Gesellschaft staged two further epic performances of Handel’s oratorio on November 29 and December 3, 1813, as if to symbolize, in Alexander’s wrathful destruction of Persopolis, Vienna’s own vengeful rejoinder at Aspern to Napoleon’s European exportation of revolution and its artistic values. After receiving Imperial sanction in 1814,3 the Gesellschaft’s president and board of directors looked to consolidate the organization as a state magnet of musical celebration and edification. An important aim of the Gesellschaft, like that of the Institut de France and the Accademia Nazionale, was to sponsor concerts and to promote education. In 1817, the “Conservatorium” was founded, and from an initial four subscription concerts in the Redoutensaal and Riding School, the number expanded. The “learned” aspect of the Gesellschaft—its much-valued library—gained appreciable momentum in 1819 when the collection (numbering some 4,000 printed volumes) of the critic and famous lexicographer Ernest Ludwig Gerber (1746–1819) was purchased (Pohl 1913, 162), although its status as one of Europe’s greatest musical libraries was ultimately established with the inheritance in 1831 of the enormous private library of Archduke Rudolph, who had been a patron of the Gesellschaft since 1814.

Initially amateur in ethos, the Gesellschaft’s concerts were given by its members (which included Beethoven, who was made an honorary member in 1826, and Schubert, a member of the Board of Representatives, who dedicated his “Great” C major Symphony to the Gesellschaft) and this element of amateurism was maintained with the foundation of the “Singverein” in 1858. After the formation of the Vienna Philharmonic in 1842, however, there was a mounting need for greater professional guidance and expertise within the sphere of orchestral music, and this began with the employment of a professional conductor in 1851; others such as Anton Rubinstein (1871), Brahms (1872–75) and Hans Richter (1884–90) followed. Likewise, the scholarly ambience of the library, already in possession not only of printed volumes but also of a burgeoning collection of autograph manuscripts by Gluck, Handel, Haydn, Mozart, Beethoven (including many sketches), and Schubert, was enhanced by the appointment of Carl Ferdinand Pohl (1819–1887) in January 1866. Already an established international scholar of Haydn and Mozart,4 Pohl produced the first history of the Gesellschaft in 1871 (Pohl 1871a) and was central in strengthening the sense of an Austro-German musical canon with his Denkschrift aus Anlass des hundertjährigen Bestehens der Tonkünstler Societät … in Wien (Pohl 1871b). Pohl’s standing as a musicologist and his association with the Gesellschaft also helped to reinforce its relationship with scholarship and scholarly publications, one later emphasized by Pohl’s successor, Eusebius Mandyczewski (1857–1929), responsible for editions of Haydn, Schubert, and Brahms (whose estate was appropriated by the Gesellschaft in 1897) and the scholarship of Martin Gustav Nottebohm (1817–1882).

The role of the Gesellschaft der Musikfreunde was seminal to the shaping of musical taste, performance, and scholarship in nineteenth-century Austria, but its ethos of Teutonic Kultur, closely associated with the glories of the Hapsburg Empire (projected by its architectural design commensurate with the new Ringstrasse’s pseudo-Classical style) (Banks 1991, 87), and its close links with the connoisseur, an elevated social status, a nostalgia for its eighteenth-century heritage (95), and a yearning for the “inner” spiritual values were those which critics such as Franz Brendel (1811–1868) attempted to recover in his Leipzig University lectures of 1850 (Bent 1994, 21). These underlined a very different political and cultural raison d’être from those forces which inaugurated the state-centered utilité publique of France. What is more, this fundamental difference was destined to widen with the authoritarianism of Klemens von Metternich’s censorious regime and anti-liberal policies, which allowed the abstract practice of instrumental music (essentially wordless and therefore free from suspicion) to thrive at the expense of other genres.



Musical Societies in Britain


It is perhaps an indication of the changing, politically turbulent times in Europe during the first two decades of the nineteenth century that, while the Académie des Beaux Arts, the Königlich Preusserische Akademie der Künste, and the Gesellschaft der Musikfreunde were all being concurrently established, one of Britain’s oldest and most venerable musical institutions, the Philharmonic Society, was also founded in 1813. As Leanne Langley has shown, the Society’s foundation came about through an interesting confluence of events occasioned by John Nash’s development of the Marylebone Estate (what we now know as Regent’s Park and Regent Street), the joint efforts of former musical rivals, and the interests of George IV and the Crown Estate (Langley 2013, 3 and 14 passim).5 What is clear is that, while the performance element of the music was a high priority, this artistic venture was also influenced by a clear commercial focus on self-governance and financial viability—typical of the entrepreneurial spirit of London’s concert music in the late eighteenth century. In the same way as its continental counterparts, the Society developed its international profile by the granting of honorary membership, the husbandry of a library, and from 1871, the awarding of a gold medal in recognition of musical achievement. It was an organization with ideals, but was shaped by a different history and by different expectations.6

After the formation of these larger organizations, supported either officially or unofficially by the state, the importance of professional coherence and solidarity became increasingly important to musicians, not least with the foundation of educational institutions which required professional verification and legitimacy. In Austria, some sense of unity had already been engendered by the Tonkünstler-Societät (founded in 1771), although the principal aim of this body was to support retired musicians, their widows, and their families. It drew strong support from the aristocracy at its inception, largely because of patronage, but even after the conditions of patronage changed during the nineteenth century, the Society continued to exist and carry out its charitable work. A similar organization existed in Britain: the Royal Society of Musicians, founded in 1738 (as the “Fund for Decay’d Musicians”), which still functions to aid those in the profession with illness or impecuniousness in old age. A sense of professional solidarity was also expressed, in many ways reviving the spirit of the old guilds, in the need to protect the rights of composers. This was enacted in France in 1829 as the Société des Auteurs et Compositeurs Dramatiques to protect the copyrights of composers and writers and as an instrument to lobby government when copyright laws are challenged. Britain followed suit in 1884 with its Society of Authors (which also included composers), though it eventually embraced a more “learned” dimension with its awarding of bursaries, traveling scholarships, translation awards, and prizes to up-and-coming, as well as distinguished, individuals. A further revival of the guilds in Britain was reflected in the resurgence of interest in the Worshipful Company of Musicians which, having lost its identity during the eighteenth century, sought to reinvent itself as a philanthropic agency in 1870 under its newly elected Master, William Chappell (1809–1888). Through the awards of medals, prizes, and scholarships, and with pre-eminent musicians as its Masters, it retains a strong dedication to the promotion of musical education. Also significant was the creation in 1882 of the Incorporated Society of Musicians (ISM), which sought to have the nation’s most pre-eminent musicians as either members or part of the executive. Moreover, its aims were to embrace musicians from the widest backgrounds, reflecting the considerable expansion, proliferation, and diversification of the profession during the nineteenth century.

Societies clearly existed, and indeed proliferated, for the welfare, support, and validation of the music profession; they were also a powerful agency for shared artistic aims. In an age of national and national self-awareness, the society was also harnessed as a means of projecting a manifesto of identity. In post-revolutionary France, the question of identity was linked with virtually all foundations and societies by dint of political change, and as has been suggested earlier, the reaction to Napoleonic expansion had itself also spawned institutions with a sense of national character and aspiration. In Britain, however, a lack of recognition for native composers gave rise to the Society for British Musicians in 1834 which, as Simon McVeigh has remarked, represented “a long-awaited response to journalistic taunts of British ineffectuality” and a “bold, even foolhardy, stand against the musical establishment, and especially against the Philharmonic Society, widely perceived as unsympathetic to the claims and aspirations of the rising new British School” (McVeigh 2000, 149). In an age when reform, disenfranchisement, and exclusion were common parts of the political agenda (154), the Society for British Musicians represented a rare example of the musical profession’s outright protest and opposition to the policies of the Philharmonic. Furthermore, with a healthy recruitment of up to 350 members, the fostering of a private library (which enhanced its status as a learned society), and figures such as George Macfarren (1813–1887) and William Sterndale Bennett (1816–1875) at the vanguard of the cause, the Society was highly successful in its first flush of concert-giving and in the reception it gained from the press. Yet with time, a range of failures began to undermine the Society’s raison d’être. There was no patronage from royalty, influence from senior indigenous musicians was patchy at best, and there was general dissatisfaction with the pro-British agenda that the Society projected (160–161). Accusations of poor management, a lack of proper scrutiny of members (which compared markedly with the more restricted nature of France’s Société des Compositeurs de Musique) (162), petty jealousies, and internal factions (common failings in so many societies and associations) served to destabilize its social and artistic capital, and though it attempted to reshape itself on at least two occasions, it finally withered in 1865.



Members and Membership of Societies, Institutions, and Clubs


Membership and participation in societies and institutions provided a stamp of social approval—some undoubtedly wore their involvement like a badge of honor—in which the gentlemanly status of education, especially university education, was a recognized rite of passage. Membership was, in theory, open to all, even though in reality this was not the outcome. A financial contribution—a subscription—was almost always the accepted norm (it remains unchanged for the most part today) for those who were nominated for honorary association. It was a factor which commonly excluded those below the upper-middle classes, but membership often depended on the larger collective view, on sponsors, seconders, and elections, and to be “blackballed” was a noted social stigma. We should also not ignore the possibility that, in seeking like-minded social structures, those who participated also potentially sought to exclude those whom they opposed, and such structures could be the breeding ground for damaging prejudices, snobberies, and envy (Lubenow 2015, 13, 15). Women were invariably excluded from learned societies, institutions, and clubs for much of the nineteenth century, but by the closing decades, with admittance of women to university degrees, the creation of women’s colleges, and, concomitantly, the establishment of clubs (such as the University Women’s Club of 1883), and the fact that women were, little by little, entering professional and academic life, numerous professional bodies began to extend invitations to female members and associates. Musical institutions also demanded female singing teachers; Jenny Lind, on her retirement from singing, became a voice professor at the Royal College of Music when it opened its doors in 1883. Notwithstanding the pecuniary aspect, the range and character of members, who might emanate from baronets, knights of the realm, elevated tradesmen, successful businessmen, and well-to-do commoners, varied immensely. As Lubenow has intimated, they could be “hommes de lettres, savants, érudits, philosophes, bel esprits, the curious, the professionals, the connoisseurs, specialists, experts, virtuosi” or “intellectuals.” But in general, the membership was hard to classify except to say that the members could not simply be defined by wealth or elevated birth. For the most a common thread was the advantage of the written word, the critical mind, and a cosmopolitan outlook which transcended national borders. Indeed, “neither partisan nor populist, these societies and their members were attached to public life and their knowledge had the effect of enlarging civil society” (11, 27).



The Société Nationale de Musique


By comparison, the inauguration of the Société Nationale de Musique, a movement which emerged from l’année terrible of 1870 and the occupation of Paris by the Prussians, symbolized not so much a favoritism for French music, and a chauvinisme for German culture in the wake of invasion and national humiliation, as it was an artistic reaction to the decadence of Louis Napoléon and the Second Empire (Strasser 2001, 225–231). Musical patriotism, indeed, was equated with artistic renewal and not with anti-German sentiment, anti-Wagnerism, or the chauvinistic exclusion of music from outside France’s borders (236–238). Although in time the Société Nationale suffered its own internal factionalizations (which saw the resignation of Camille Saint-Saëns in 1886 and the formation of the rival Société de Musique Indépendante by Maurice Ravel, Gabriel Fauré, Florent Schmitt, and Charles Koechlin in 1910), the nationalist agenda of the organization to promulgate the value, role, and standing of French composers was entirely positive. In this regard, it not only witnessed an explosion of activity, a nurturing of talent, and a revitalization of the music profession but was also praised for the revival of the nation’s former revolutionary ethic of utility. In 1888, the Société Nationale de Musique requested that it be proclaimed an “établissement d’utilité publique,” a declaration which invoked a process of considerable scrutiny from bodies such as the conseil municipal and the minister of the interior in order to confirm whether its activities and ethics conformed with the value of public utility (Pasler 2009, 75n); through its passionate affirmation “Ars Gallica,” it sought to promote all that was good, socially beneficial, and healthy about modern French artistic aims (90).7 Moreover, the very presence and confidence of the Société was symptomatic of the newly elevated Parisian appetite for instrumental music, evident in the plethora of new chamber music societies which emerged in the 1880s and 1890s, among them the Nouvelle Société de Musique de Chambre (1873), the Quatuor Ste-Cécile, (1875), the Société des Quatuors Populaires (1877), the Société des Instruments à Vent (1879), the Société des Quatuors Modernes (1881), and the Quatuor Capet (1893).





Other Concepts of the “Learned Society”


The proliferation of the smaller society in the nineteenth century was highly symptomatic of the new scientific age and the desire to promote the notion of progress, self-improvement, sophistication, and that most desirable concept of civilized intercourse, the “conversazione.” In fact, discourse in most disciplines, including music, was often promulgated not just through societal affiliation but also through private clubs, university bodies, and associations, or even at the private residences of individuals. John Ella (1802–1888), later known for the establishment of the Musical Union in London, a body dedicated to the performance and popularization of chamber music, had cut his teeth in the organization of the Società Lirica (or “Saltoun Club”), a group of enthusiastic amateurs (and some professionals) who met at the London home of Lord Saltoun of Abernethy to study and perform operatic works (Bashford 2000, 197). Another eloquent example of the informal society in England was the Working Men’s Society, a private but exclusive association of four professional musicians—Edward Dannreuther, Frits Hartvigson, Karl Kindworth, Walter Bache, and a “lay member” Alfred Hipkins—who met at weekly intervals during the late 1860s to discuss and perform (in piano arrangements) a variety of modern works. Within the relaxed forum of these meetings, which were at the individuals’ homes, the music of Wagner (in Klindworth’s manuscript arrangements endorsed by the composer) and Liszt was played and discussed at a time when the works of these composers were unknown to the general public (Dibble 2000, 281–282; Allis 2012).

After much apathy toward music in English universities, the Cambridge University Musical Society (originally the Peterhouse Musical Society) rose in stature from very humble beginnings in 1843 until, under Charles Villiers Stanford’s direction, it attracted the annual visits of the violinist Joseph Joachim (1831–1907), gave the first English performance of Brahms’s First Symphony in March 1877, and helped to promote much new European and British music. What is more, given its role as an educative body for the edification of undergraduates and the entertainment of cognoscenti in the university and city, its symbiotic relationship with the university was enshrined with the conferring of honorary doctorates on composers of national and international status. In 1876, Arthur Sullivan, John Goss, and Macfarren received honorary doctorates; they were followed by Hubert Parry (1883); Stanford (1888); Antonin Dvořák (1891); Edward Elgar, Frederic Cowen, and Horatio Parker (1900); and Aleksandr Glazunov (1907). The strategy reached its apogee in the 1893 Jubilee, when Pyotr Tchaikovsky, Saint-Saëns, Max Bruch, and Arrigo Boïto all received degrees on the same day (Grieg, who was also due to receive an honorary doctorate, was too ill to attend, so his award was conferred in 1894). At the conclusion of this occasion, all met at a “conversazione” at the Fitzwilliam Museum, a “learned” symbol of the university with its established collection of musical manuscripts. Other societies sought to promote specialized interests, such as the Wagner societies, in Berlin, Leipzig, London, and Vienna, which not only celebrated the composer’s music in concerts but also helped to raise money to support the project at Bayreuth. The Wagner Society (now an international association) was in itself prototypical of later “composer” societies which sought to promote performances, lectures, competitions, and publications. In the case of the London Wagner Society, founded by Dannreuther, and aided by Hans von Bülow, its principal motivation was to introduce the public to a much wider range of the composer’s music at a time (in the early 1870s) when only Der fliegende Holländer and the overture to Tannhäuser had been aired in the opera house or concert hall, and to gainsay the denunciatory opinions of the critic Henry Chorley (1808–1872). Chorley’s invective served only to heighten the curiosity of London’s concert-going public and the Wagner concerts were extremely well attended.

In England, the private club also thrived as a forum of discussion and exchange of ideas, invariably accompanied by a good dinner. Such was the case with the Réunion des Arts in Harley Street (McVeigh 2000, 167). What is more, membership in clubs such as the Athenaeum (Cowell 1975), where the waiting list of members could be measured in years, was an additional mark of prestige, and for figures such as Stanford, John Stainer, Parry, and Elgar, membership effectively provided a sense of kudos second only to knighthood, and helped to raise the national status of the music profession. Other clubs such as the Savile and the Oxford & Cambridge attracted composers and authors (Anderson 1993), while a whole network of German clubs catered to the many ex-patriot Teutonic musicians (such as Hans Richter) who had made London their permanent home. Such places, as Lubenow has argued (Lubenow 2015, 71 passim), were highly fertile forums for the exchange of ideas—they included a diversity of activities including games rooms, poetry readings, erudite lectures, and a range of newspapers and journals—and in many ways matched the vibrant milieu of France’s “salon” culture, itself an informal yet potent channel for cultural debate. Some members—writers, critics, and hommes d’affaires—even chose to live there, and it is perhaps an indication of how important a role clubs played in the interconnectivity of life in London and elsewhere that the Reform Club, founded in 1834 and well known for its literary leanings, was unofficially the headquarters of the Liberal Party.



The “Learned Society” and Musicology


So far, discussion of institutions and societies has largely centered on the benefits that these bodies brought to the performance of music, to education, and to the growing need for national prestige. The benefits, however, of studying and appreciating music as an intellectual discipline were slower to emerge, but as musicology was increasingly recognized as a legitimate field of scholarship and research during the nineteenth century, the organizational and communicative advantages enjoyed by these societies was soon brought to bear on the subject. With the pan-European interest in folklore and ethnology, the enthusiasm for heritage-gathering and folk-song collecting found the animating influence of the society useful as a national focus, as was witnessed, for example, by the inauguration of the English Folk Song Society in London. A putative learned society, strongly endorsed by the national conservatories and universities who were there to sponsor its birth (Anon. 1899), the results of its research were published in the Journal of the Folk Song Society between 1899 and 1931; in later years the society would also house a major archive and library.

Some of the earliest evidence of musicological scholarship was manifested in the desire to establish a musical canon; and driven by this new historiographical awareness, a need to create monuments to individual composers—a statue of Mozart in Salzburg (1842), the Beethoven monument in Bonn (1845), the Handel monument in Halle (1859), and the Bach statue in Eisenach (1884)—went hand in hand with the preparation of complete editions (Denkmäler) such as the Bach Gesellschaft (1850) and the Handel Gesellschaft (1858), while the revival of interest in sixteenth-century church music, particularly through the agency of the Caecilien-Bündnisse (Cecilian League) and the scholarship of Franz Xaver Haberl (1840–1910), gave rise to the Palestrina Edition (1862). Editions, musical lexicography, biographies, bibliographies, the presence of music libraries (many of them part of learned societies), and antiquarian societies, not to mention the appetite for research in German universities, fueled an environment in which the scholar and intellectual could flourish. Winning an award from the Maatschappij tot Bevordering der Toonkunst (Society for the Promotion of Music) in Amsterdam for his Lexikon der holländischen Tondichter in 1867, for example, Robert Eitner (1832–1905) was encouraged to found the pioneering Gesellschaft für Musikforschung in 1868, a musicological society dedicated to historical and theoretical research, and whose work was propagated through its monthly magazine, Monatshefte für Musik-Geschichte (first published in 1869). It was thanks to the editorial work of Friedrich Chrysander (1826–1901), Philipp Spitta (1841–1894), and Guido Adler (1855–1941) on the Vierteljahrsschrift für Musikwissenschaft between 1885 and 1894, which spearheaded musicology in Austria, although it was largely due to the work of Adler’s founding of the Musikwissenschaftliches Institut in Vienna that modern musicology was born. Adler’s influence and example would be key to the wider practice of musicology throughout Europe and to the international collaboration of musicological societies.8

While Italy and France were slow to institute their own societies of musicology (the Associazione dei Musicologi Italiani was not founded until 1908 and the Société Française de Musicologie not until 1917), England’s Musical Association followed swiftly after Eitner’s Gesellschaft für Musikforschung in 1874 (Dibble 2007, 174–177). However, it was in fact anticipated some years earlier by the Musical Institute of London, a short-lived organization (1851–1853) which devoted itself to “conversazioni” and the reading of papers. With aspirations of being a learned society, it maintained a reading room and a library at its London premises at 34 Sackville Street, Piccadilly. Perhaps because of its ephemeral existence, it has been overlooked as one of the very first organizations more formally devoted to musicology. Although English musicology could not in any way boast the same level or intensity of scholarship as was active in either Germany or Austria, the founding of the Musical Association was symptomatic of a growing interest in the subject among its founding scholars, such as Stainer and Frederick Ouseley at Oxford, as well as a new reforming mood in English universities to emulate the research ethic of its German counterparts. As a nonresident degree in British universities, music as a systematic study lacked a focus for developing musicology as a discipline, and its emphasis on technical competence accentuated its close relationship with the nation’s cathedral and church organists, who tended to be the majority of its supplicants.

Nevertheless, both Sterndale Bennett (at Cambridge) and Ouseley (at Oxford) responded to the impending university reforms by giving termly faculty lectures (which were open to the public) (Temperley 2006), a tradition built on by Stainer, Parry, and Stanford. The “public lecture” on music found its roots rather earlier in the nineteenth century, when William Crotch (1775–1847), then professor of music at Oxford, delivered lectures at the Royal Institution in London, but this has been the subject of scant attention. In suggesting that such events should be reassessed, Jamie Kassler has rightly pointed out that “in nineteenth-century England (and elsewhere) lectures on or relating to music and music theory were to become a powerful means of influencing public opinion and forming public taste” (Kassler 1983–85, 3). Originally devoted to the subjects of science and natural philosophy, the first full course of Crotch’s lectures on music took place in 1805 as a means of widening the scope of the institution (5); other lecturers include Samuel Wesley (1766–1837) and John Wall Callcott (1766–1821), and these events were attended by a wide range of professional and amateur musicians (23–28). The Royal Institution remained an important instrument for the diffusion of musicological ideas for the rest of the century, and certainly during the last twenty years, courses of musical lectures by such figures as Parry, Dannreuther, Alexander Mackenzie, and Henry Walford Davies were not only well attended but also often fully documented in current journals, such as the Musical Times (Anon. 1915). The subject of musical education, meanwhile, became a focus for the Royal Society of Arts.

The Musical Association was largely populated by university men, and much of its early musicological exploration was devoted to scientific and acoustical questions, reflecting many of the scientifically orientated members such as Sedley Taylor (1834–1920), William Pole (1814–1900), William Spottiswoode (1825–1883), John Tyndall (1820–1893), and Robert Bosanquet (1841–1912). Later meetings, however, focused on historical issues and musical criticism. Although it did not match the learned status of the Musical Institute, it was much more efficient in publishing its proceedings, which included not only the papers but also subsequent discussion. The mission of the Musical Association was one of democratizing musicology at much the same time as George Grove (one of the Association’s earliest members) was preparing the Dictionary of Music and Musicians, the first major popular lexicon. As the Association began to widen its membership, it also found itself to be part of a growing sentiment of internationalization—one felt among many societies both in Britain and in continental Europe. The setting up of an International Association of Academies in Wiesbaden in 1899 at the behest of the Royal Prussian Academy was symptomatic of a broader desire to share research internationally (Cochrane 1978, 163; Lubenow 2015, 89), and musicology was no exception, with the First Congress of the International Musical Society which convened in Paris in July 1900 as part of the Exposition universelle (Tyrrell and Wise 1979, 2–3). Significantly, this congress was convened under the larger umbrella of the Paris “Exposition universelle,” and the intention was clearly to lend status to the discipline as a transnational phenomenon. The exhibition, which attracted 51 million visitors, was larger than any that Paris had organized before and its foci were the scientific and engineering legacies of the previous century, featuring many historical displays and the meteoric scientific discoveries of electricity. In this respect, musicology was now not only something in which the state wished to invest money and education but also a transnational phenomenon in which states and their learned societies were the subject of international scrutiny. Moreover, it is evident from the program of papers and those who delivered them that the congress was harnessed as a “shop window” for the hosts. The vast majority of scholars who delivered papers in Paris were French. At the Second Congress in Basel in September 1906, Germanic musicology, with its strong emphases on theory and aesthetics, was the principal focus—one repeated with even greater alacrity at the much-expanded Third Congress in Vienna in May 1909, where “the Austrian court and State and also the Municipality of the capital vied with each other in providing many most brilliant and artistic displays in every branch of the art, and also a long sequence of most lavish hospitality” (Anon. 1911, 160). At the Fourth Congress in London in May and June 1911, the fledgling elements of British musicology, eclectically influenced by a mixture of evolutionism and Hegelian Idealism, were given a wider context by the presence of concert programs exclusively featuring British composers across the centuries. As the editor of the Musical Times made clear, the rationale of the occasion was “to make it a great and memorable festival of British music” (160).



Conclusion


Although many musical organizations found their origins in earlier centuries, especially the seventeenth, the notion of exploiting music as an agency of the state owes its origins to post-revolutionary France. The new, centralized French state saw music as a means of public utility which could serve the population through the material means of education and public ceremony. The French government also identified that music had the power to civilize society, one which it sought to harness as a means of prestige and which by dint of state recognition lent music a new status intellectually equal to those of the sciences. In this way, by the creation of “learned societies,” it was able to confer exalted positions to its own citizens and those from other countries, thereby endorsing elevated standards for the nation. This included the establishment of libraries, educational bodies, publications, and public lectures. Many countries followed the French model while others pursued similar aims by different routes. With the rise of national consciousness and the search for identity and cultural consensus, state-sponsored “learned societies” proliferated across Europe, which encouraged a zeal for organization on many levels. While some of these were financed by government, others were the result of a new democratic sensibility which emerged as a means of sharing knowledge. During the nineteenth century, the concept of the musical society and institution burgeoned as the desire increased for the promulgation of both practical and theoretical disciplines. The nature of the societies varied from the formal to the entirely informal, and in the case of concert societies, unions, and private clubs, the motivation was fueled as much by a need for social intercourse as for artistic edification. With the advances in publishing technology, and the advent of musicology as a discipline, the society also became an ideal vehicle for the establishment of the musical canon, via the creation of complete scholarly editions (such as the Bach Gesellschaft) and the promotion of individual composers such as Wagner. Ultimately, the society and all those who devoted time to such organizations were instruments in the larger epistemological revolution of which the nineteenth century was the archetypal catalyst.






Notes






1.
 Through his Breve of 1716, Pope Innocent insisted that all musicians working in Rome should be associates of the Accademia, and for much of the eighteenth century, until the era of Napoleon, members of the Accademia enjoyed special privileges.




2.
 The list of “Erweiterte Mitglieder” (extended members) from 1870 until 1914, which includes Brahms, Bruch, Bossi, d’Albert, Dvořák, Grieg, Joachim, Liszt, Puccini, Scharwenka, Stanford, R. Strauss, and Wagner, reads like an endorsement of the Academy’s belief in the ascendancy of the German musical ideal. In a smaller way, the Beethovenhaus in Bonn conferred honorary membership to both native and foreign composers and scholars.




3.
 Though an independent body, the Gesellschaft depended heavily on state sponsorship, particularly with the modernization of Vienna in the mid-nineteenth century. Its having been granted land from Emperor Franz Josef in 1863, both state and private money was contributed to the construction of a new building, which opened in 1870.




4.
 Pohl had worked in London at the British Museum between 1863 and 1866 for his book Mozart und Haydn in London (1867) where he made the acquaintance of George Grove. Grove’s own interests in the Schubert manuscripts at the Gesellschaft cemented their relationship and led to Pohl’s contributions to the first edition of Grove’s Dictionary, which included his useful article on the Gesellschaft (Pohl 1897).




5.
 This account provides much additional detail to the traditional accounts of the Society’s formation in Hogarth 1862, Foster 1912, Elkin 1946, and Ehrlich 1995.




6.
 As Langley has also suggested (16), Nash’s project and the Philharmonic venture fostered hopes of embracing a Royal Academy of Music (though this should not be confused with the institution inaugurated in 1822); in this sense, the Society pursued similar aspirations to the Institut de France and the Gesellschaft der Musikfreunde, though with a view to maintaining financial and democratic independence.




7.
 To observe how musical societies attempted to project the French ideal of fraternité, see Baker 2017.




8.
 For further discussion of Adler, see chapter 1, this volume.
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chapter 11



Churches and Devotional Practice



Martin V. Clarke







Introduction


The music of the church, including that intended for congregational participation, was an important part of intellectual musical culture in the nineteenth century, attracting the attention of professional and amateur musicians, as well as clergy and laity from many religious traditions.1 In a wide range of nineteenth-century contexts, hymnology was a topic on which intellectual discussion and scholarly publication focused, with considerable attention paid to the historical contexts, practice, and devotional and spiritual significance of hymnody.

Intellectual interest in hymnology and the repertoire, practice, and meanings of sacred music more broadly were both ecumenical and international in this period. Scholars, leaders, and practitioners associated with a range of ecclesiastical bodies made contributions to debates about music in their own contexts, but many also showed awareness of and engagement with ideas and practices from other historical and contemporary Christian traditions. Contributors ranged from provincial preachers seeking to influence thought and practice in a single church or chapel to Pope Pius X, whose writing on sacred music influenced the whole of the Roman Catholic Church.

Clergymen were important figures in much of the intellectual activity that took place in the nineteenth century. Although the long association between universities and the church in Britain was undergoing change in this period, through measures such as the University Test Act (1871), there was still a widespread and strongly held view that the clergy ought to be graduates, not least to enable them to continue the church’s traditional place in intellectual culture (Haig 1984, 33; Kirby 2016, 59–65). In the United States, pastors of different traditions working in seminaries were among the first to develop courses and syllabi in hymnology. An interest in history was common among many clergy, especially but not exclusively where particular branches of inquiry had a direct bearing on religious belief or practice. In Britain, many clergy were members of historical or antiquarian societies, such as the Surtees Society and the Camden Society, and their participation in such learned circles allowed them to bring their Christian faith and intellectual reasoning together in ways that they considered profitable for themselves, the church, and society at large (Jann 1985, 207). While demonstrating the church’s intellectual pedigree to their fellow antiquarians and historians, their work could also be used to strengthen their position in relation to various religious practices and attitudes (Levine 1986, 85).

Given the prominent role of music in Christian liturgy, it was natural that the intellectual interests of the clergy extended to the history and practice of music, especially within sacred contexts. They lectured, wrote, and debated alongside professional musicians, including those of high repute nationally. Many of the prominent figures were active as composers and performers of church music, as well as serving in a variety of educational roles. Naturally, clergy and church musicians played a prominent role in scholarship concerned with liturgical music, including a significant focus on congregational music. This needs to be understood in relation to the burgeoning of congregational singing in many denominations, including the Church of England, and the plethora of hymnals, now typically containing words and music together as standard, that were issued by denominations, factions, and parties—especially in the second half of the nineteenth century. In keeping with broader scholarly attitudes, nineteenth-century intellectual endeavor in congregational music frequently demonstrated a keen awareness of its contemporary practical application, as scholars sought to reconcile past and present and to shape the future of church music (Jann 1985, 213). The courses in hymnology developed by John A. Broadus for The Southern Baptist Theological Seminary (1892) and David R. Breed for The Western Theological Seminary (1903) both combined thorough historical overviews with reflections on the purpose, value, and practice of congregational hymnody. Historical research traversed denominational and national boundaries freely; British and American writers covered a range of topics, and were themselves influenced by continental European scholarship and practice, notably the plainchant reforms centered on the Abbey of St-Pierre de Solesmes, led by Prosper Guéranger (1805–1875) and Joseph Pothier (1835–1923). The 1890s saw the first doctorates awarded by American universities for research on hymnological topics (see Richardson, n.d.).

This chapter examines the contribution of hymnologists associated with the church, both clergy and laity, to nineteenth-century intellectual culture through their work on historical and contextual aspects of congregational music, their reflections on and attempts to shape its current practice, and their understanding of its devotional and spiritual significance. It draws on a wide range of publications, including those focused specifically on intellectual endeavor (tending principally to address historical, contextual, and practical matters) and sermons and hymnals, which often reflected scholarly thought to affirm or advocate the devotional and spiritual merits of congregational song. Each of these three areas show that hymnology’s place at the intersection of historical, literary, theological, and musical study made it a vibrant and rigorous part of nineteenth-century intellectual culture.



History and Context



Hymnology’s quest to document the history of hymns, the biographies of their creators, and the historical and cultural contexts of hymnody reflects the broader nineteenth-century urge to compile and consolidate knowledge on particular topics in publications that aimed to provide comprehensive coverage within clearly defined parameters. In Britain, continental Europe, and North America, large-scale works on a variety of topics, representative of many different scholarly disciplines, emerged. While A Dictionary of Hymnology (1892), compiled by John Julian (1839–1913), covers a more specialized topic than some other works, it is nonetheless an unmistakable product of the period that also saw publication of the Dictionary of National Biography (Vol. 1; Stephen 1885) and George Grove’s A Dictionary of Music and Musicians (Vol. 1; Grove 1879). Commenting on the cultural context surrounding Grove’s Dictionary, Deane Root situates it in relation to a number of contemporary developments, all of which might be regarded as equally relevant to understanding the emergence of Julian’s Dictionary:

[E]xpositions of industry and of culture gathered the most advanced products of society under one roof (as for example at London’s Crystal Palace from 1851); museums assembled artifacts for the edification of the general public (the opening of the new British Museum building and reading room, 1857); professions established associations that pooled expertise (in the United States, the Music Teachers National Association, founded 1876); editions and scholarly works collected knowledge and created foundational texts for further education and research (for example for J. S. Bach from 1851, for Beethoven from 1862). 
(Root 2012, n.p.)


Furthermore, such activity was also to be found in the areas of theology and biblical studies, with many publishers issuing biblical dictionaries and encyclopedias of theology and religious history, such as Cheyne and Black’s Encyclopaedia Biblica (1899) and McClintock and Strong’s Cyclopaedia of Biblical, Theological, and Ecclesiastical Literature (Vol. 1, 1867). It is thus unsurprising that hymnology, situated at the convergence of literature, music, and religion, should also be characterized by attempts to produce comprehensive reference works. While Julian’s Dictionary dominates the nineteenth-century hymnological landscape, owing to its unparalleled scale and scope, it emerged from a developing field of scholarly activity alongside a range of other, smaller-scale publications that tended to have a narrower focus. Despite hymnology’s inherent interdisciplinary nature, many of its nineteenth-century reference works treat music and musicians at best peripherally, instead focusing primarily on hymn texts and their authors. Nonetheless, their passing references to musical aspects indicate an underlying acknowledgment of music’s important role in the practice and experience of hymnody. Julian’s Dictionary is similarly dominated by consideration of texts and authors, but includes a series of survey entries on the hymnody of different denominations and countries, in which more attention is paid to the practice of hymnody. Specific musical inquiry is found predominantly in journal articles and short publications. Common across all these different types of publication is an emphasis on historical record and the tracing of changes and developments.



Literary-Focused Works


The full title of Josiah Miller’s Singers and Songs of the Church: being biographical sketches of the hymn-writers in all the principal collections (1869) makes clear that, despite the obvious recognition of music in the main part, its focus is on the literary aspects of hymnody. Miller (1832–1880) adopts a chronological approach, “so as to provide the materials for a history of the schools of hymn-writers, and the eras of the hymnic art” (Miller 1869, vii). The book is aimed at a lay readership of churchgoers, with the intention of providing “such information of the authors and origin of our hymns as will add to the pleasure and advantage of private devotion and public worship” (v). Rational knowledge and religious devotion are, for Miller, complementary, and there is no sense in which he sees his scholarship as separate from his religious identity as a Congregationalist minister. In recognition of hymnody’s ecumenical nature, and perhaps also revealing a degree of commercial acumen, he lists twenty-five hymnals, representing a wide range of denominations, to which his volume is intended as a biographical companion.

Most of Miller’s references to music are made in passing, typically noting a particular tune with which a text has been associated, or mentioning an author’s musical background or interests. Occasionally, however, discussion of some aspect of music is more developed, such as in his entry on Martin Luther. This extensive entry begins with a biographical overview of Luther’s life and a brief discussion of his theological writings, before turning to his work in the area of congregational hymnody. In this, Miller attends to Luther’s textual and musical contributions in an integrated way. After outlining Luther’s appreciation of music and views on its moral and educational value, he describes how Luther sought to use music in a religious context:

At his own house he gathered a band of men skilled in music, with whose assistance he arranged to his own heart-stirring words the old and favourite melodies of Germany, taking care to adapt them to congregational worship, so that the people might resume that place in public praise of which their Romish guides had deprived them. 
(Miller 1869, 42)


Prior to this statement, Miller has made no reference to Luther’s work in writing or translating hymn texts. It is thus highly revealing that in the context of hymnody and the Protestant Reformation, Miller addresses music and musical participation first. In these brief remarks, he presents musical repertoire and practice as two of the most significant manifestations of Luther’s reforms. While Luther’s words are acknowledged as “heart-stirring,” the two critical factors of their success are musical: their association with familiar music and the opportunity for musical participation. In a historical account dominated by the literary aspects of hymnody, Miller nonetheless shows a keen awareness that its efficacy and the regard in which it is popularly held rely heavily on its participative nature, in which music is a vital element. This is later affirmed after discussion of Luther’s work as author and translator:

Upon the minds of the people awakening to the new era, and already moved by reading Luther’s noble translation of the New Testament, the singing of these evangelical psalms and hymns made a very deep impression. The masses sang Luther’s tunes and Luther’s words; and the enemies of the Reformation said, “Luther has done us more harm by his songs than by his sermons.” 
(Miller 1869, 43)


Miller’s high regard for Luther and his musical initiatives needs to be considered in the context of Miller’s own identity as a Congregational minister. As a leader in an institution characterized by the exercise of autonomous ecclesiastical governance at the level of an individual congregation, and theologically firmly within the Protestant Reformed tradition, it is unsurprising that Luther’s resistance to the ecclesiastical hierarchy of Roman Catholicism and his promotion of music that he considered popular and accessible at local level would have been appealing.

Writing from an overt denominational standpoint in Methodist Hymnology (1848), American author David Creamer (1812–1887) seeks to emphasize the Wesleyan lineage of A Collection of Hymns for the Use of the Methodist Episcopal Church (Methodist Episcopal Church 1836), to which his volume is intended as a companion. Unsurprisingly, Creamer draws heavily on the literary works of John and Charles Wesley; his volume is in three parts, dealing with the biographies of authors represented in the hymnal, descriptions of the poetical works of the Wesley brothers, and individual commentaries on each hymn from the hymnal. In the middle part, however, he gives some attention to the singing practices and repertoire of the early Methodists, arguing that Methodists

have not only always been a singing community, but have endeavored to sing with the spirit and the understanding; and this their learned and pious founder was convinced could be done only by singing correctly; hence he furnished them with music books, containing the tunes in use among them, and insisted upon their use by his societies and congregations. 
(Creamer 1848, 192)


Creamer displays a characteristic tendency in nineteenth-century Methodist history writing by according John Wesley’s views and actions an unquestionable authority and an unchallenged status as representative of eighteenth-century Methodism. The existence of a number of unofficial tune books from the period, along with Wesley’s own accounts of divergent musical practices experienced on his travels, indicates that Methodist music in the eighteenth century was more varied than Creamer suggests. He goes on to recognize the interdependence of words and music in creating hymnody’s powerful influence on many Methodists, arguing that Wesley attempted to ensure that his followers sing suitable hymns, with “the sublimity of the sentiment harmonizing with the melody of music” (192). However, in summing up the situation in mid-nineteenth-century American Methodism, he argues that there has been a change:

It is to be feared that the character here given of Methodist singing has been, in this country at least, somewhat modified, by the introduction of choirs of irreligious persons into our “churches,” and the use of popular hymns and tunes, to the frequent exclusion of our own Hymn-book, containing, as it does, the incomparable hymns of John and Charles Wesley. (193)

Here, Creamer hints at another motivation for his work: the promotion of what he regards as Methodism’s historic repertoire and practice. In the same year that his book was published, he became a member of the committee responsible for compiling Hymns for the Use of the Methodist Episcopal Church (Methodist Episcopal Church 1849), in which he advocated faithfulness to the denominational heritage in opposition to those seeking a more diverse repertoire (Bagnall Yardley, n.d.).

Although he does deal briefly with musical aspects of Methodist hymnody, Creamer’s emphasis on its “official” history is indicative of a more general approach in nineteenth-century hymnology, which also explains the common lack of attention to music. Hymnologists were, in the spirit of the times, driven by a desire to record accurate and, as far as possible, comprehensive historical and factual data about hymns and their writers. In an era in which the firm bond between an individual text and tune, published side by side, was just becoming commonplace, the lack of integrated study of text and music is, therefore, unsurprising. Also, owing both to the minimal engagement with musical topics and to the priority given to the creators and compilers of hymns, rather than those who sang them, such writing does not generally permit insight into the ways in which hymnody was used and received, or the spiritual or emotional effects it had upon those who experienced it.



Julian’s Dictionary of Hymnology


While Julian’s Dictionary is dominated by historical entries on individual hymns and hymnals, and biographical accounts of hymn writers, it also contains a broad array of entries that survey a larger body of hymnody, mostly defined either by place or by denomination. Musical aspects of hymnody are frequently mentioned in all these types of entries, though most commonly only very briefly, typically to record the publication of associated tune books or such like.

More wide-ranging attention is given to music in an extensive entry on “Missions, Foreign,” which attempts to survey the use of hymnody in missionary work in all areas of the world, apart from Europe. This article, compiled by the Baptist author W. R. Stevenson, reflects both the enormous energy that Western churches devoted to overseas missions in the nineteenth century and the emerging scholarly work in what would become known as ethnomusicology. Stevenson is reliant on publications available to him and reports received from current and former missionaries, with the result that the level of detail provided is uneven and varying in its focus. While details of many hymnals prepared for use in various countries and contexts are given, the more noticeable emphasis on music throughout this article is significant. It reveals that the missionaries appreciated the importance of practice in realizing the benefits they perceived hymnody to offer to their work and those whom they sought to evangelize. Stevenson also recognizes music as a way of helping the reader to understand something of the cultural context about which he writes; the hymns that were translated would have been familiar to many of his readers, but by including details of poetical and musical characteristics, attitudes, and challenges, he is able to present a sense of the complexity of the worldwide use of hymnody. Although all this work falls under the principal heading “Missions, Foreign,” it is very clear that, apart from the custom of translating English hymns for use overseas, there is little else uniform about the practice and reception of hymnody in the places covered in the entry. Recurrent themes include the relationship between texts and music, and the technical challenges associated with indigenous poetical and musical structures, the characteristics of musical performance, and implicit comparisons between these and Western systems and practices.

On the relationship of words and music, one of the most common observations is that translations have retained the meter of the original English text, but very often do not rhyme, so that the tunes associated with the texts in the source hymnal can also be used in foreign contexts. Such an approach incorporates Western music into the didactic emphasis of missionary work, of which hymnody was a key part. The brief remarks on Vancouver’s Island exemplify the perception of the musical missionary as teacher that pervades many of the accounts: “The Rev. A. J. Hall, of the C.M.S., who is labouring among the Kwa Gulth tribe, in the north of Vancouver’s Island, has prepared a number of hymns in the language of that people, and has taught them to sing them” (Stevenson 1892, 739). The method of teaching is never probed in the article; in part, it may have been driven by pragmatism, allowing the missionary to commence musical work quickly and confidently, but as both accounts of poetical and musical systems and as comments on encounters with indigenous music elsewhere in the entry reveal, technical and cultural value judgments may also have been influential.

Comments on hymnody in Japan and China, among other places, refer specifically to the indigenous poetical structures and linguistic traits of those countries and their languages, and the associated challenges in introducing translated hymnody. After a detailed description of the metrical structure of common forms of Japanese poetry, Stevenson remarks:

Another difficulty was to find suitable tunes to these peculiar metres. A few English tunes, like “Home, sweet home,” could easily be adapted, and one or two Japanese tunes were available. These, however were but few, and the effect was no by means pleasing. (742)

On Malayalam hymnody in southern India, a specifically musical problem is noted: “The tunes to the lyrics are somewhat wild and irregular, and cannot usually be expressed in English notation, because the intervals in Hindu music differ from ours, several being less than a semitone” (751). Elsewhere, however, solutions to this type of problem are also described, such as that adopted in a recent hymnal published for use in Syria: “the tunes being printed in good musical type (European notation, but with notes running from right to left) and occupying the upper portion of each page, whilst the hymns, in clearly printed Arabic characters, appear on the lower portion” (755). The descriptions of these technical challenges seem to serve several purposes; in part, they attempt to educate the curious reader on aspects of cultures likely to be unfamiliar, and in part they affirm the achievements of the missionaries who overcame such obstacles to their work, yet they also invite—and sometimes provide—direct and value-laden comparisons between indigenous and Western systems and practices.

While the predominant cultural assumption of religious and social superiority that often characterized missionary activity pervades much of the writing about other cultures, a range of attitudes can nonetheless be discerned. In some cases, the perceived qualities of the indigenous music, or simply its unfamiliarity, are used to deem it unsuitable for congregational hymnody; in the case of Siam, the local music was considered by missionary Mary L. Cort to be “very weird and monotonous,” and thus unusable in worship (745). Commenting on an observation by a Baptist missionary about the limited subject matter of native Bengali hymnody, Stevenson suggests that “Perhaps these statements may be partly explained by the fact that in this part of India the native music is wholly melancholy” (747). Along with the example of Japanese poetry, mentioned previously, the description of Bengali hymnody indicates that, at least sometimes, there was a desire to draw on local cultural repertoire and practice to introduce hymnody. For instance, Stevenson documents the singing of the Lord’s Prayer and several canticles to “native chants” in Fiji (741) and provides a detailed description of the Christianization of the Kirttan, a type of musical performance, in the Marathi-speaking area of western India. In it, he comments on the evangelistic motivation of the development, as well as listing the indigenous musical instruments used (750). In contrast, information is also given on how Western musical forms have been introduced and received in many places; alongside the use of native chants in Fiji, it is also noted that “The people delight in singing, and those who have been taught new tunes go round and teach them to others in the villages” (741).

This article on foreign missions illustrates how closer attention to the musical repertoire and practice of hymnody can affect the nature of scholarly writing in hymnology. Whereas literary topics tend to focus on printed materials as a basis for historical or analytical commentary that aims to be objective, attention to the practice of hymnody necessarily reveals the divergence of opinion on matters of musical repertoire and practice, and this broadens the field of intellectual inquiry beyond historical record to questions of meaning and value, albeit sometimes in an implicit way. In so doing, hymnology reveals itself, reflecting the practices and materials it documents, to be at the intersection of multiple scholarly methodologies and traditions. The breadth and depth of Julian’s Dictionary was such that it remained unrivaled as the standard reference work in hymnology until it was eventually succeeded by The Canterbury Dictionary of Hymnology (Watson and Hornby n.d.).



Musical Studies


Hymnology focused primarily on musical aspects tended to be published in the form of shorter essays or articles, either individually, such as William Havergal’s A History of the Old Hundredth Psalm Tune, with specimens (1854), or in periodicals such as The Proceedings of the Musical Association and The Musical Times and Singing Class Circular. Havergal’s extended essay largely aligns with the more general trend in hymnology for establishing facts about origins, authorship, and details of variant versions, but he also ranges more widely in a final section that examines the popularity and reception of “The Old Hundreth” tune. His essay was clearly intended to have popular appeal to a broad audience, as it dealt with arguably the best-known of all hymn tunes, and it promised to answer the vexing question of its authorship, which had attracted attention in the press. Havergal begins by documenting the publication history of the tune, paying particular attention to its many rhythmic variants. Forasmuch as his intention is to provide a clear historical record, his approach is not characterized by any sort of dogmatic insistence on the primacy of the earliest version. Instead, after explaining how the rhythmic variant adopted by Thomas Ravenscroft had become standard in English-language psalters, he goes on to claim that:

The symmetry of the tune thus modelled is remarkably beautiful. Had that beauty been discovered or even suspected, it might have saved the tune itself from the violence which has been practised upon it. 
(Havergal 1854, 16)


In this statement, the influence of aesthetic judgment and consideration of the tune’s practicality on Havergal’s approach, alongside historical considerations, is clear.

After addressing the question of authorship and making brief remarks on harmonization and a plea for the adoption of a quicker tempo than had become customary, Havergal recounts a series of “facts and incidents concerning this celebrated tune” (44). These include the reactions of musical luminaries such as Haydn and Berlioz to hearing the tune performed by massed voices in St. Paul’s Cathedral, and the first reported singing of the tune in New Zealand on Christmas Day, 1814. He also provides details of its use in several other musical compositions. While he makes almost no interpretative comment on the various accounts of the tune’s use, his implicit intention appears to be to demonstrate its popularity and its widely recognized dignified suitability for use in public worship, which relate directly to its musical form and origins, as set out in the earlier part of the essay. Once again, this reveals a breadth of scholarly interest, although historical record is clearly prioritized. In part, this seems to stem from hymnology’s subject matter; hymn tunes such as that discussed by Havergal have the express intention of pointing beyond themselves, enabling singers and hearers to contemplate the divine. As such, their ability and efficacy in this regard are natural subjects for inquiry, resulting in musical scholarship that combines analytical, historical, and reception-focused approaches.

The writings of the Rev. J. Powell Metcalfe (1824–c.1900) demonstrate the participation of churchmen in intellectual debates about music in nineteenth-century Britain. A frequent contributor to The Musical Times and Singing Class Circular, Powell Metcalfe was also active as an editor of musical publications with educational and religious aims. His writings focus on both historical and contemporary aspects of church music. In “The Music of the Church of England, as Contemplated by the Reformers,” he seeks to show that there was a close alignment between the religious values promulgated by the reformers and their work in relation to music:

The motto still remained, “understanded of the people;” that, we say, was adopted which was felt most natural, most congenial to the sober religious feeling of the people, as a people — that which was calculated to touch the deeper feelings of the Englishman’s heart, and aid it in vibrating to the appeals of God’s awful truth.

(Powell Metcalfe 1865, 157)


Powell Metcalfe goes on to trace the use of a variety of musical forms in the Church of England, including plainchant, metrical psalmody, anthems, and services. He explores their ancient origins, and he pays particular attention to the work of musicians who captured the spirit of the reformers in music, such as “that noble confessor, John Marbeck,” though noting that it took “the far greater work of Thomas Tallis to fit [service music] for the highest form of the English Churchman’s worship” (158). In conclusion, he argues for continuing attention to be paid to the appropriate character of music for use in the Church of England, calling upon churchmen to ensure that “sober English hearts be quickened in devotion by such devout strains as our greater masters have bequeathed to us, or as their no unworthy successors of our day still give us” (179). Powell Metcalfe sums up his appeal by saying, “As English churchmen, let our motto be—‘English strains for English praises’” (179). He uses this as a basis to advocate that clergy entrust church music to professionals, so that the nation as a whole may derive spiritual benefit from it. This focus on specifically British music reflects a broader interest in ideas about music and national identity, but also relates to a desire to affirm the Church of England as the national church and to ensure that its music was in alignment with its status.

Such concerns were not unique to Britain; the protracted debates about the history and practice of plainchant emanating from the scholarly work of several figures associated with the Abbey at Solesmes had important political elements. While its more obvious focus on religious practice is considered here, it was also influential in shaping relationships between Catholic and Republican identities in France. This was especially notable with regard to attitudes toward Germany, played out through the competing claims of French and German plainchant scholars in shaping the Vatican’s deliberations on an official plainchant edition (Ellis 2013). Continental European Protestantism also saw a burgeoning of scholarship on the history of hymnody in this period. Within Lutheranism, Robin Leaver characterizes the nineteenth century as a period of restoration and conservation, noting, for example, that new scholarly editions of earlier Lutheran repertoire and writings about the practice of music in worship were published alongside new collected editions of works by J. S. Bach, Schütz, and others (Leaver 2001).

More broadly, the connections that Metcalfe’s article seeks to establish between the historical repertoire and practice of church music and the contemporary situation reveal an important aspect of much nineteenth-century scholarship on matters of religious music. Many of those who contributed to scholarly publications combined their interest in musical history with a lively and often professional interest in its present state, either as clergymen serving in a variety of clerical appointments or as practitioners in churches, chapels, cathedrals, and educational institutions. Thus it is possible to perceive a dynamic interrelationship between their historical research and their musical practice and advocacy; historical knowledge undoubtedly played a legitimizing role with regard to practice, while a desire for practical innovation or reform may also have served as an impetus for promoting greater understanding of musical heritage.



Practice



A strong emphasis on practical application characterizes much of the scholarly work and debate on sacred music in the nineteenth century. As noted, historical research often served a purpose in supporting claims for a particular practice or repertoire in a contemporary context, typically stemming from the involvement of writers in the life of the church, either as clergy or as musicians. Articles and other publications with a more overt practical focus were also plentiful, and again reflecting the growth of hymnody, many were concerned with developing the opportunities for and musical quality of congregational participation. A range of perspectives, sometimes competing, sometimes complementary (including religious, aesthetic, and pragmatic), can be observed in writings on topics ranging from plainchant to the relationship between choirs and congregations, and the need for suitable musical education for clergy, church musicians, and congregations.



Plainchant


Plainchant was one of the most widely debated forms of liturgical music in this period. This was owing both to the extensive work being undertaken to prepare new editions for use in a variety of local, national, and international contexts and to the associated scholarly activity investigating historical and interpretative aspects of chant. The work of the Benedictine community at the Abbey of Solesmes, and especially the writings of Guéranger (1805–75), Pothier (1835–1923), and André Mocquereau (1849–1930), are particularly important in this regard, both in their own right and in terms of their influence on advocates of plainchant elsewhere. Guéranger was instrumental in the post-revolution revival of monastic life at Solesmes, and he gave the role of plainchant in the community’s liturgical life a high priority. His vision was idealistic, and this extended to his attitude to plainchant; he sought to use modern scholarship and intellectual inquiry to recover an authentic repertoire and practice of chant that would befit a community that aimed to capture the essence of its order’s foundation (Bergeron 1998, 13–15).

Guéranger’s musical vision required the work of later scholar-monks to realize it, and the markedly different approaches pursued by Pothier and Mocquereau, especially in the area of rhythm, reflect something of the lively rigor of the intellectual debates around church music. Pothier promoted a rhythmic interpretation based on the accents of speech, while Mocquereau sought to uncover more fundamental aspects of syllabic patterns, uninhibited by the constructions of prose or meter (Bergeron 1998, 107–119). He also favored making historical sources available to modern users by adopting new photographic technology, whereas Pothier aimed to produce a modern printed edition drawing on scholarly research, which would have direct practical value. Mocquereau’s approach in particular appealed to the emerging discipline of musicology, thanks to its scientific methodology and concern for comprehensiveness (92–93). Pothier, conversely, sought to build a living relationship with tradition, enabling the ready adoption of plainchant by contemporary worshippers through practical, accessible editions (153).

The significance of this scholarship in terms of Catholic musical practice at large in this period is most clearly seen in its incorporation into Pope Pius X’s motu proprio, Tra le sellecitudini (1903). This document, issued at the pontiff’s own initiative, drew directly on the work that had been undertaken at Solesmes, and reflected the careful practical attention that Pius X had given to sacred music throughout his earlier career. It affirmed the status of Gregorian chant within the Roman liturgy, as well as establishing wider standards for the content and practice of liturgical music (see Joncas 1997; Schaefer 2008, 115–116).

The advocacy of plainchant was also a prominent feature in nineteenth-century Britain, and the influence of Solesmes is readily acknowledged by many writers (see Zon 1999). The practicalities of plainchant as a form of congregational music were prominent, and even when papers had a theoretical focus, such as H. B. Briggs’s “The Structure of Plainsong,” the report of the ensuing discussion indicates that audience members were keen to reflect on practice. Briggs acknowledges the importance of theoretical work from Solesmes, while in his remarks after the paper, the chairman, Charles W. Pearce, commented on the practical value of the Solesmes method, recalling a visit to the Church of the Cowley Fathers, Oxford, where he was “delighted with the capital results that had been obtained” (Briggs 1897–98, 90). Not all aspects were viewed favorably, however, as another respondent, Mr. Southgate, objected that “I myself regard this old notation as an interesting antiquarian study rather than one of modern utility” (90–91). Significantly, even in this dissenting response, the speaker’s focus is practical; underlying the scholarly discourse on sacred music is a keen awareness of the importance of practice.

Other papers and reports have a more overtly practical focus. A report of the annual meeting of the London Gregorian Choral Association, printed in The Musical Times and Singing Class Circular in January 1894, summarizes another lecture given by Briggs, in which he argued that “not only was plainsong theoretically and practically the best possible musical setting of the Church service, but that the English Church had no right to use any other” (Anon. 1894, 28). He went on to promote the Solesmes system as the most musically and devotionally effective.

Institutions such as the London Gregorian Choral Association and the Musical Association are important in understanding the intellectual culture in which debates about the theory and practice of church music took place. The former promoted both the practice and the study of plainchant, through lectures and events such as its annual festival service. That Briggs (a prominent editor of plainchant) also addressed the Musical Association underlines that body’s engagement with the music of the church. The summaries of discussions printed in its Proceedings permit an insight into its membership in addition to those who presented papers. Clergy and church organists feature prominently throughout the period; their attendance and participation suggest a desire to maintain a symbiotic relationship between their natural practical interest in musical matters and the broader field of contemporary scholarship. Their interests, however, were not confined to plainchant, but extended across other aspects of liturgical music, including repertoire, performance practice, and training.



Church Music at the Church Congress


Joseph Barnby’s address to the Church Congress in 1873, subsequently published in The Musical Times, covers many musical topics. Its origins and publication are themselves significant. The Church Congress was an annual meeting of clergy and laity from the Church of England to discuss matters of contemporary concern in the church’s life. Although it lacked legislative power, it was nonetheless a significant gathering of influential persons associated with the church. Various aspects of church music were discussed at meetings of the congress throughout the nineteenth century, and speakers on musical topics included clergy with significant musical reputations, such as F. A. Gore Ouseley, Thomas Helmore, and J. B. Dykes, as well as prominent musicians such as Barnby, John Stainer, and John Hullah.2 The Musical Times often published complete papers or summaries of musical topics discussed.

Barnby’s lecture is a wide-ranging survey of contemporary church music, in which he makes a broad distinction between two principal types of service: congregational and cathedral. He deliberately eschews an historical approach, instead focusing squarely on practical matters, in order “to point out certain particulars in which that service may be thought to have fallen short of the high aim it is intended to fulfil, and briefly to indicate, so far as I am able, the means by which a greater completeness of result may be attained” (Barnby 1873, 267). Two principal themes emerge from his paper: methods of good practice for the use of music in the liturgy, and the importance of education and training. While praising the effects of the choral revival in Anglicanism, Barnby is also a firm advocate of congregational singing. He does not propose uniformity, however; instead, he argues that the musical content of the service needs to be decided upon according to the nature and experience of the congregation:

[S]elect the very best music such [as the] congregation can understand and in which it can join. If the capacity of a community is limited to the appreciation and religious enjoyment of Hymns, then the best Hymn Tunes should be selected. Where, on the other hand, a considerable part of the congregation can appreciate more scientific music, by all means let such music fulfil the highest purpose to which it could be applied by being incorporated in the Service. (269)

The apparent value judgments about different types of music are revealing; Barnby, an educated musician who worked in several prominent London churches, unsurprisingly attributes greater musical worth to more complex music, yet his attitude toward congregations unable to cope with such music is benevolent, but perhaps also paternalistic. More significant, however, is that the apparently less “scientific” music of congregational hymnody still merits detailed attention. Barnby is not simply concerned with achieving higher standards through the promotion of choral music performed by highly trained choirs; he also seeks to encourage the pursuit of musical excellence among the whole congregation. This was by no means a uniformly accepted position, and Barnby’s contribution was certainly not the final word on the matter.

Some years later, in 1890, a contribution from the Bishop of Manchester prompted an extensive debate on the matter in the pages of The Musical Times. Complaining of the detrimental influence of choirs on congregational singing, he advocated renewed focus on full participation. Respondents cited numerous examples from around the country both supporting and opposing the Bishop’s arguments; one, identified only as “F. P.,” implies that the Bishop’s position was a theoretical one, claiming that “if he sat in the midst of a congregation (if he have a delicately constructed ear) he would often be inclined to wish all the singing were left to the choir” (Powell Metcalfe and Foster 1890, 616). Barnby’s own solution is that hymns should be sung in unison throughout, by congregation and choir, so that the effect is not spoiled by individuals inventing their own harmony or by men’s voices singing the melody and causing harmonic infelicities. Cathedral music receives briefer attention, but in the final part of the paper, Barnby proposes some blurring of the boundaries between the two types of musical service, suggesting that the inclusion of a congregational hymn in all cathedral services and, where resources permit, an anthem in parochial services, would offer benefits to both types of congregation, the latter being regarded as “a kind of musical sermon” (Barnby 1873, 271). This clearly indicates that he is not solely concerned with good musical practice, but also with the spiritual benefits that this can bring to worshipers.

The connection between spirituality and music is also evident in his comments on the need for both clergy and musicians to receive effective training and education with regard to musical aspects of worship. In line with many other commentators of the period, he advocates that clergy need greater musical education, and that they should also consult with and delegate responsibility more willingly to church musicians for the musical aspects of worship so that the maximum benefit may be drawn from the latter’s experience and expertise. The church musicians themselves, however, do not escape his criticism, and he details the qualities necessary for a successful choirmaster:

We want men not only of musical but of intellectual cultivation, —men, who themselves feeling the inner meaning of a hymn, and appreciating the facilities music offers for the expression of that feeling, shall be able to explain clearly and fully to their choirs and congregations the scope and content of every composition they undertake. If once the choir-master can put himself thoroughly into the position of the interpreter of the work, and can enlist the sympathies of those he teaches for what he himself admires and appreciates, he has obtained the best lever for moving his choir to a higher position. (269)

Barnby and others show that the scholarly interest in the practice of church music was neither confined to rarefied discussion of sophisticated music nor purely concerned with technical aspects of composition and performance. Instead, there was widespread acknowledgment that congregational music was worthy of attention, not least because of its ubiquity, and a recognition that it embodied the close relationship between music and religious experience; the cultivation of good congregational musical practice was thus seen to have complementary musical and spiritual benefits.



Spirituality


The perceived devotional and spiritual benefits of congregational song also received direct attention, principally in sermons and hymnal prefaces. Preachers and editors alike advocated the practice of hymn singing as a means of engendering appropriate devotional behavior among a congregation and for promoting personal piety. Despite inevitably different preferences in terms of repertoire and musical style, writers from different denominations and liturgical traditions shared a common belief in the spiritual and practical efficacy of hymnody. They also frequently adopted similar approaches and arguments in setting out its merits, typically exploring biblical precedents for or injunctions about singing, linking the act of singing to the roles and attributes of each person of the Trinity, and connecting personal and corporate aspects of religious faith.



Sermons on Singing



The publication of sermons, especially those preached upon significant occasions, was commonplace among Anglican clergymen in the nineteenth century. Their sermons were often published as a commemoration of a particular event, or to raise funds in support of a good cause. The range of events and causes included some related to music, such as the opening of a new organ or a gathering of church choirs. Given the centrality of music to such occasions, preachers are likely to have been duty-bound to consider the relationship between music and faith in a more focused and avowedly affirmative way than may have been the case in routine sermons on other occasions. Indeed, it was common practice to invite notable preachers for such occasions, and sympathy toward the musical practice or cause would surely have governed the choice to a considerable extent.

The Trinitarian basis for expressing praise through song is clearly expounded in a sermon On Church Music by William Gresley (1801–1876), Prebendary of Lichfield, preached and published in support of the fund for an organ at St. Paul’s Church, Brighton. In the first part of the sermon, Gresley relates the singing of praises to God the Father’s works of creation and providence, Christ’s work of redemption, which “put a new song into the mouths of men and angels,” and the receiving of the gifts of the Holy Spirit (Gresley 1852, 7). The emphasis on the Trinity is both expected and important, as it represents a clear statement of doctrinal orthodoxy, with which the practice of hymnody is firmly aligned. Charles Wilton (1795–1859) succinctly sums up the Christian’s duty of praise in a sermon entitled Congregational Singing and Instrumental Church Music: “In all these characters of the Triune Jehovah, we offer to him our petitions; and in each of them, likewise, the oblation of our praise is not only a reasonable service, but a bounden duty” (Wilton 1822, 5).

Scriptural references and appeals to biblical precedents abound in sermons focusing on congregational song. Most obviously, preachers drew on the psalms both to justify the use of song to express religious ideas and feelings, and to establish the standard to which all hymns should aspire. Gresley argues: “it is impossible to find nobler, or more suitable words, in which to express the various emotions of devout thankfulness, than those inspired Psalms which are already prepared for our use in the sacred volume” (Gresley 1852, 11). He goes on to advocate the practice of chanting the psalms, so that their literary qualities are not diminished by being transformed into metrical verse. More significantly, he cites the whole of Psalm 150 to justify the use of musical instruments in church, concluding that “After this stirring invitation, we have no need of further argument or authority to warrant us in the use of instruments of music, in order to add dignity and beauty to God’s service” (14). While his advocacy of the organ as the most suitable instrument for use in worship reflects the occasion and purpose of the sermon, his use of scripture to support his position is important. Although he was preaching in a period in which the construction of organs in churches and chapels was becoming more and more common, such developments were not always without conflict on matters including propriety and expense, especially as older customs were superseded.

In Congregational music: A Sermon preached before the Choral Association of the Diocese of Llandaff (1862), Alfred Ollivant (1798–1882), the diocesan bishop, draws two aspects of significance from the psalms. First, like Gresley, he makes the obvious point about their exemplary content, but he then goes on to use them as a springboard for a discussion of the ongoing appropriateness of the practice of singing in church. Noting that not all ancient Jewish liturgical customs were preserved by the church, he argues that psalms, hymns, and spiritual songs are uniquely suitable for expressing religious devotion:

[M]usic, so far from being a hindrance to such feelings, may be made a most powerful instrument of refining and exalting them, uniting the Church on earth with the Church in heaven, and lifting the soul upwards, in the highest degree of which it is capable, to communion with God and the holy angels before His throne.

(Ollivant 1862, 7–8)


In this passage, Ollivant makes clear the links between scripture, personal devotion, and spirituality. As he expands on this aspect, he refers to the nobility of singing praises to God in worship, for unlike listening to readings and sermons, or partaking of Holy Communion, it is a “disinterested” activity in which the primary focus and purpose is an offering to God, rather than receiving from him (8–9). Citing passages from Isaiah (6:3) and Revelation (4:11, 7:10, 12), he argues that it is in songs of praise that the church on earth comes closest to the ecstatic experience of the church above. Having established the devotional correctness and potential of congregational singing, he turns to the question of good practice, exhorting the assembled members of the diocesan choral association to promote lively congregational singing in their own churches. Using St. Paul’s injunction in 1 Corinthians 14:15 to sing with the spirit and understanding, he argues that the association’s duty is to “give a higher tone to our congregational services, to induce the people generally to take an interest in music as an instrument of devotion, and as a part of the worship of God’s house with which they themselves have something to do” (16). In these remarks, Ollivant blends spiritual, practical, and educational concerns, reflecting once again the broad range of scholarly interest in hymnody, and the intersection of different approaches.

Gresley also deals with spiritual matters, but with a specifically Anglican focus. Advocating greater congregational engagement and more energetic singing, he argues that despite the high quality of choral training available in many parish churches, “we seem to miss something of that united congregational worship which is so heart-stirring and impressive” (Gresley 1852, 19). He implores the congregation to use the opportunity of the new church organ to enhance the vitality of their singing as well as the church’s choral music (21). His particular attitude indicates the influence that the Oxford Movement had upon him, especially in its focus on the revitalization of liturgical worship and the role and function of choral music within it.

Wilton ends his sermon with specific points of exhortation and encouragement. Like Ollivant, he uses St. Paul’s famous words from 1 Corinthians 14 to advocate considered and well-prepared musical performances in church. Significantly, he concludes with words of encouragement, focused specifically on the spiritual benefits of singing: “They, who have learned to laud and magnify their God below, will be best prepared to praise him in those realms above. … What encouragement, then, is there for you to sing praises!” (Wilton 1822, 18).

Gresley, Wilton, and Ollivant were Oxbridge-educated, and although their clerical careers took different paths, they were all active scholars: Gresley published principally on ecclesiastical history and philosophy; Wilton, who spent most of his ministry in Australia, wrote on the natural sciences and the relationship between science and religion; while Ollivant was Regius Professor of Divinity at Cambridge before his preferment. Although the sermon is a distinct genre from the types of scholarly writing discussed earlier, their engagement with musical matters indicates that this was a topic of active interest for scholar-clergy beyond those for whom music was a particular professional focus. That they preached on hymnody demanded an engagement with its religious nature and its role in spiritual devotion. In the same way that concerns with congregational musical repertoire and performance practice were part of the mainstream musicological discourse in the nineteenth century, so too were its religious aspects of interest to a wide cross-section of clergy, and by inference, the laity who made up the choirs and congregations on the occasions when these sermons were preached.



Hymnal Prefaces


Similar themes can be observed in the prefaces of numerous nineteenth-century hymnals. Although many of these were very brief statements, they typically affirmed the role of hymnody in expressing praise, often supported with a scriptural quotation. Occasionally, however, editors explored in depth the nature of hymn singing in their particular tradition, and the rationale for their selection of hymns. The influential Baptist minister Charles Haddon Spurgeon (1834–1892) compiled Our Own Hymn Book: A Collection of Psalms and Hymns for Public, Social, and Private Worship (1868) for his congregation at the Metropolitan Tabernacle, London. In the preface, he notes that “The range of subjects is very extensive, comprising not only direct praise, but doctrine, experience, and exhortation; thus enabling the saints according to apostolical command to edify one another in their spiritual songs” (vii). Elsewhere, he deals with the provenance of the hymns, but in this short statement, he draws on scriptural precedent to indicate the spiritual value of hymnody. His description of the editorial principles on which the book was compiled reflects the balancing of historical awareness and practical concerns with the goal of shaping devotional practice. It reveals an awareness of the importance of music in bringing about the desired devotional effects, to the extent that on occasion it outweighs the concern for historical accuracy:

The hymns have been drawn from the original works of the authors, and are given as far as practicable just as they were written. … The very few alterations which we have personally made are either grammatical corrections or emendations which seemed to be imperatively demanded by the interests of truth, or were necessary in order to change the metre into such as could be sung. (viii)



The Wesleyan Methodist compilers of A Collection of Hymns, for the Use of the People Called Methodists, with a New Supplement (Wesleyan Conference Office 1877) aimed to situate their new contribution in relation to Christian heritage:

The Spirit of its living Head having never departed from the Church, it follows that those in all ages who by the Holy Ghost have called Jesus Lord should have been occupied with attempts to set forth his praise. As in the old time they still “prophesy and do not cease,” so that our age is richer in good hymns than any that have gone before it. (iv–v)

On specifically musical matters, the preface to the edition with tunes reveals a tension between the spiritual succor sometimes gained from familiar repertoire and a desire to promote music deemed appropriate for improving the conduct of worship. With regard to the former, it notes: “Some of the tunes selected have been long unheard in many of our congregations; but, while these would have been refused by a severe taste, their exclusion would in certain localities have been deemed almost an affront to sacred associations” (vi). Simultaneously, the “earnest purpose” of the collection is summarized as “to improve the ‘Service of Song in the House of the Lord,’ and to promote the devotional use of our hymns in the home and in the social circle” (vii). These remarks indicate the complex interrelationship of musical taste, liturgical preferences and values, and local and centralized priorities. Music’s central place in enlivening religious devotion is affirmed even as its contentious nature is strongly implied.



Conclusion


Although individual writers approached the subject of congregational song from different perspectives, the boundaries between studies of its historical context, practical application, and spiritual and devotional significance are almost always porous. There is also a high degree of complementarity, with authors and audiences sharing broad interests in sacred music, often informed and influenced by professional activities and personal interests. That history, practice, and spirituality should have been points of focus is unsurprising in the context of nineteenth-century scholarship at large, and particularly within the fields of music and religion. Hymnody’s rich and complex heritage undoubtedly made some of those who studied it susceptible to the nineteenth-century determination to document, categorize, and systematize historical records that prevailed across many disciplines. Historical inquiry also related to practical concerns, most notably in relation to the use of plainchant and attempts to revitalize choral services in the Anglican tradition. Technological developments that allowed organ building to thrive in this period also contributed to a focus on the practice of church music, as new instruments presented opportunities for change and challenges to established customs. To a large extent, historical and practical studies were brought together by those with a particular interest in shaping the devotional practices of nineteenth-century worshipers. By drawing on historical precedent to legitimize particular repertoires, and by advocating renewed attention to practical matters, they sought to enhance the spiritual discipline of individuals and congregations across a wide variety of ecclesiastical and liturgical traditions.

That scholarly musicians and clergy engaged in hymnological writing and debate provides important insights into both church music’s place in nineteenth-century intellectual culture and the particular nature of congregational music in a specific historical and cultural context. The place of church music in intellectual culture was not a matter of abstract or detached inquiry but, rather, one in which participants traversed a variety of roles that gave them a dynamic interest in its vitality. Whether clergy responsible for the conduct of worship, professional organists and choir directors, or musical or theological educators, those who wrote about, lectured, and debated on aspects of congregational music saw no boundaries between their scholarly pursuits and their other professional activities. Rather, engagement in scholarship, whether through active research or in learning from others, carried the potential for direct impact on their church-related endeavors. Historical research could add weight to their attempts to shape practice, which in turn was intended to have a direct impact on the spiritual devotion of participating congregants.

The attention given to congregational music also emphasizes an important point about its nature in the context of nineteenth-century cultural practices. Religious observance was still a mainstream activity in the period covered by the sources discussed here, and a culture of clerical involvement in the pursuit of knowledge was commonplace. For musicians, the church was also a significant source of employment, furthered by the particular attention given to organs and choirs at this time. Congregational music-making was thus a familiar activity for many people associated with a wide variety of ecclesiastical and liturgical traditions, and to some extent, across national, class, and sociocultural boundaries. Its place in intellectual culture is thus unsurprising, for it was music that was in both the public and professional consciousness. Research and scholarship in this area therefore carried with it the potential to affect the musical and perhaps also the spiritual experiences of many people and institutions.






Notes






1.
 This stands in contrast to the frequent marginalization of congregational music in musicology during the second half of the twentieth century; notable exceptions include Temperley 1979, Leaver 1991, and Zon 1999. More recent works demonstrating the growth of interest in this field include Ingalls et al. 2013 and Nekola and Wagner 2015.




2.
 For a summary, see Monk 1881–82 and Dibble 2007.
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Introduction


The first decades of the nineteenth century saw a rise in the systematic collecting of music manuscripts, prints, and rare books that in a number of ways differed markedly from tendencies in music collecting in earlier centuries. Even if considerable private collections were amassed by several eighteenth-century music scholars and composers—such as Martin Gerbert (1720–1793), Giovanni Battista “Padre” Martini (1706–1784), and Charles Burney (1726–1814)—there are a number of elements of nineteenth-century collecting that are characteristic of the intellectual culture of the long nineteenth century. Distinctive features not only relate to issues of sheer volume, infrastructure, and cataloguing—all inexorable effects of nascent institutionalism and professionalism in musical librarianship—but also owe their existence to the very ideals and scholarly attitudes of nineteenth-century collectors of books and music.

A nexus of intellectual undercurrents converged in that, seemingly independently, a rather diverse set of figures from 1820 to 1840 developed a passionate, and often pedantic, interest in what they saw as the “obsolete” and the “quaint” in musical sources. These two concepts were combined in a way that is today taken for granted; the performing of music from other epochs and other international contexts than one’s own was, in the nineteenth century, still a much contested activity. The same ardor for collecting was also applied to contemporary material. For scholars like Gustav Nottebohm (1817–1882), the incompleteness of sketchbooks and musical fragments by Beethoven and Schubert formed the basis for later periods of research. Such collecting and editing interests also influenced nineteenth-century composers, musicians, and audiences who did not share the collecting fervor of individual librarians and scholars, such as Reicha, Mendelssohn, Liszt, and Albrechtsberger.



The infrastructure of intellectual life in the nineteenth century allowed distinguished collectors and librarians across Europe to form networks of specialist erudition. Some of these figures have become well known for their scholarly and musical achievements: François-Joseph Fétis (1784–1871) in Paris and Brussels, Karl Engel (1818–1882) in Manchester, Aloys Fuchs (1799–1853) in Vienna, Giuseppe Baini (1775–1844) in Rome, Karl Proske (1794–1861) in Regensburg, and Friedrich Chrysander (1826–1901) in Hamburg. Others are perhaps less familiar, such as William Horsley (1774–1858), Edward Rimbault (1816–1876), and Julian Marshall (1836–1903) in London; François-Louis Perne (1772–1832) in Paris; Emil Vogel (1859–1908) in Leipzig; Henrik Rung (1807–1871) in Copenhagen; and Pehr Frigel (1750–1842) in Stockholm. Their intense and sometimes bizarre preoccupations and interactions over details of books, manuscripts, letters, and autograph scores reveals much about the role of music collecting, archiving, cataloguing, and curating in nineteenth-century intellectual culture.



Institutions and Individuals


The nineteenth century saw the foundation of a large number of institutional libraries and archives of various types. These served rather different functions, although the individuals associated with these depositories had much more in common than their institutions might initially suggest. Moreover, it is often very difficult to distinguish between institutional collections and those held by the individuals who acted as custodians of the same.

A number of meta-theoretical texts written by key figures in this period focus upon how a musical library ought to be constructed and maintained, and how a music librarian might achieve such a goal. In terms of catalogues of large nineteenth-century collections, these usually adhere to one of two basic types: either a cumulative catalogue, or a catalogue (often printed) made of a finalized collection (often related to an auction). The latter is sometimes referred to as a “dead collection,” in the sense that it is a deposited storage of information, rather than one subjected to further expansion. Catalogues from most university and conservatoire collections in the long nineteenth century have been preserved, and they tend to be ordered both systematically—on the highest level according to music scores and music literature—and in terms of musical genre or function (church music, theater music, orchestral music, chamber music, songs, etc.). Within these categories, each entry is ordered alphabetically according to author; the item’s physical location within the library or archive is often highlighted, and annotations occasionally confirm acquisition details (when numerus currens is applied, a unique number enables one to see the order in which the items have been acquired). The distinction often made today between library principles (systematic classification) and archival practice (classification according to document type and provenance) is usually not found, as there is little distinction between “bibliothecarius” and “archivarius.” Neither are distinctions between printed and manuscript sources always maintained, since instrumental and vocal parts for larger musical works (symphonies, operas, etc.) were still often produced in both forms.

In 1876, Engel noted that the Music Library of the British Museum had 60,000 entries for printed scores and musical literature, and around 250 manuscript entries. He felt that this was inadequate in terms of “the wealth and love for music of the nation,” and concluded that “anyone expecting to find in this library the necessary aids to the study of some particular branch of music is almost sure to be disappointed” (Engel 1876, 1:1). This highlights an alternative culture of scholarly collecting to that of previous centuries—an ideal library for a scholar-musician like Engel was one that we would describe today as a musicological library, rather than one where music literature could be easily retrieved from a more general catalogue. Vincent Novello (1781–1861), organist, composer, and founder of the Novello publishing house, had already written in 1824 to the English Parliament, campaigning for an English musical library worthy of comparison with the greatest on the continent; John Ella had also made plans for a private library serving the musical needs of London society (Bashford 2007, 46–47, 245–246). For Engel, Novello, and Ella, the scholarly value of a music collection was determined precisely by its systematic structure (how it was organized, catalogued, and maintained), as well as by its contents.

In terms of the expectations of a music librarian or archivist during the nineteenth century, this obviously varied depending on different contexts, but some general propensities can be identified. The first concerns musicianship. It was important for a music librarian to be a musician of the highest caliber, in order to be able to understand and appreciate the nature of the documents likely to be part of a music collection. Expertise in music theory was often highlighted as being particularly beneficial. In the process of founding the Swedish Royal Academy of Music in 1771, for example, it “was taken under consideration that he who will receive and bring order in all music and other documents of the Royal Academy, in the capacity of archivarius, must also to [a] perfect degree be an authority in the science of music.” At the same institutional library seventy years later, when Erik Drake (1788–1870) was appointed academy librarian and secretary as a “patently obvious successor” to Pehr Frigel, it was noted that “As a theoretician there are few Swedish musicians who could be compared to Drake, to which fact his published works testify” (Lundberg 2010, 238–239).

The conservatoires founded in the late eighteenth and early nineteenth centuries often employed such specialist librarians to look after and enrich their holdings of books and manuscripts. Fétis is famous both for his private collections and for building up the libraries of the Paris Conservatoire, and later (more successfully) the Royal Conservatoire of Brussels. However, the boundaries between his private collections and those of the conservatoires were porous (Prod’homme 1931 and Eeckeloo 2008); when Fétis was discharged from the post of librarian in Paris in 1826, this did not affect his access to the holdings, nor his reputation as a librarian and scholar. Although he never formally responded to the accusations of having failed to return a number of highly valuable items, in 1840 he “donated” a number of materials to the conservatoire and other French libraries. At Fétis’s death in 1871, items missing from the old conservatoire library were identified in his private collection and were given to the French state by the Belgian government (Paul 1868, 226–227). Such permeable boundaries were not uncommon in the first half of the nineteenth century; there was little distinction, for example, between the private collections of Pehr Frigel and Siegfried Dehn (1799–1848) and those of the Swedish Royal Academy of Music and the Königliche Bibliothek in Berlin, where they were the respective custodians. Similarly, Edward Rimbault sold items from his immense private music collection to the British Museum; he had evidently seized these illicitly from the collections of Christ Church, Oxford (Hiscock 1935, 394; Andrewes 1983, 31).

Although specialized music librarians could be assigned responsibility for the collections of royal, national, and learned societies active in the nineteenth century, the general pattern in such institutions was that the director or secretary of such societies was also the librarian. As in the case of the conservatoires, the reason for this was that large sums of the institutional finances were often used for the acquisition of scores and books. Foundation statutes confirm that building and maintaining a library were some of the most important tasks for a conservatoire. François-Auguste Gevaert (1828–1908), head of the Brussels Conservatoire, argued that a specialized library was a “corollaire obligé” (obligatory corollary) for any institution of education, especially so for a conservatoire (Eeckeloo 2011, 21).

National libraries, aiming to collect all publications of a particular country in a particular language, or works deemed to have particular literary, social, or political relevance to a region, expanded their musical holdings significantly during the nineteenth century. Balanced on a local level by the Ratsbücherei institutions in Germany, the more significant of these larger institutions included the Royal Library of Belgium, the Royal Danish Library, the National Library of Sweden, the British Museum (later the British Library), the Bibliothèque Nationale in Paris, and the Library of Congress in Washington, D.C. (see brief historical overview in Stam 2001, 127–129). The library of the British Museum, for example, held no single manuscript of Henry Purcell’s music until the private collector Julian Marshall offered his Purcell collection for sale; his explanation for wishing to retain these culturally significant materials within a British institution, addressed to the British Museum, had a distinctly colonial flavor:

Purcell is our only great English musician—you have (I think) none of his MSS in the Museum. You will never have any (of importance) if these go to America. I do not threaten to sell them to the Americans, for I have no wish to do so, though they would give me more than I ask you for them tomorrow, if I chose to accept it. I should, however, be deeply grieved to think of their going out of the country.


(Searle 1985, 70)


When larger portions of Marshall’s library—around 450 volumes of music manuscripts and autograph scores by composers such as Purcell, Handel, and Beethoven—were sold to the British Museum in 1878–1881, major negotiations were needed over payment (via installments), given that the collection had been valued at more than £2,100 by an independent specialist (Searle 1985, 70). These negotiations highlight the concerns of all parties, not only in relation to the sums involved but also to the reputation of the former owner and new purchaser, and the status of the material itself.

Institutions were sometimes able to acquire such immense private collections wholesale. At the Brussels Conservatoire, Fétis oversaw the acquisition of the music library of Jacob Heinrich Westphal (1756–1825), which consisted of about 600 theoretical tomes, 4,000 musical scores, and around 400 portraits of composers. This acquisition explains the predominance of sources related to C. P. E. Bach and his German contemporaries in the current holdings of that library, although it is unfortunate that no extant separate catalogue, ex libris, or annotations allow us to distinguish Westphal’s collection from that of the main conservatoire library. Fétis was clear in highlighting his own role in this process, rather than the institution: “Westphal had gathered a beautiful library of musical literature and works of the great masters, which I acquired after his death” (Fétis 1866–68, 8:453).1 The study of this type of collecting culture necessitates a historiography that acknowledges how the personal, particular interests of individual scholars and librarians account for what has been preserved in our current institutions.

Music librarians were also employed as curators of larger privately owned collections, which were at risk of being dispersed upon the death of their compilers; otherwise, they could easily be scattered at auction sales, item by item. As with Marshall’s and Westphal’s libraries discussed previously, collectors often meticulously “placed” collections in institutions that could enhance their own reputations. Some private collections were intrinsically connected to acts of performance. Moravian-born Raphael Georg Kiesewetter (1773–1850), for example, organized concerts and salons in his home in Vienna starting in 1816, entirely based on his own collections of predominantly older music that was unknown to the majority of Viennese society at that time. Examining his programming and collecting activities, it is difficult to say whether the concerts grew out of his collecting fervor or vice versa, but his private collection—bequeathed to the Austrian National Library during his lifetime—was impressive, even compared to those of Fétis and Aloys Fuchs, and it enabled his nephew August Wilhelm Ambros (1816–1876) to develop his pioneering research on sixteenth-century music. Just as Kiesewetter deliberately enabled performances of “Seltenheiten” (rarities) and “Curiösiteten” (curiosities), which were “discovered” by collectors, so the scholar and composer François-Auguste Gevaert toured Western Europe with concerts based on music collected “from all continents and all periods”; again, such collections prioritized the idea of a musical “other,” whether of place or of time (Kiesewetter 1834, 10).

Nineteenth-century subscription or rotating libraries offered a different model, where musical scores and literature were available for hire or subscription at a fee; this fee was later often waived via the use of subsidized public funds. Many subscription or circulating libraries were formed in Europe and America during the nineteenth century, some devoted especially to music. In France these were called abonnents de musique and in German-speaking areas Musikleihhandel; culminating in the 1840s, more than thirty such enterprises advertised their services as solely dedicated to music (Breckbill and Goebes 2007, 772; Widmaier 1998, 154).



The market of music publishers was also studied in its own right, where records of sales and subscriptions were treated by scholars as important sources. George Grove published what he called A Short History of Cheap Music in 1887, drawing on the records of the publisher Novello. Here he contrasted the recent facility of procuring music at a low cost, and with little effort, with the arduous task of acquiring music in his own youth in the 1830s:

Good music at all out of the common line was either enormously dear or in manuscript, and had to be copied at the British Museum. The publications of the house of Novello and its imitators have altered all this, and have banished to the shelf a mass of copies of old Italian and old English music made during hundreds of delightful half-hours snatched from the day’s work in the old reading room in Montague Place, long before the building of Panizzi’s dome. Not that this labour was useless. On the contrary, it was fraught with good. The searching for the works, the balancing of one service, motett, madrigal, or cantata against another, the eager poring over the many volumes of Burney’s Extracts, Tudway, or Needler’s Collection, forced one involuntarily into the acquisition of much knowledge. Further, this copying taught one clefs and figured bass; it obliged one to play from score or to write one’s own accompaniment—in fact, gave one knowledge against one’s will for which the modern student has little or no occasion. 
(Grove 1887, vii)


Both the subscription and the public libraries catered to the requests of the bourgeois music market, which for larger parts of the nineteenth century had an interest in Lieder, aria collections, albums of character pieces for piano, symphonic movements, and overtures for four hands in affordable lithographic prints. Emil Vogel, protégé and assistant to Palestrina collector Franz Xavier Haberl (1840–1910), was one of the earliest professional librarians for a commercial public music library, as he was hired as a specialist for the library of the publisher C. F. Peters in Leipzig (Schleicher 2016). Items from the collections of this library, originating in the collections of Alfred Dörffel, could be borrowed free on the premises, and the statistics published in the Jahrbuch der Musikbibliothek Peters, which Vogel edited from its inception in 1894, provided details of how many people visited the library, what they borrowed, and what was purchased each year. During 1894, its first year in the form of a publicly open library (albeit still a private enterprise), the holdings consisted of around 10,000 volumes. The reading rooms had 4,904 visitors, who consulted a total of 9,393 works, of which 5,414 were theoretical works and 3,979 “practical works,” or musical scores (Vogel 1894, 10). Among those sources most often consulted during the years 1895 to 1900 were scores by Berlioz, Wagner, Bizet, Smetana, and Liszt, highlighting how such libraries served the more up-to-date needs of amateurs and students in the Leipzig region—a contrast to the scholarly libraries that focused on older music.

The firm of Peters also held many autograph manuscripts and portraits of composers whose work they had published (and for which they held publication rights). Such valuable items were on display in the reading rooms in Leipzig, showcasing the rarer aspects of collecting culture in Germany for their library customers. Prior to Peters, the publishing house of Hofmeister grew similarly from a combination of the zeal of individual collectors and a sense for business. Friedrich Hofmeister (1782–1864), former apprentice at the publishers Breitkopf und Härtel, founded the firm in Leipzig in 1807 as a combination of publishing house, reading-room library, and music school. One of his fellow publishers and occasional collaborators, Carl Friedrich Whistling (1788–1855), produced a Handbuch der musikalischen Litteratur in 1817, which soon became a standard bibliographic tool worldwide. Published in subsequent editions in 1828 and 1844–45, supported by a plethora of supplementary volumes (1829–39, 1852–1925), it remains one of the most important sources of information on the dissemination, plate numbers, prices, and availability of printed nineteenth-century music.

Printed catalogues of any type of institution have to be interpreted in light of the fact that many celebrated nineteenth-century libraries were not open to the public. This meant that the printed and published catalogues of larger collections had an importance in themselves, offering a glimpse into a specific collector’s library. Bibliophiles and music collectors read with great interest the inventories of such published indices and catalogues, produced by a new profession of manuscript and print experts. Librarians such as Thomas Frognall Dibdin (1776–1847) were in great demand as bibliographers and catalogue experts for private collectors, and the printed catalogues produced became important publications not only in terms of the collections described but also as a guide as to how to understand books, manuscripts, and theoretical works; in Dibdin’s case, this was particularly notable in relation to the collection of the second Earl Spencer (George John) in the Bibliotheca Spenceriana (1814–1815). The broader impact on the perceived mania of collecting books and music can be gleaned from a satirical parody of a printed music collector’s catalogue published in 1862: “Catalogue of the extensive library of Dr. Rainbeau … which Messrs. Topsy, Turvy, & Co. will put up for public competition” (Hyatt King 1963, 62–63). In addition to this humorous reference to Rimbaud, the lists in the satire make fun of the details that a collector desired—highlighting “completeness,” “correctness,” and “uniqueness.”



Obsolescence and Alienation


It is clear that the common denominator behind the qualities valued in early nineteenth-century music collecting (concepts of “ancient,” “erudite,” “afar,” “distant,” “discarded,” “forgotten,” and “lost”) is the very obsolescence of both the material items and their contents. In fact, the attention among specialist collectors is often more intense the less a type of item is valued in the musical context in which the collectors were active—a sense of Entfremdung (alienation) that could be shared by musicians, scholars, and librarians regardless of their otherwise different intellectual and artistic inclinations. This exclusive cultivation and rebirth of the obsolete may partly be explained as idealizing a concept that contrasted with notions of the “modern,” “rational,” or “enlightened,” and can therefore be situated in parallel with enterprises such as those of the Grimm brothers, and Brentano and von Arnim (Des Knaben Wunderhorn). The ultimate obsolescence for many librarians and collectors was what they saw as the “dead languages” of music. A yearning for the alternative reality that rare scores and books on music offered can be compared to the fascination with the Orient of writers such as Friedrich Schlegel (where India represented the fount of “das höchste Romantische” (the highest Romanticism) and Wilhelm Heinrich Wackenroder (to whom the Orient was “die Heimath alles Wunderbaren” [home to everything wonderful]), or the Romantic fascination with the “fantastic insanity” of the Middle Ages (Schlegel 1800, 103; Wackenroder 1991, 1:201, McFarland 2014); both of these enthusiasms were indeed combined in collectors such as Kiesewetter and Fétis. One striking example of a “collecting culture” clearly focused on the Middle Ages is Scriptores de musica medii aevi, an edited series of medieval music treatises published by Edmond de Coussemaker (1805–1876) in four volumes between 1864 and 1876. Coussemaker had become interested in collecting when first reading Fétis’s articles in the Revue musicale. Although Coussemaker’s Scriptores collection and his scholarly essays published elsewhere have often been criticized in modern musicological scholarship for their philological unreliability, these represented a number of improvements (in the form of new attributions and attention to intertexts) upon Martin Gerbert’s work of the eighteenth century, whose series of editions Coussemaker deliberately intended to continue.

Antique books and scores were prized in the circles of nineteenth-century collectors as representative of a realm outside the musical culture in which they lived. This tendency can be compared to historicizing ideals in fine art and poetry in the same period or to the folkloristic ideals that ethnologists and anthropologists of the period contrasted with contemporary urban society. Sources were sometimes understood as enabling a mystical union with the “other,” or unlocking an alternate reality. That this was not entirely confined to the information which the source carried, nor to its materiality alone, but resided instead in a perceived transcendental integrity of a library item is clear from the following claim by Baron Jérome-Frédéric Pichon, an ardent book collector who held a considerable music library:

Since my earliest youth I have loved, adored books, and as all men who love, I loved everything about them, their form and their meaning. Later, I learned to appreciate their bindings and their provenance. What a pleasure to hold in one’s hands an elegantly printed book, bound in a binding contemporary with its apparition, giving the proof, by some sort of sign, that it belonged to a famous or appealing individual, and in touching this volume that he touched, read, loved, one enters into a mysterious communication with him. 
(Mendelson 2016, 24)


Such notions of “mysterious communication” or union with an unknown or anonymous reader from a previous age are central to many of the activities of nineteenth-century music collectors and librarians. The task of organizing a library simply heightened such awareness, as Dibdin suggests:



and what with Gibbon’s library already formed, and Harwood’s instructions how to form one of a classical calibre, my fancy took to run strangely upon BOOKS … of all qualities and conditions. An editio princeps, a vellum Aldus, a large paper copy (terms till then unknown and unappreciated) seemed to strike my mind’s eye as something magical and mysterious—just as those Arabic, or some sort of conjuration figures upon chemists’ bottles strike the eye of the body … but the catalogues of Payne, Faulder, White and Egerton exhibited so many stars upon which I loved to gaze with an undescribable satisfaction. 
(Dibdin 1836, 192–193)


The same notion of a mysterious transformation of the self through sources led collectors to the study of musical ethnography. The Enlightenment idea of a linear and evolutionary progression of music, promulgated by music historians such as Burney and Hawkins (Zon 2017, 239–241), was discarded by scholars such as Engel and Kiesewetter in favor of a view where the entirety of musical understanding of people depended on knowledge of all musical traditions, diachronically. Just as with collections of written and printed sources, a zeal for identifying the most significant ethnographical records drove scholars and collectors to deliberate over which accounts should form the basis of any understanding of global music history.

Two marked tendencies in musical learning of the late nineteenth and early twentieth centuries are the history of style, and a view of European music culture as only one of many possible cultures. Kiesewetter’s Geschichte der europäisch-abendländichen oder unsrer heutigen Musik (1834), for example, founded on his own collection, attempts to create a seamless relationship between Personstil (personal style) and the style of each era. His main argument represents an intrinsically historical perspective on music, despite outwardly focusing on individuals, as suggested by the use of subtitles such as “The Epoch of Dufay,” or “The Epoch of Ockeghem.” In detailing differences between composers within each epoch and relating them to their cultural age, Kiesewetter effectively challenged the concept of the cult of genius by highlighting contextual elements surrounding each composer. But it was precisely the detailed study of sources in private and institutional collections available to him in Vienna that propelled Kiesewetter’s new approach to the history of style. It is largely because of scholars such as Fétis and Kiesewetter that references to the “Netherlandish schools” of the fifteenth and sixteenth centuries are still in use, and that knowledge of this school is not restricted to Dufay, Ockeghem, and Josquin. A considerable degree of competition between Fétis and Kiesewetter can be observed in the matters of “finding” this music and “bringing it into light,” as they themselves termed it (Alden 2010, 40–43); Susan Crane has characterized such advocacy of historical artifacts as part of a “rhetoric of waking and winning” (Crane 2000, 4–18).

What Kiesewetter and Fétis did for the “Netherlandish schools” with their publications, Giuseppi Baini (1775–1844) and Franz Haberl (1840–1910) did for Palestrina in Italy. All four scholars were fascinated by the origins of contrapuntal composition, mirroring similar preoccupations in the nineteenth century in the fields of botany and entomology—also fueled by the amassing of private collections of “data,” but in the form of fossils, insects, flowers, and seeds (Laubacher 2011). Kiesewetter’s description of his work on Dufay is striking in its terminology, which is suggestive of scientific experiment:

For the information that Dufay was born at Chymay in Hainault, and was not (as Tinctoris has asserted in his Proportionate Mus. MS 1476) a Frenchman, we have to thank M. Fétis, who proves the fact by a reference to the source from which he gained it, in his valuable memoir affixed to the Prize Essay … I have been fortunate enough to gain possession of a few very important fragments of single parts in facsimile from the works of these remarkable authors, particularly from those of Dufay, which I have succeeded in deciphering and putting into score. After the perusal of such works, it could no longer be questioned, that even before the age of Dufay, at the time when counterpoint was either never practiced at all in other countries, or introduced only in feeble and rude experiments, the Netherlands must have been the nursery of a very advanced state of art. 
(Kiesewetter 2013, 114–115)


This passage exemplifies many of the recurring tropes in writings by scholarly music collectors of the nineteenth century: the process of “deciphering” leads to “facts,” not interpretations. In the context of Auguste Comte’s tripartite division among the theological, metaphysical, and positive realms (or stages) of knowledge, musical history is, for these collectors and music scholars, firmly located in the latter (Comte [1844] 1995, 45–49; Karnes 2008, 9).

It may seem contradictory that the idealization of antique and forgotten books, scores, and fragments, on the one hand, and the Entfremdung from current musical culture, on the other, should have given rise to a positivistic view of historical and current music in the nineteenth century, but it is clear that the very fascination and preoccupation with obsolescence in musical form led to a deeply altered view of what nineteenth-century music meant, and ought to mean. Bibliophiles even borrowed the medieval distinction between “the inner book” (liber interior) and the “outer book” (liber exterior). In an unsigned review of Walter Scott’s Chronicles of the Canongate in Blackwood’s Edinburgh Magazine, for example, whereas the latter was “the mere husk or shell—say, in four volumes—each consisting of perhaps 350 pages of Mr. Cowan’s beautiful paper, rejoicing in Messr Ballantynes’ beautiful printing,” the “inner book” represented “its immortal soul … infused with the light of setting suns, and the light of conscience of imagination, within the Sanctum Sanctorum of the student’s, the scholar’s breast” (Anon. 1827, 543).



Cultural Memory and Notions of Storage


Linked to the notion of obsolescence is the appreciation of the forgotten or the lost. Nineteenth-century librarians and scholars were aware that the preceding epoch had underestimated the worth of medieval music and related sources from around the world, and thus had a clear sense of what should be restored. Owing to an increasing familiarity with the range of sources preserved from earlier periods, the cultural ideas that might be “brought from darkness into light” could be identified effectively.2 By comparing in which historiographical contexts the sources were present or absent, collectors could also develop theories as to why some of these sources had been marginalized.

Collectors interested in musical anthropology and ethnography, as well as those involved in attempts to revitalize musical life by accessing older music, were optimistic that systematic work would eventually restore what had been lost. Engel’s hope to acquire information from all musical cultures of the world is essentially one relating to storage and retrieval. Likewise, the Cecilianism of Franz Xaver Witt (1834–1888), Proske, and others trusted that information in vast extant collections of books and notated music was passively present, ready to be accessed when needed. This sense of an achievable revitalization stemmed from the fact that many of these scholars and musicians were custodians of libraries that were more extensive than those from former periods of musical collecting. While they could no longer be familiar with every single letter, note, or sentence ever written on a specialist music topic, scholars could trust that any gaps in their knowledge were somehow present in passive form, either in their own collections or in those of their networks.

This interplay between active and passive information within an archive or library can be more clearly understood through the prism of Aleida Assmann’s concept of “cultural memory” (Assmann 2012). Cultural memory is understood not just as bipolar opposites of what is remembered, on the one hand, and what is forgotten, on the other, but also introduces a third category: a “status of latency” that is neither actively remembered nor entirely forgotten, but which is accessible in its latent form in archives and libraries, albeit only to specialists or custodians (148–150). This explains the authority and influence of music librarians such as Siegfried Dehn. When Franz Liszt heard of Pietro Raimondi’s extraordinary contrapuntal colossus Giuseppe (three oratorios that could be performed either separately or simultaneously), for example, along with his proto-polytonal fugues in more than one key, he turned not to Rome but to Berlin, expecting Dehn and other librarians and collectors to procure the score for him (Jensen 1992, 92–96).

The Paris conservatoire dictum “A library containing everything in music” (Wangermée 2008, 291) may have been the ideal for the completist scholar, but the older collecting ideals of the seventeenth and eighteenth centuries were prolonged by elaborate discussions of “taste” and “classicism,” marking a difference between private, almost compulsive completism and the idea of the library as a monument to ideal selected works. Kiesewetter describes four different types of collectors: those interested in “the old and ancient” (here, choral polyphony is highlighted specifically); a second type who collects the best and most classical examples only; a third—the completist—wishing to amass the largest possible collection, aiming for mere “Manchfaltigkeit” (manifoldness) and “Reichtum” (richness); and a fourth type who reveres “Curiositäten” (curiosities) and “Seltenheiten” (rarities) (Kiesewetter 1834, v). Bernard Sarrette (1765–1858), the first director of the Paris Conservatoire, gave an inaugural speech for the new institution in 1796 in which he envisaged a library containing “les ouvrages des maîtres de tous les temps et toutes les nations” (the works of all masters of all ages and all nations) (Wangermée 2008, 291). An examination of the library built up at the Paris Conservatoire thereafter, however, confirms that this completist ideal was not realized in terms of acquisition policy (Massip 1996, 118). A key to understanding the acquisitions of the newly formed institutions may be found in the 1832 statutes of the Brussels Conservatoire (the year before Fétis’s appointment as director):

The library is composed of purely classical works. A duplicate of the catalogue should be kept, one of which shall be deposited in the archives of the Commission and the other in the hands of the Director. The immediate preservation of this library is entrusted to the Director of the Institution under his responsibility. The Director may not, under any circumstances, permit the departure of the establishment from the objects entrusted to his care, except in the case where the service requires it and only with the written authorization of the Commission.


(Eeckeloo 2008, 137)


The idea of a library “d’ouvrage purement classiques” (of purely classical works) is certainly connected to the normative and formative values of a good music collection, just as in early modern private collections. The utopian aim in this institution a decade later to “make available all scores from all countries from all periods” (Prod’homme 1913–14, 466) just as Sarrette envisaged in Paris, did thus not mean that every musical work or book was worthy of being included in the “pure classics” of such a library. Clearly, there was a distinction between “active” items and passive storage in these seemingly conflicting ideals. However, the same awareness of all music that existed in written or otherwise preserved form that drove completists to acquire materials also gave rise to a canonic order of what a good library ought to include. This explains derogatory remarks made by apparently completist scholars and collectors. When Dehn was faced with the opportunity to acquire Pietro Raimondi’s settings of all 150 Psalms, he did not initially succumb to curiosity surrounding Raimondi’s project, nor to the alluring completeness of the collection. Instead, he decided to analyze in some depth a dozen of the Psalm settings before confirming whether or not to acquire the entire set (Lipsius 1895–1904, 1:254–257). Similarly, when Engel complained that the British Museum music collection contained “every quadrille, ballad and polka which has been published in England during the last fifty years [1826–1876],” occupying “just as ample space as Gluck’s Alceste or Burney’s ‘History of Music,’” he highlighted an imbalance between materials that were part of active cultural memory and those that should be confined to passive storage for future completists (Engel 1876, 1:2). Ultimately, what a library might include in its collections was a matter of personal discernment. Fétis begins his instruction for organizing a library with the words: “II en est d’une bibliotheque de musique comme de toute collection scientifique ou litteraire: la meilleure est celle qui est le plus en rapport avec les gouts ou les besoins du possesseur” (It is with a music library as with all collections of science or literature: the best is that which is most in accord with the taste and requirements of the owner) (Fétis 1830b, 298).

Bestowing the status of “classical” on music was a process often associated with knowledge of larger quantities of antiquated music. Ferdinand David’s Die hohe Schule des Violinspiels, published by Breitkopf & Härtel in 1867, became enormously influential for violinists in the later nineteenth century. It includes some pieces that were rather obscure at the time of publication, but which became canonic by virtue of their inclusion. This music was carefully selected by David from the Privatbibliothek Seiner Majestäts des Königs von Sachsen. Once these pieces had been selected, his own cumulative input became one with the pieces. Consequently, David’s own annotated copy of the print was brought by his son Paul to the Uppingham school library, where it remained studied and annotated for generations.3



Completism and Obtainability of Sources


According to the Oxford English Dictionary, the earliest use of the term “completist” (defined as an “obsessive (and often indiscriminate) collector”) dates from a book review in the New York Times of February 6, 1955; given more recent definitions as “A collector (private, library or other) wishing a complete collection of whatever is collected” (Berger 2016, 58), its relevance to contemporary collecting patterns of books, records, and memorabilia is clear. Although the term is conspicuously absent from nineteenth-century discourses on music collecting, it is apposite in relation to the ideals of Sarrette and Fétis, as already suggested, and to those of collectors such as the English bibliographer Samuel Egerton Brydges (1762–1837), who combined a sense of the comprehensive with that of intellectual power: “When a man sits in a well-furnished library, surrounded by the collected wisdom of thousands of the best endowed minds, of various ages and countries, what an amazing extent of mental range does he command!” (Brydges 1815, 8:10. See also Ferris 2009). The concepts of power and control have been raised also by philologist Thomas Tanselle, who has identified four central aspects of collecting: the creation of order (as seen in inventories and cataloguing), a fascination with chance (as seen in the interest of rare and deviant sources); curiosity about the past, and a desire for understanding (Tanselle 1998, 14). Linked to the ideal of completeness was that of openness and the accessibility of collections. This was a complex topic, as not all of the earliest publicly funded music libraries were open to the general public, while some of the most accessible music collections of the nineteenth century were privately funded. Although the subscription and hiring facilities of the Breitkopf and Härtel and Peters libraries were significant, the accessibility that was desired stemmed from the completism and systematic zeal of musical scholarship.

The completist ideal, combined with an awareness of the cultural memory of storage, led to a disdain for handbooks and general surveys, as these books were deemed superfluous. As Engel suggested:

The most valuable literary productions are generally to be found among the investigations which are confined to a certain branch of the art. The works which pretend to embrace its whole science are often but mere compilations by writers who, like Bottom the weaver, want to act not only Pyramus, but at the same time also Thisbe and the lion. 
(Engel 1876, 1:154)


Kiesewetter, Fétis, Engel, and others were all deeply involved in the study of musical culture outside Europe, a logical interest given their new perspective of Western Europe not as a universal but, rather, as a singular, advanced subset of global music history (Bohlman 1986, 180). A range of documents combined to provide evidence needed in developing knowledge in this area, including sources of native local origin, explorers’ and travelers’ reports, oral mythological accounts, and notated melodies. The full title of Kiesewetter’s 1842 study of Arab music is significant: Die Musik der Araber, nach Originalquellen nachgestellt (Music of the Arabs, Presented from Original Sources). What set scholars like Kiesewetter apart from learned musicians who were not themselves collectors and bibliophiles was his focus on detailed documentary evidence rather than impressions. Through his network of scholars and collectors, Kiesewetter knew who to approach for specialist information; Joseph von Hammer-Purgstall (1774–1856), one of the most prolific orientalist collectors in the Habsburg Empire and president of the Austrian Academy of Sciences in the 1840s, describes how Kiesewetter consulted his extensive library:

Every Friday the honorable Mr. Kiesewetter came to me for two hours, and we read through the Arabic, Persian and Turkish works concerning music, which I, as an amateur in music, would never have understood without the theoretical guidance of Kiesewetter. 
(quoted in Bohlman 1986, 169–170)


In the context of such collaborative work, the bio-bibliographic projects undertaken by lone scholars such as Fétis with his Biographie universelle des musiciens, or Robert Eitner with his Biographisch-bibliographisches Quellenlexicon der Musiker und Musikgelehrten der christlichen Zeitrechnung bis zur Mitte des 19. Jahrhunderts (10 volumes, 1900–1904), represent Herculean undertakings. Their bibliographic feat is confirmed by the fact that much post-World War II cataloguing work (notably the collaborations between the International Association of Music Libraries and Archives and the International Musicological Society – Répertoire international des sources musicales) relied heavily on the work of these pioneers.





The Rare and the Quaint


The early nineteenth century witnessed a new enthusiasm for the “rarity” of musical items, with an interest in cast-off, damaged, misprinted, or outlandish sources that transcended any material value. Nineteenth-century auction catalogues of music describe various combinations of the “rare,” “unique,” “early,” “fine,” and “valuable,” as highlighted in the “Catalogue of a valuable and interesting collection of rare and curious books” (Christie’s, April 28, 1821), “Catalogue of the valuable collection of most esteemed music” (Sotheby, June 19, 1850), “Catalogue of the singularly peculiar & curious library of an amateur” (Sotheby and Wilkinson, July 28, 1859), and the description of a collection “consisting principally of an unique assemblage of books” (Puttick and Simpson, December 15, 1852) (Coral n.d.). Although there are connections here to the concept of a cabinet of curiosities first established in the sixteenth century, in its nineteenth-century form, this interest can be situated within an almost transcendent ideal of collecting (Impey and MacGregor 2001). Rather than simply representing another facet of the completist urge, or a fascination for the abnormal, such a focus allowed collectors the opportunity to demonstrate their evaluative or discriminatory flair in relation to unexpected objects or items.

In his essay “Curiosities in Musical Literature,” for example, Engel refers to “books … which possess but little value,” but which “deserve a place among the fanciful, paradoxical, extravagant, and quaint publications relating to the art of music” (Engel 1876, 1:165). In July 1875, auction firm Puttick and Simpson put up for sale a “Catalogue of scarce and curious books, comprising many rare but imperfect examples, useful for making up and completing other copies” (Coral n.d.). Lesser curiosities which, according to Pomian (1990, 26–33) would not have offered earlier owners any obvious cultural credibility, therefore had a higher status for nineteenth-century collectors and libraries. Likewise, Fétis addressed items of musical intrigue in his 1830 book Curiosités historiques de la musique, complément nécessaire de La Musique mise à la portée de tout le monde (Historical Curiosities in Music, a Necessary Complement to Other Music Put Within Reach of the Entire World), suggesting that nothing should be written on music that did not rest upon foundations of evidence from extant sources (Fétis 1830a, 167). Pehr Frigel’s book annotations underline similar preoccupations; on the frontispiece of Lars Högmarck’s hymnological work Psalmopoeographia (Stockholm, 1736), Frigel noted:

This book, although written in an utterly dreadful style, and containing much of what is partly ridiculous and partly superstitious, is nevertheless not altogether without value in regard to the information which it gathers in relation to our Swedish hymnology. … It is moreover extremely rare to come by and to obtain for money. 
(quoted in Lundberg 2010, 242)




Despite the low scholarly value of this book, Frigel establishes its appeal for collectors or library acquisitions in terms of both a completist rationale and the rarity (as an edition long out of print) and quaintness of the item.

Annotated scores of celebrated musicians and conductors represented a different type of “rarity.” These were collected and valued both for their vital information and as a last vestige of bygone masters (as in the case of Ferdinand David mentioned earlier). Julian Marshall acquired Beethoven’s sketches for the “Pastoral” Symphony, as well as the score of Joseph Haydn’s Symphony no. 103 (“the drum roll”) with the composer’s own annotations—a document that had been given to Cherubini in 1806. Marshall pasted the entry from the earlier catalogue to an empty leaf of the score as a proof of authenticity, not unlike those guaranteeing the authenticity of a musical instrument by a master maker (Searle 1985, 75). Annotated scores owned privately and in orchestral collections (and later published in facsimile) also acted as a means of communication between different conductors and interpreters; one example is a particular score of Beethoven’s Ninth Symphony, borrowed by Wagner from the Leipzig Concert Society in 1846, the annotations of which were later studied by others, including Mahler and Strauss (Holden 2011, 3).



Vitalization: Returning to a Pristine State of Music


While notions that books and manuscripts can provide vitalization and a return to a pristine state of the past are commonplaces of collecting and philology ever since the late Middle Ages, nineteenth-century librarianship reveals some idiosyncrasies in relation to attitudes toward the past. The philological and codicological efforts at the Abbey of Solesmes, for example, highlight clear attempts at “pristinization.” Viewing tradition as corrupt, the Benedictine monk Prosper Guéranger (1805–1875) aimed to re-establish a state prior to contemporary living traditions. This was a first principle, the “return to antiquity” (Combe 2003, 336). Similarly, the Cecilian movement in German-speaking areas attempted to reform the polyphonic music of Roman Catholic liturgy by returning to a pristine state (by rebirth). This not only involved revisions of compositional techniques and the modeling of liturgical structure in the light of historical sources, but in its more ardent forms also led to a purging of everything that authorities such as Franz Xavier Witt (1834–1888), Carl Proske (1794–1861), Kaspar Ett (1788–1847), and others deemed as nonspiritual, nonchurchly, and musically shallow. Such historical rejuvenation was intended as means to an inner sanctification of the individual in society. The desirable pristine state concerned not only the music of the church, therefore, but also the essence of the church itself, in all its social and cultural manifestations (Wagner 1969). The literary and theological learning that fueled these reforms in Regensburg and other places had a strong influence on composers within the movement itself, including Franz Nekes (1844–1914) and Peter Griesbacher (1864–1933). But it also influenced indirectly the writing of those who hesitated before those ideological and theological concerns (such as Franz Liszt), and even those who were downright opposed to the ideals, such as Joseph Rheinberger (Saffle 1988; Irmen 1970, 200–208).

That the primary propagators of a return to a pristine state of church music were ardent collectors is unsurprising, given that their motivation was underpinned by being able to point to historical ideal forms (Musterbeispiele). In relation to the ideals proposed from earlier collected music, nineteenth-century church music was seen as having gone through a Substanzverlust (loss of substance). This distinctive attempt at re-pristinization in the Roman-Catholic Society gradually converged with the craftlike academic tradition of teaching Palestrina-style counterpoint (through Fuxian species) as a tool to develop compositional technique.

The practice of sixteenth-century polyphony was designed to inculcate a more profound musicality—a trope expounded by Weinmann, who suggested that studies of Palestrina would not allow writing of an unlearned, superficial, or “unchurchly” fashion. Weinmann also believed that Proske had not merely achieved a re-pristinization but also a “Wiedergeburt” (second birth) of classical Polyphony (Weinmann 1913, 141). Thus, religious dignity was allied to compositional dignity as a bulwark against triviality and decadence, through learned studies of historical items in collections. From this perspective, it is important to understand the background of a scholar like Knud Jeppesen (1892–1974), whose systematic approach to the treatment of dissonance in Palestrina’s music can be attributed in part to his studies with Thomas Laub (1852–1927), who in turn was a protégé of Henrik Rung (1807–1871); all three Danes were ardent collectors of Renaissance music in print and manuscript. Late nineteenth-century collecting and editing also resulted in the production of quasi-facsimile book designs, imitating historical typography and orthography, as in George R. Woodward’s 1910 edition of Piae cantiones (figure 12.1), a collection of medieval music originally printed in Griefswald in 1582. Although readers might have believed this to be a facsimile edition, in reality the text, music, and critical apparatus were redesigned to archaize the contents of the original. The advocacy of music written by dead, forgotten composers, rather than their modern-day counterparts, was a controversial issue in the nineteenth century; in France, for example:

Once la musique ancienne became more than a novelty, taking concert space from living composers on a regular basis, its presence had to be justified actively. That justification—in which aesthetic judgements were frequently linked to notions of the regeneration, purification, or popularization of culture—necessarily brought with it the implication that certain modern traditions were decadent, elitist, and impure. 
(Ellis 2005, xviii)




[image: display]
Figure 12.1 George R. Woodward, ed., Piae Cantiones (1910), xxv






An insistence by nineteenth-century collectors and librarians on the unique value of forgotten and obsolete music from the “storage” of large music collections therefore formed the basis for the breadth of modern concert life.





Conclusion


The acts of collecting, cataloguing, and other aspects of archival work and librarianship were at the heart of proto-musicological and musicological work in the nineteenth century. Without such fervent activities as those outlined here we would not have the complete scholarly editions of Bach, Haydn, Mozart, Schubert, Beethoven, and others, which grew directly out of the collecting culture of scholars like Kiesewetter, Fuchs, Nottebohm, and Chrysander. Nor would we have the bibliographical work of Fétis, Hofmeister, and Eitner, or the systematic full-text publication of medieval music treatises by Coussemaker. Collecting practices also enabled a historiographical understanding of the importance of revisiting earlier points of music history, and of exploring alternative musical cultures to those of Western Europeans. The collecting culture of the nineteenth century represents a bifurcation of tradition and re-pristinization—the choice between cumulatively prolonging and developing what was inherited from the previous generation and attempting to return to prior idealized states.

With the tension between completism and “a library containing all music from all periods and all nations,” on the one hand, and one “consisting solely of classical works” or “works in pristine states,” on the other, one can understand how active and passive knowledge and understanding of music were deeply rooted in librarianship and scholarship of the nineteenth century. Just as we can appreciate the Romantic longing for the ineffable, lost, or unachievable, so the fascination with unseen or unheard music led collectors to pursue interests far removed from the familiar paths within historiography, ethnography, and music philology. It is clear that the sense of longing (Sehnsucht) relating to love lost or childhood’s disappearing memories and other topoi in Romantic poetry and novels was reflected in the longing for music that was lost or disappearing, and the dream of holding it in one’s hands in the form of a sheet or bound volume.






Notes






1.
 “Westphal avait réuni une belle bibliothèque de littérature musicale et d’œuvres des grands maîitres, que j’ai acquise après sa mort.”




2.
 This rhetorical figure, much used in philology, stems from a phrase in 2 Corinthians 4:5.




3.
 It has now been digitized and published online at http://mhm.hud.ac.uk/chase/view/pdf/373/1/.
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Chapter 13


Universities and Conservatories


Peter Tregear






Introduction


The unprecedented development of university degree courses in music and growth in conservatories of music throughout the nineteenth century led to institutionalized music education becoming a significant promoter and gatekeeper of nineteenth-century musical culture. Ideas central to our later constructions of classical and popular music, such as the “ideological and institutional accoutrements of the work-concept: the autonomy aesthetic, the ‘serious’ listener, the canon, music academies, [and] ‘great man’ music history” (Middleton 2000, 61), were buttressed by these “formidable institutional developments” (Sassoon 2006, 246). In turn, their growth can be traced to wider political, economic, and social changes being wrought across continental Europe, changes which quickly spread—whether as a result of colonial conquest or more benignly through expanding networks of trade and immigration—across the Americas, Asia, and the British Dominions.

Chief among them was a growing desire among both musicians and those who used their service to be recognized as a professional class. At the start of the nineteenth century in Britain, as Cyril Ehrlich notes, there were no “generally acknowledged forms of training, technical accomplishment, promotion, and hierarchy” for musicians (Ehrlich 1985, 31). Training was based principally on a guild or master–apprentice model. As demand for musical services grew (particularly outside the homes and salons of the aristocracy), so did demand for professional accreditation and for the associated social status that it would provide. At a public meeting in London on March 12, 1864, to form a College of Organists there, for example, the chair noted:

It will be readily admitted, that as a body we do not hold the same position in the eyes of the world as the medical and legal professions. Yet mankind generally, I believe, prefers Music to either physic or law. (Laughter.) Nor do Musicians even share worldly honours with painters; —and why not? Music, unlike painting, is not only an art—it is a science as well. (quoted in McCrea 2015, 42)


Similarly, an editorial by the London Standard observed that “professional association and fellowship were clearly desirable and manageable amongst church musicians so that the conditions enjoyed in other arts and professions might be replicated and lead beneficially to higher status and material reward” (quoted in McCrea 2015, 44).

The professionalization of music education is arguably one of the more significant facts of nineteenth-century music history. For the first time it was possible for a musician to be considered a composer or a conductor, not just a performer or a teacher who also composed and conducted. Musicians “were no longer mere entertainers just a notch above the servants, but rich professionals now deemed to be artists of genius” (Sassoon 2006, 530). The rise of formal teaching positions in conservatories also provided one of the early routes for women to have an independent career in music outside the opera house (Nash 2013a).

The growing demand for music teachers encouraged a parallel growth of systems of training and accreditation that could provide credibility, surety, and currency to the qualifications of both music teacher and music pupil. This in turn was supported by the growth in music publishing and the development and mass production of the upright pianoforte for domestic use. Music thus became increasingly important in the day-to-day lives of a burgeoning and economically and politically empowered middle class. Access to and cultivation of music education became a signifier of middle-class aspiration, and the skills and interests it promoted only took on more significance as new forms of popular musical culture also emerged through the nineteenth century. As Derek B. Scott notes, “In the first half of the century, popular music was possible in the ‘best of homes,’” but later “the message of ‘high art’ was that there was a ‘better class of music’ and another kind that appealed to ‘the masses’” (Scott 2001, 565). The very rise of popular music as a separate category of music arguably “assumes a hierarchy of supposed (though not always real) levels of musical education” (Weber 2004, xxiii).

Many of the differences we find in the evolution of the institutions of musical learning that arose across the world in the nineteenth century can be associated with local differences in the character of this new middle class. In post-revolutionary Paris, according to William Weber, “the bourgeois elite had less stability but greater independence than its counterpart in London. The challenge to the aristocracy during the Revolution gave the class greater self-consciousness as an elite than was found among the group anywhere in Europe” (15). This was also true in Vienna, where “the recent development of the upper-middle class muddied the definition of class lines and instilled in its members an intense self-consciousness concerning status” (15). Weber argues, however, that in London the middle classes had found a more comfortable accommodation with the surviving old aristocratic elites and did not, at least at the beginning of the century, have quite the need for prominent forms of class self-assertion. Thus, despite its dominant size and economic importance in the nineteenth century, London was to be one of the later adopters of conservatoires and degrees in music.

A growing interest in music education in the nineteenth century also reflected music’s status in relation to some of the broader idealistic, political, and philosophical ideas of the time. A “project of autonomy” (Samson 2001, 9), for instance, argued that music should be valued in abstract, not utilitarian, terms—the chief aim of music education was to assist in the creation, propagation, and appreciation of good music as a thing in itself. One specific impact of this kind of thinking was that church music became increasingly understood in ways “distanced from its liturgical function and approached as an autonomous musical work” (Cole 2008, 3). Cultural polemics like Matthew Arnold’s Culture and Anarchy ([1869] 2011) argued that it was the cultivation of “higher” cultural values that separated society from barbarism. For Arnold, cultural education was the transmission of “the best which has been thought and said in the world,” a vision for arts education that has more recently become a byword for cultural elitism (2011, viii). His defense of high culture, however, arose ultimately because he saw it as:

the great help out of our present difficulties; culture being a pursuit of our total perfection by means of getting to know, on all the matters which most concern us, the best which has been thought and said in the world, and, through this knowledge, turning a stream of fresh and free thought upon our stock notions and habits, which we now follow staunchly but mechanically, vainly imagining that there is a virtue in following them staunchly which makes up for the mischief of following them mechanically. (viii)

Similarly, in the United States at this time “[p]rominent educators and social-minded leaders were confident that music could shore up humanity’s ethical and emotional being, teach democratic principles, and encourage allegiance to an undivided national society” (Tawa 1984, 21–22).

Friedrich Schiller had already argued in his Über die ästhetische Erziehung des Menschen (On the Aesthetic Education of Man) (1795) that an attention to aesthetic matters should be of fundamental concern for modern educators. He believed that societal progress was at risk of being achieved at the expense of individual integrity, and that there was a gulf opening up between imagination and intuition, on the one hand, and rationality and science, on the other (Schiller 1795). His arguments were to echo throughout the nineteenth century in debates about whether music was an intrinsic good in itself or whether it was, or needed to be, justified in terms of its social usefulness. This desire to influence public thinking about the nature and importance of music in society became both a significant cause and effect of the rise of institutions of musical learning. By 1884, the London Times observed that music was

no longer the “idle pleasure of an empty day” reserved as a privilege for the few; it is the universal language known to all the nations of the earth, and to all classes of each nation, and its highest forms should be made accessible to even the lowest strata of society, so as to accomplish its mission of social refinement and moral elevation. (Anon. 1884, 12)


Such expressions of social and aesthetic idealism, however, also reflected widely held prejudices and fears about industrialization, incipient globalization, and mass culture. Thus, the Times editorial continued: “[a]s regards the lower classes they have long since forsaken their beautiful old melodies for the commonplace trash which music-halls, street organs, and negro minstrels have brought within their reach” (12). In response there were those who saw widening access to quality music education as one practical means open to governments and philanthropically disposed private citizens alike to advance social cohesion or social mobility. Their initiatives were not always universally welcomed, however. In the German-speaking states, for example, educational responses to the upheavals of the 1848–49 revolutions were divided between those who supported pathways for the elevation of the working classes to the middle classes and those who lamented the rise of a working class “emasculated by liberal doctrines and enfeebled by middle-class pursuits” (Garratt 2010, 202).

Within the bounds of their local circumstances, both universities and conservatories of music developed educational responses in an attempt to meet such pressures and needs, and appear to have done so with some success. By the century’s close, the norm across the Western world (fast being adopted globally) of musical instruction and accreditation being divided between the conservatory for practical performance and the university for theory and analysis, composition, and history was (with a few notable exceptions) firmly established.



Universities


Broadly speaking, the evolution of university education in the nineteenth century is characterized by increasing secularization and specialization. Two principal models emerged. The first, based in France, concentrated on organizing universities around specialist disciplinary colleges that offered strictly controlled curricula, an approach that had emerged out of the tabula rasa of the Revolution and its associated social and administrative reforms. The second, based in the German States, was in part a reaction to Napoleon’s rise to military and political dominance and the French occupation of Prussia after the Battle of Jena in October 1806. It argued that universities should be concerned above all with the pursuit of knowledge through research (Rüegg 2004, 5) and was developed and promoted chiefly by Wilhelm von Humboldt (1767–1835). Both models ensured that the university was to play a central role in the propagation of the modern nation-state; university qualifications became a passport for entry into the higher ranks of state bureaucracies. The dominance of particular languages of instruction in these universities also had the effect of making speakers of more local or minority languages more self-conscious about their own cultural differences within these states and helped embolden nationalist movements to explore what the political consequences of such differences might be.

Of particular significance for music’s ongoing place within the university was Humboldt’s belief that the pursuit of empirical forms of knowledge should be balanced by more subjective and idealistic forms of inquiry. In a letter to Schiller of February 13, 1796, he argued that all knowledge dealt with either “real objects or ideas, either with the conditional or unconditional,” and set out to devise an organization of educational departments around this division:


[1] Technical sciences and arts which deal with the real objects of experience for a definite and conditional purpose


[2] Speculative sciences which deal with all ideas situated outside experience. …

 However the conditional should be dealt with according to the rules of the unconditional, that is, according to an ideal. This ideal is either an ideal of intuitive knowledge or phantasy, or of perception or reason. And thus two new departments are formed:


[3] Aesthetic sciences, arts, that is dealing with real objects according to phantasy, intuition


[4] Teleological sciences, which deal with real objects according to the ideal of reason, of perfection. (Roberts 2009, 38–39)


Underlying such an inclusive vision was his belief that such a fully rounded educational system would lead not only to an increase in knowledge but also to a better society.

The university that Humboldt founded in Berlin in 1810 soon became a world-leading center for research across the sciences and humanities. In 1830, Adolf Bernhard Marx (1795–1866) was appointed professor of music there—the first such appointment in any German university—giving lectures not only on the theory of musical composition but also on the purpose and method of musical education. “The primary object of musical education and musical instruction,” he later argued, “is to promote the cultivation of the art. …But the artist and the teacher of art, as well as the amateur, belong to the people … the effects of musical art are, without restriction, directed upon the people itself and cannot fail to affect its intellectual and social condition” (Marx 1855, 117). A belief in the nation-building potential of music education can also be found in the nascent music scholarship of Johann Nikolaus Forkel (1749–1818), who was director of music at the University of Göttingen. The full title of his seminal biography of Bach (Leipzig, 1802) betrays the broader ambitions he held for his scholarship: Über Johann Sebastian Bachs Leben, Kunst und Kunstwerke. Für patriotische Verehrer echter musikalischer Kunst (On Johann Sebastian Bach’s Life, Art, and Artworks. For Patriotic Admirers of Genuine Musical Art).

The promotion of scholarly research in music by Marx and later holders of the Berlin Chair of Music, such as Philipp Spitta (1841–1894), heralded the establishment by Guido Adler (1855–1941) of codified subdisciplines of historical and comparative Musikwissenschaft toward the end of the century. Adler had himself received a doctoral degree in music history in 1861 supervised by the Viennese critic and music aesthetician Eduard Hanslick (1825–1904), who held a chair in aesthetics and music history at the University of Vienna. The growing separation of the study of compositions from the study of composing is reflected in the emergence of musical analysis as a distinct area of music research and resulted “in a more intense awareness of the past and of the value of masterpieces as durable objects to be revered, enjoyed, and studied, even when the relevance of such study to the study of composition remained unclear” (Dunsby and Whittall 1988, 16). By this time music theory, music psychology, and acoustics had also begun to emerge as distinct research interests, and these are codified in Adler’s 1885 essay “Umfang, Methode und Ziel der Musikwissenschaft” (“The Scope, Method and Aim of Musicology”). Adler later founded the Musikwissenschaftliches Institut at the University of Vienna. His disciplinary ideas have continued to be influential in guiding the organization of university music departments across the globe.

Another Berlin appointment—that of Hermann von Helmholtz (1821–1894) to the chair of physics at the Friedrich-Wilhelm-University—also had consequences for the study of music in universities. His groundbreaking study On the Sensations of Tone as a Physiological Basis for the Theory of Music (1863) aimed to “connect the boundaries of the two sciences, which, although drawn toward each other by many natural affinities, have hitherto remained practically distinct—I mean the boundaries of physical and physiological acoustics on the one side, and of musical science and esthetics on the other” (quoted in Kursell 2015, 353). While the idea that the study of music could be both a science and an art would prove instrumental in helping to convince newer universities across the globe to include music in their areas of research, in reality acoustics in particular remained something more likely to be explored by professors of physics than professors of music; and more likely to be taught in a conservatoire rather than a university music department. Similarly, organology and early music performance practice developed first in conservatoires: Paris (1864), Brussels (1877), and Berlin (1888) all established historic instrument collections.1 Instead, philology became the principal scholarly tool for the nineteenth-century musicologist. The Belgian François-Joseph Fétis (1784–1871), although principally associated with the Paris Conservatory and then the Royal Conservatory of Brussels, did much to establish the pre-eminence of such music scholarship, as did the American music journalist Alexander Wheelock Thayer (1817–1897), whose greatest achievement was a scholarly biography of Ludwig van Beethoven. The early dominance and widespread influence of German musicology helped to entrench the Austro-Germanic canon as the presumptive singular achievement and exemplar of Western musical thought.

While the medieval foundations of Oxford and Cambridge had long had music on their statutes, by contrast they had little internal motivation to develop music degree programs at the start of the nineteenth century. There, the foundational idea that music was both a form of natural philosophy and a kind of applied theology had lost favor under the scrutiny of Enlightenment reason. Furthermore, the practical need to train musicians to serve the needs of the liturgy of the English Church had ebbed in the face of both social and denominational pressures. For the first half of the nineteenth century, therefore, actual taught courses in music were at best sporadic and, more often than not, nonexistent. When appointed, professors of music rarely resided locally, let alone offered structured courses of lectures.

By the middle of the century, both a growing awareness of and competition from other universities across Europe and growing demand locally for music degrees encouraged this situation to change.2 The appointment of the Reverend Sir Frederick Gore Ouseley (1825–1889)—a man who brought with him both aristocratic rank and considerable personal conviction—to the chair of music at Oxford in 1855 precipitated the development of a formal curriculum there. His appointment also gave an immediate and lasting fillip to the wider effort to secure a higher social standing for music and a professional standing for musicians across the British Empire. Similar extensive curriculum reforms followed the appointments of Sir William Sterndale Bennett (1816–1875) to the chair in music at Cambridge in 1856 and Sir Robert Prescott Stewart (1825–1894) to Trinity College, Dublin, in 1861. As the first president of the Musical Association and as the publisher of several important theoretical treatises, Ouseley also helped to promote the standing of musical scholarship both within and without the university. However, as a religious and aesthetic traditionalist, he also secured a commitment to conservative musical values, particularly in music composition. Rosemary Golding suggests that this, combined with the high social standing of the Oxford and Cambridge degrees, “perhaps contributed towards an early sense of distinction between ‘art’ and popular music” (Golding 2013, 209). Ultimately, it was not to be Oxford or Cambridge but, rather, a conservatoire, the Royal College of Music, which would become the center of the “English Musical Renaissance” toward the close of the nineteenth century (Hughes and Stradling 2001).

But there was another, more fundamental problem concerning the degrees at Oxford and Cambridge (and those to be instituted later at the new University of Durham): the continued existence of religious barriers to matriculation or graduation (Twaddle 1966). A challenge to this state of affairs in 1834 failed, and one result was the UK government’s granting of a charter to establish University College, London, and King’s College, London—and ultimately, the University of London. The appointment of John Pyke Hullah (1812–1884) as the inaugural professor of voice at King’s College, London, reflected the college’s “origins in utilitarian and nonconformist philosophy, its adoption of many of the roles taken on elsewhere by Mechanics and Literary Institutes, and its intention to provide an education for the ‘masses’ (or, at least the new bourgeois and aspirant middle classes)” (Golding 2013, 206). The inclusion of overtly academic subjects such as acoustics and an insistence that music students also met more general arts requirements helped to ensure that music formed a subject suitable to the university’s understanding of itself as the arbiter of academic education and academic standards.

The University of London began awarding degrees in music in 1879; Edinburgh (1893), Manchester (1894), and Durham (1897) followed thereafter. William Pole, writing in The Musical Times and Singing Class Circular in 1886, noted that those lobbying the university a decade earlier were convinced that:

the institution of Degrees in Music by the University of London would, in forming an additional recognition of the status of the musical profession, sensibly tend to the advancement of musical learning, and, therefore, to the wider culture and refinement of the community. (Pole 1886, 461)


Music thus came to take its place in the pantheon of general scientific education that was being promoted both within British universities and which formed part of the wider push to broaden access to technical and aesthetic education across British society.

New degree courses in music were also inspired by the influence of nonconformist religious movements. Scottish Presbyterianism in particular had made its influence felt globally as a consequence of the dramatic expansion of the British Empire and the prominent role of Scottish colonists within it. An associated educational philosophy focused on personal morality; alongside music’s role in the promotion of a revitalized hymnody, missionaries came to appreciate its value “not as a moral force in its own right but as a satellite to the religious ‘cleansing’ of the new urban poor” (Fletcher 1987, 18). Class was to remain a defining influence. An anonymous correspondent to the Scottish Musical Monthly in July 1894 suggested that:

The Durham degree will continue to be sought by those who are good musicians, but have not got the advantage of an all-round education; the Oxford degree will still have attractions for the man who swears by Stainer and has £2 to spare; while the London degree, caviar to the general, will, unless an unexpected change in the regulations occurs, have charms only for the man who, besides being a musician, has points of contact with the larger circles of literature and science (as quoted in Golding 2013, 207).

University courses in music in the United States date from 1862, with the establishment of a faculty at Harvard University, and in particular with the appointment of John Knowles Paine (1839–1906) to the first chair of music in 1873. Musicology as it is generally understood today, however, only emerged gradually; most of the courses offered were initially introductory surveys of music history and music appreciation. As had been the case in the United Kingdom and Germany, the advent of high-level academic study in music only came with the appointment of prominent musician-scholars to academic positions—in particular, Horatio Parker (1863–1919) at Yale University in 1894, Leo Rich Lewis (1865–1945) at Tufts University in 1895, and Edward MacDowell (1860–1908) at Columbia University in 1896 (Colwell et al. 2013). The first university chair in musicology was not established in America until 1930, with the appointment of Professor Otto Kinkeldey (1878–1966) at Cornell University.

In Japan, the recommendations of the Ministry of Education’s Ongaku Torishirabegakari (Music Investigation Committee, 1879–1887) led to the establishment of the Tokyo Music School in 1887, which adopted the German model and actively pursued research and instruction in both Western music and traditional Japanese music. Toward the end of the century, technological advances were also aiding this process. Thomas Edison’s invention of the phonograph in 1877 made it possible for those wishing to study music outside the Western notated tradition to make fieldwork recordings for transcription and analysis. From then onward, as Bob van der Linden notes, “besides collections of instruments, photographs, and notations by the ear, two-to-four-minute samples of music on wax cylinders became part of the musicologist’s stock-in-trade” (van der Linden 2013, 6). Furthermore, and partly as a result, the centrality of the Western tradition came under challenge, just as it was also being bolstered by ideas drawn from Social Darwinism. Alexander John Ellis (1814–1890), a mathematician and philologist at Cambridge who also translated Helmholtz’s Die Lehre von der Tomempfindungen, published an article in the Journal of the Society of Arts entitled “On the Musical Scales of Various Nations” (1885), which “challenged Western assumptions of natural tonal and harmonic laws, and indeed of cultural superiority, by arguing that musical scales were the product of cultural invention” (van der Linden 2013, 6). However, the study of music was now also becoming part of cultural anthropology. Charles Samuel Myers was the first Briton to record non-Western music as part of an anthropological expedition organized by Cambridge University to the Torres Strait in 1898–99, and in The Evolution of the Art of Music (1893) Hubert Parry declared that the maturity of a particular musical culture depended “on the stage of each race’s ‘mental development’” (quoted in Clayton 2007, 76). “According to this evolutionist scheme,” van der Linden notes, “contemporary Western classical music had developed from ‘primitive’ music and of course was the highest stage to be reached” (van der Linden 2013, 5). Thus, the kinds of music studied in universities and how it was studied also helped to cement ideas about the centrality, if not the supremacy, of Western classical music and Western moral and political perspectives more generally.



Conservatories


The desire to promote the moralizing potential of music in society also informed and encouraged the parallel growth of conservatories in the nineteenth century. In the UK, prior to the Industrial Revolution, the provision of access to a general music education, let alone specialist performance education, had not been a national priority. However, in the face of the social distress that emerged in and around the new industrialized urban centers, educational philosophers (assuming the almost total effect of environment in shaping the mind and character of an individual) began lobbying in earnest for all children to be able to access comprehensive schooling that included tuition in practical music. John Turner’s Manual of Instruction in Vocal Music (1833), for example, believed that enabling the general population to be able to read and sing vocal music would “contribute largely to the rooting out of dissolute and debasing habits” (Rainbow 1967, 157). Similarly, James Phillips Kay (later Sir James Kay-Shuttleworth), in his book The Moral and Physical Condition of the Working Class in Manchester (1832), called for the teaching of a love for “rational amusement” because the “[p]oor man will not be made a much better member of society by being only taught to read and write.” Rather, education should include such branches of general knowledge that would “elevate … tastes above a companionship in licentious pleasures” (Kay-Shuttleworth [1832] 1970, 61, 97). These writers believed that practical music education could be used as a safeguard against social evils such as revolutionary violence, licentiousness, and drunkenness, and could promote behaviors to support business efficiency on the factory floor (Barnard 1961, 103). By the late nineteenth century, such ideas were also being promoted in countries moving toward modern democratic political systems in response to fears about the possible impact of universal (male) suffrage upon civil society.

The conservatory could in any case trace its origins to welfare institutions in northern Italy, most famously in Naples. There, starting in the mid-sixteenth century, music instruction among other trade skills and general religious studies had been offered to orphaned and abandoned children. This explicit charitable purpose, however, had gradually ebbed during the eighteenth century as music instruction became more systematically organized in response to demand for skilled musicians from both church and private institutions (especially opera houses). Economic and political transformations in Italy at the end of the eighteenth century, not least the impact of French military occupation and the short-lived Parthenopaean Republic, prompted further reorganization and professionalization of the emerging conservatoire system (Daolmi 2005).

France had already adopted and adapted the Neapolitan model with the establishment of the Paris Conservatoire in August 1795, an act that soon “transformed musical training in France and indeed Europe in general” (Rink 2001, 82). There was a growing recognition “especially during the revolutionary period … that the training of professional musicians could consolidate the production of music useful to the state,” and the Parisian model now become the exemplar (Daolmi 2005, 105). The Paris Conservatoire came to dictate “the substance of French musical culture—the élite sort, anyway—from the Revolution to the Belle Époque and beyond,” a position of dominance further supported by the fact that it also hosted the Bibliothèque du Conservatoire (1795), the Société des Concerts du Conservatoire (1828), and the Musée Instrumental (1861) (Holoman 2015, sec. 1, par. 2).

Napoleon’s younger brother, Joseph Bonaparte, merged the conservatories in Naples to form the Royal Conservatory there in 1806. Other cities to emulate the Parisian model include Bologna (1804), Milan (1807), Florence and Prague (1811), Vienna (1817), Warsaw (1821), London (1822), The Hague (1826), and Liege (1827), Brussels (1832), Geneva (1835), Leipzig (1843), Munich (1846), Rio de Janeiro (1847), Boston (1853), Dublin (1856), St. Petersburg (1862), Moscow (1866), Havana (1885), Birmingham (1885), Glasgow (1890), Melbourne (1891), Manchester (1893), Buenos Aires (1893), and Tunis (1896). The origins of the Vienna Conservatorium also reflect the direct influence of Napoleon, albeit as a political reaction to his occupation of the city in 1805 and 1809. Established in 1817 (but unlike the Parisian model, lacking any state assistance), the Vienna Conservatorium was initially only able to offer singing tuition under the directorship of Antonio Salieri. By 1827 it had expanded to offer courses of tuition across most orchestral instruments. Its precarious financial situation, however, continued until after the political upheavals of 1848, when a lasting state grant to support its work was secured. That the Conservatoire was established and later sustained in part to support an essentially conservative political outlook can be gleaned from Wilhelm Hebenstreit’s definition of a conservatoire in his Aesthetic Encyclopaedia of 1843 as “a vocal and musical institution for the promotion of art and the preservation of its purity in order to escape the decay of musical taste even if that means no public productions are organised by them” (Hebenstreit [1843] 1978, 155).

The major growth of conservatories in the United States also can be traced to a response to military conflict—in this case, the American Civil War. Oberlin Conservatory (1865), the New England Conservatory (1867), Cincinnati Conservatory (1867), Chicago Music College (1867), Peabody Institute (1868), Philadelphia Music Academy (1869), New York College of Music (1878), and the American Conservatory in Chicago (1886) were all established as part of a national effort to rebuild confidence in American civil society and shore up norms of civilized behavior. Similarly, the oldest extant music school in South Africa, the Conservatoire of Music, Stellenbosch, was founded in 1905 in the wake of the Boer War.

For many of the old and emerging nation-states of the nineteenth century therefore, especially those with close geographical or cultural ties to Western Europe, the establishment of conservatories also came to be considered part of the journey to modern statehood.3 They not only served to provide a skilled labor force for orchestras, opera houses, and military bands but also acted as signifiers and projectors of national self-confidence. The relationship of the nineteenth-century conservatory to nationalism, however, defies the application of simple narratives in part because of the supra-national idea of classical music itself—especially its claim to be above politics. As Richard Taruskin has argued in the case of Russia, much of what we have taken to be nationalist schools of music arose from “facing and matching, not retreating” from what we might term the dominant European (and principally Germanic) musical traditions of the nineteenth century (Taruskin 1997, 43). Furthermore, economic forces—in particular the need to attract audiences for the cultural products that conservatories supported—were now encouraging both teachers and pupils to travel the globe (something which became both significantly cheaper and safer through the nineteenth century), “and though the trend never proceeds uniformly, it is a force towards standardisation” (Sassoon 2006, xxv). A case in point would be the appointment of Antonin Dvořák to direct the newly established National Conservatory of Music of America in New York in 1892.

That being so, there are also examples, such as in Argentina, where conservatory music education unquestionably arose as part of a conscious nation-building effort. The Escuela de Música y Canto was established in 1822 in the wake of the country’s declaration of independence from Spanish rule (1816) and was to receive considerable public as well as private support. Equally, however, one can find resistance to such forms of European cultural cosmopolitanism from within nationalist movements; the founding of the Gaelic League in Ireland in 1893, for example, reflected a wider move in Irish society to revive Irish culture in which the “inheritance of native music traditions was considered central to the formation of Irish cultural identity” (McCarthy 2010, 67).

The case of Hungary is also instructive. As Lynn M. Hooker notes, while “national identity and culture were pressing issues in the arts in Hungary as elsewhere in Europe,” the “national discourse was also shaped by ambivalence about Hungary’s place in the world. Hungarians were proud of their nation’s distinctiveness, particularly its Asian heritage, but were also eager to join the mainstream of European civilisation” (Hooker 2013, 5–6). After the establishment of the dual monarchy in 1867, which granted substantial political autonomy to Hungary under the Habsburg dynasty, managing the national aspirations of an ethnically diverse population became a key political task. However, the newly-won legal equality for all Hungarian citizens sat uncomfortably with the majority Magyar population’s desire for a nation-state of their own. As Carl Dahlhaus notes, the very idea of a national school of music “implies, tacitly but unmistakably, that ‘national’ is an alternative to ‘universality,’” whereas in classical music in particular the greatest prize was to claim “universality.” Or, to put it another way “[t]he term ‘national school’ is a covert admission that the phenomenon it describes is peripheral” (Dahlhaus 1980, 89).

An aftereffect of France’s calamitous defeat at the hands of the Prussians in 1871 was the founding of the Société Nationale de Musique by Romain Bussine and Camille Saint-Saëns; this served to promote the cause and careers of contemporary French composers, something that they felt that the Paris Conservatoire was not doing effectively. Other pressures bearing down on the notion of cultural universalism came from those who believed that the emerging systems of liberal democracy and free trade were antithetical to the idea of the people as a mystical community, or who were inspired by emergent racial theories grounded in forms of Social Darwinism (James 1989, 91). But supra-national justifications for practical musical education also retained their currency throughout the nineteenth century. Isawa Shūji (1851–1917), who came to be known as the “father” of music education in Japan, valued its particularly positive impact on moral development. Isawa sought to create an indigenous bourgeois musical culture, a desire that led him also to emphasize the relationship of music to morality and the relationship between good musicianship and good citizenship: “since music is, on the whole, a factor in cultivating moral character, the student too, for his part, should lay the foundation of this, leading a virtuous life and conducting himself properly” (Eppstein 1994, 63–65).

Partly because these “higher” musical values were almost always aligned with German ones (and those, in turn, with the very idea of “classical music”), German methods of teaching and German teaching repertoires thus dominated conservatory curricula. In Germany itself, the Berlin-based Königlich Preussische Akademie der Künste had been founded in 1696 (as the Kurfürstliche Academie der Mahler-, Bildhauer- und Architectur-Kunst) by the elector Frederick III (the later Prussian king Frederick I) after similar academies in Rome and Paris which had already established that practical artistic skills could be taught in ways similar to the natural sciences. By 1800, the Akademie had also become a central institution in the Prussian Enlightenment, part of the cultural and social renewal across the German-speaking lands in the wake of the French Revolution. However, the Königlich Akademischen Hochschule für ausübende Tonkunst (Royal Academy of Musical Performing Art)—a fully independent music school—was not established until 1869, by Joseph Joachim (1831–1907).

The most influential conservatorium in Germany was to be that founded by Felix Mendelssohn in Leipzig in 1843, born substantially out of the same idealistic spirit that had guided the rise of music in German universities. Technical accomplishment in music was explicitly framed as a means to a higher end: “daß jede Gattung der Kunst sich erst dann über das Handwerk erhebt, wenn sie sich bei größtmöglicher technischer Vollendung einem rein geistigen Zwecke, dem Ausdruck einses höheren Gedankens widmet” (every genre of art is raised above the level of craft only when, with the greatest possible technical perfection, it devotes itself to a purely spiritual purpose, to the expression of a higher thought) (Schering 1918, 75). By the mid-nineteenth century, not only Austrian and German musicians but also Austrian and German institutions were considered the ultimate arbiters of classical music and thus what constituted universal musical value, notwithstanding the fact that they also remained contested ideas. When Hugo Riemann (1849–1919) “entered the Leipzig Conservatory in 1871,” for example:

not only was the musical community deeply divided in their choice of repertoire—to put it crudely: Wagner and Liszt versus Mendelssohn and Schumann—but the parties also used some essential terms, such as nature, musical logic and connectedness, comprehension, wilfulness, prejudice, for very different musical, aesthetic and cultural ends. 
(Fend 2005, 410)


By comparison, it was common for the British to regard their own musical culture as inferior (Macfarren 1870, 519). The lower status that music had in English society is reflected in the difficulties in establishing conservatoires there. Charles Burney, who had inspected the conservatories in Naples and Venice during his European Tour of 1770, had already noted the dearth of formal training institutions for music performance in London. The arguments that he subsequently published in his pamphlet Proposal for Making the Foundling Hospital a Music Conservatoire (1774), however, fell on deaf ears.

Growing concern over the continental dominance in music education, however, eventually helped to encourage the establishment of the Royal Academy of Music (RAM; 1823). “The cultivation of the elegant science of music,” one correspondent of the time noted, “is no less suited to the English than to any foreign soil” (Busby 1825, 2). The RAM received its Royal Charter in 1830, and was given an annual government grant from 1864. The founding set of rules and regulations for the academy stated as its principal object:

[T]o promote the cultivation of the science of music, and afford facilities for attaining perfection in it, by assisting with the general instruction the natives of this country, and thus enabling those who pursue this delightful branch of the fine arts to enter into competition with, and rival the natives of other countries, and to provide for themselves the means of an honorable and comfortable livelihood. (3)

It was telling, however, that at the same time “not a single name of a professional musician appeared upon the list of either Patrons, Directors or Trustees” (Corder 1922, 1). Also, lacking state imprimatur, the RAM’s early years were difficult. Speaking in 1859, Henry F. Chorley described the academy as “an institution which it would be pleasanter to pass by than to enter.” Chorley even suggested that the academy had failed to produce any noteworthy musical artists in the previous twenty years, and that talented students had been “driven abroad” by both the high cost and poor quality of tuition (Chorley 1859, 448). The situation was certainly bad enough for a Society of British Musicians to be founded in 1834 for “the advancement of native talent in composition and performance” (Sachs 1990, 218).

This situation was slowly to change as the push towards the statutory provision of universal elementary education grew. Music was encouraged to resume the place that it once had in a broad curriculum because the ability to sing constituted an “important means of forming an industrious, brave, loyal, and religious people” (Rainbow 1967, 20). By 1841, large singing classes were operating in London to train the nation’s teachers to undertake their new musical duties, and one lasting legacy was the propagating of the Tonic Sol-fa system popularized by the Reverend John Curwen. By the end of the nineteenth century it was in use in most schools, church choirs, and choral societies across the country.

One of the key issues facing British conservatoires (as opposed to universities), in their challenge to meet the wider desire to secure professional standing for their graduates, was whether a solid general education foundation was also necessary as part of a good musical education. In Britain, the composer George Alexander Macfarren (1813–1887) argued that the specialist demands of high technical training meant that “a very wide course of literary and scientific study is incompatible with sound musicianship” (Golding 2017, 140). On the other hand, George Grove (1820–1900), the first director of the Royal College of Music, “exhorted students to extend their interests beyond their immediate studies to literature, painting, travel, and history” (Warrack 1977, 23). And John More Capes (1812–1889) “argued that not requiring higher qualifications in general education from performers failed to distinguish them from lower-class manual professions” (Golding 2017, 140).

The Guildhall School of Music was founded in 1880 by the City of London Corporation, aiming “to patronise the science of music in the City of London and for the public benefit.” The school opened in the evenings to suit City workers—it was open for amateurs as much as for the production of teachers and performers (Barty-King 1980, 23). The Royal College of Music, on the other hand, had emerged out of an earlier attempt to create a “national training school of music.” In a speech given at the laying of the foundation stone for the school on December 18, 1873, the Duke of Edinburgh made the case for a new school by noting that the Royal Academy of Music had “but few free Scholarships for those who have displayed a knowledge and aptitude, but have not means” (Warrack 1977, 5–6). Like the foundation of the Royal Academy before it, the college was given an expressly nationalistic purpose. The Prince of Wales explained at a meeting on February 28, 1882, at St. James Palace that “[i]t will be to England what the Berlin Conservatoire is to Germany, what the Paris Conservatoire is to France, or the Vienna Conservatoire is to Austria, the recognised centre and head of the musical world” (12). Nevertheless, its aims as expressed by its founding charter were more pragmatic:

The purposes for which the Corporation is founded are, first the advancement of the Art of Music by means of a central teaching and examining body charged with the duty of providing musical instruction of the highest class, and of rewarding with academical degrees and certificates of the proficiency and otherwise persons whether education or not at the College, who on examination may prove themselves worth of such distinctions and evidence of attainment …  (25)

One conspicuous and lucrative outcome, where the college combined with the RAM, was the formation of the Associated Board of the Royal Schools of Music in 1889. Syllabi appeared in 1890 for piano, organ, violin, cello, and harp, with the rest of the common orchestral instruments following shortly thereafter. By this means, the two conservatoires were able to become the principal gatekeepers not only of wider standards of music teaching but also of the very music that would be taught and played (Wright 2005, 2013).

Outside London, nationalist pressures gave way to more parochial concerns. The German-born Charles Hallé (1819–1895), who had himself studied in Darmstadt and Paris, had first tried to establish a conservatoire in Manchester in 1854 (the Royal Manchester College of Music was eventually founded in 1893), arguing that it was both inefficient and unpatriotic for local musicians to be forced to travel to London or overseas for their training (Hallé 1895). Hallé explicitly linked his vision with the parallel growth of the Working Men’s Institutes and similar organizations when he noted in 1895 that “Even among audiences composed chiefly of artisans and miners I had again and again been struck with the keen discernment of good and bad and the unquestionable musical talent commonly revealed” (quoted in Kennedy 1971, 1). The push for a conservatoire in Manchester also reflects the fact that, outside the national capitals in particular, there was a strong nexus between the desire for a conservatoire and the existence (or desired existence) of a professional orchestra; it was from the latter that teaching staff could be drawn, and the success of the latter would inevitably help secure the future of the former, not only in terms of providing access to appropriately trained musicians but also in terms of delivering an overt benefit to the wider local community (8).

Music conservatories also became central to the development of specialized music teacher training. The emergence of formal systems of public education in the second half of the nineteenth century, within which music was frequently included, created a demand for specialist music teachers, and thus the training institutions which could produce them. Prosperous and populous new cities in North and South America and in the colonies and dominions of the British Empire also sought to meet the demand for skilled music teachers that had arisen with the growth of an international touring industry for performers, opera companies and the like, as steam-powered sea travel became both safer and more economical.

In the new immigrant communities that arose in southeastern Australia in the wake of the discovery of large deposits of gold in the second half of the nineteenth century, government authorities “perceived music in schooling as an antidote to larrikinism and roughness—vocal music could be a powerful agency for refining the individual” (Stevens 1981). In 1884, a wealthy Scottish immigrant grazier and colonial parliamentarian, Francis Ormond, announced a gift of £20,000 for the foundation of a conservatorium or college of music for the colony of Victoria, Australia. An intense public debate ensued as to which one of these options it should be, or indeed whether the money could be better spent elsewhere. One of the reasons for the ferocity of the debate was that the Centennial Exhibition of 1888, which occurred at the height of Melbourne’s global significance as a city, included as a major feature an astonishing (and extremely expensive) musical celebration on an hitherto unprecedented scale—more than 240 concerts in six months, averaging ten concerts a week (Radic 1996, 16). A conservatorium would have helped to secure a permanent professional orchestra for the colony.

One local musician, William Adolphus Laver (1866–1940), argued instead for the establishment of a National Academy of Music and Fine Arts for Australia, based on the German models that he had experienced as a student at Dr. Hoch’s Konservatorium–Musikakademie in Frankfurt am Main, an institution similarly founded by private donation, although on an even larger scale (Joseph Hoch had bequeathed the conservatory 1 million German gold marks upon his death in 1874). In the end, practicalities favored Melbourne University’s proposal for a Chair of Music; the first incumbent in the chair, George W. L. Marshall-Hall (1862–1915), nevertheless quickly established a distinctive conservatorium that was “unique in the Universities of the British Empire” (Scott 1936, 148) for combining both scholarly and practical musical instruction. In Germany, where the musical tradition leaned more easily toward such a partnership, a close connection between the Hochschule or Konservatorium and university music departments could already be found; if the two did not always share the same building, they usually had many teachers in common. Marshall-Hall had experienced the latter model as a result of private tuition that he had received in Berlin in the 1880s. In any event, a diploma of music was now available to local students who were primarily performers, a concert recital taking the place of the usual final compositional exercise.

Marshall-Hall’s university-based conservatorium, however, eventually fell afoul of continuing discomfort within the university about the broader case he was making for music’s significance. Marshall-Hall believed foremost in art for art’s sake, a vision far removed from the religiously motivated moral improvement role for music expressed by the chair’s benefactor. Instead, he had been regularly complaining in the local press of the stultifying influence of the clergy and of the “pious but artificially poor stuff which has mostly been set to intolerably vulgar and maudlin music,” the “horrible namby-pambyism” to be “found in its most effeminate and sickly forms in our churches” (Tregear 1997, 15). In 1901, after a lengthy campaign by clerical interests, Marshall-Hall’s tenure as a professor was not renewed by Melbourne University.

Marshall-Hall’s downfall also owed something to the threat that his views on music and society were perceived to represent to the virtue of the young women who studied with him. Parental concern that their children (young girls in particular) were studying music in “respectable, bona fide surroundings and with good teachers” was indeed a widespread concern (Schaba 2005, 14). In his history of the Royal Academy of Music, Frederick Corder notes that of the original twenty students admitted to the RAM in 1823 (11 boys and 10 girls, aged between 10 and 14 years), “[n]early all the boys distinguished themselves in after life, but not one of the girls” (Corder 1922, 8). Instead, for them a conservatorium education served as a proxy finishing school, given that learning to play a few pieces on the piano or to paint a small landscape in oil “rendered elite women more feminine and reinscribed their high social status” (Nash 2013a, 47). Or, as William B. Lacey, rector of the Southern Institute for Young Ladies in Jackson, Louisiana, wrote in 1852, “No lady can be said to have finished her education without [such skills], if she is to elevate herself above the ‘vulgar’” (as quoted in Nash 2013a, 48).

However, as Margaret Nash has argued, demand for and access to such education “clearly also was linked to a young woman’s occupational future, not only to her position in an elite socioeconomic class” (48, 59); opera singers in particular could still attract star status, as well as high salaries. By far the most influential teacher that Grove was able to secure at the Royal College of Music was Jenny Lind-Goldschmidt (1820–1887), the “Swedish Nightingale.” Nevertheless Grove ultimately showed a marked preference for the instruction of instrumental students over singers. By the same token, men seeking an education and career in music had to fight against gender stereotypes. In his introductory lecture as professor of vocal music at King’s College, London, John Hullah was at pains to reassure his audience that the commonly held impression that music “is an effeminate study … by no means consistent with that manliness which is to be hoped is a characteristic of an English gentleman” was a false one, even if he did so by claiming that “there was not a single example of a woman producing an original composition” (Hullah 1844, 5).



Conclusion


While there is no simple narrative that can encapsulate or explain all the particular and peculiar forms of music education that developed in universities and conservatories in the nineteenth century, nevertheless some overarching themes are observable, such as an interest in engaging with both idealistic and pragmatic views about music’s value in society and with both normative and descriptive ideas about the value of culture more generally. What may initially appear to us to be pedagogical manifestations of an outwardly apolitical aesthetics of autonomy, for instance, can also reflect a genuinely held desire to democratize access to forms of aspirational culture, or be motivated ultimately by an interest in supporting broader social reform. It was ultimately this “plurality of social modes” of music education “that flourished at the same time” (Garratt 2010, 215) that shaped the evolution of an institutional landscape we can still recognize today.






notes






1.
 Particularly influential at the beginning of the early music revival were a series of performances by the Brussels Conservatoire at the International Inventions Exhibition in London in 1885, and four years later at Exposition Universelle in Paris (Powell 2002, 248).




2.
 The University of Trinity College, Toronto (which did not federate with the University of Toronto until 1904), for instance, started to offer B.Mus. and D.Mus degrees in London beginning in 1853, much to the chagrin of the musical establishment in London.




3.
 In Paris, the specific training of military musicians separated from the conservatoire in 1836 with the establishment of the Gymnase de Musique. Similarly, in Britain in the aftermath of the Crimean War, a concurrent desire to professionalize the production of military parades led to the establishment of a “Military Music Class” with 85 pupils from 48 different regiments. This was later to become the Royal Military School of Music (Binns 1959; Herbert and Barlow 2013, 144).
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Chapter 14


The Concert Series


Simon Mcveigh





Our notion of the concert series is so allied to the symphony orchestra model that it comes as something of a jolt to realize that this was so fragile a concept for much of the nineteenth century. Yet it eventually achieved undisputed permanence alongside opera and church music—even replicating the church calendar in the pattern of weekly concerts. Drawing on a variety of models from the previous century, including (male) academies and (predominantly female) society assemblies, the concert series eventually attained both intellectual and social stature as the prime site of musical listening with no further purpose attached.

This development both reflected and supported the centrality of the symphony and string quartet within the emerging canon, with the concomitant expectation of serious attention and veneration for the “work.” Indeed, the concert series did much to formalize the idea of musical experience as an intellectual pursuit. If, around 1800, music was still struggling for a place in the “German republic of learning,” for Kant as ephemeral and indiscriminate as the scent on a perfumed handkerchief (Applegate 2005, 57), its status on an aesthetic plane was soon elevated by writers such as Schiller and Hoffmann. Yet it still required the practical advocacy of musicians themselves to connect to a higher literary culture or intellectual level—and it was within the context of the concert series that this drama was played out (Gramit 2002, 20–21).

The broad lines of this development have been mapped by William Weber: the rapid increase of concerts in the 1830s and the temporary age of the virtuoso, then mid-century consolidation leading to the solidification of more or less modern patterns by 1870 (Weber [1975] 2004, 7–8; Weber 2008a; see also Müller 2014). Music itself eventually achieved an unassailable position within intellectual debate about cultural and artistic value, elevated in status and discussed with the seriousness expected of philosophy, literature, and the fine arts. The concert series thus became emblematic of high culture, of Romantic idealism, and of a particular form of bourgeois cultural representation. At the same time, its relation with intellectual and cultural life was explicitly articulated in a burgeoning literary apparatus, from press criticism and philosophical or historical tracts to biographies, concert guides, and program notes.



Yet this very positioning raised a different debate about the wider role of music within society—one expressed in a constant concern about artistic degeneration and the perils of commercialization, exacerbated by alternative sites of musical entertainment and by the expansion of music to wider audiences. Typically this has been viewed as a division between “high” and “low,” but this simple binary divide was undercut by the repeated attempts—moral, social, philanthropic, commercial—to assert a universal public culture. Certainly, cultural aspiration was invariably associated with moral rectitude or with a liberal agenda of personal improvement and character building.

The concert series therefore emerged as a cauldron for heated debate regarding the hierarchy of genres, different publics, and sites and styles of presentation. The dominant mode of institutional histories, confidently positioning organizations within an ordered narrative of cultural progress and national significance, has served to reinforce a canonization of institutions that reproduces nineteenth-century rhetoric. But in reality there was constant interaction with social, political, and aesthetic factors, and with commercial and professional demands, as “the indomitable spirit of modernity and progress unleashed the combined forces of class, history, and nation onto nineteenth-century culture” (Rehding 2009, 41). Recent research has accordingly veered from the supply side toward the listener as consumer, recognizing the increasing fluidity of musicians, repertoires, and literary discourse across the century, as well as across both national and taste boundaries.

Indeed, the more we learn, the more complex and diverse the picture appears: the concert series represented contested space throughout the century, its status manipulated by musicians and audiences, by critics and philosophers, by patrons and politicians, by impresarios, piano makers and music publishers. Reflecting new approaches to performance history that have profoundly shifted the balance from “text” to “event,” this chapter will seek to open up a wide variety of perspectives on the role of the concert series in relation to intellectual cross-currents during the century.



Two Worlds?


Two concert series in Paris in the 1830s immediately illustrate this contestation. The Societé des Concerts du Conservatoire (1828–1967), inspired by violinist-conductor François Habeneck (1781–1849), advocated a Beethoven symphonic repertoire as an alternative to the supremely dominant position of opera. Taste leadership was swiftly adopted by an alliance of aristocracy and upper bourgeoisie: indeed, elite subscriptions became so valued that they were passed down through families for generations. With state subsidy and free use of the Conservatoire hall, these concerts immediately succeeded in “sanctifying classical music as official high culture,” directly supporting the Orleanist regime (Weber [1975] 2004, 84). In sharp contrast was the new entrepreneurial culture of Philippe Musard (1792–1859). His populist instrumental concerts, revolving around his own quadrilles and galops, were aimed at large mixed audiences through low prices and relaxed settings, whether outdoors on the Champs-Elysées or in lavishly decorated indoor “promenade concert” halls (Cooper 1983, 90–91; Weber [1975] 2004, 125–131; Weber 2008a, 214–215).

In London, too, the group of thirty musicians who formed the Philharmonic Society in 1813 adopted a fervently missionary tone in revitalizing instrumental music through canonic symphonic concerts (and direct contact with Beethoven), while during the 1840s Louis-Antoine Jullien (1812–1860) escalated the Musard model from promenade concerts at a theater to Monster Concerts with ever more sensationalist effects at the Surrey Zoological Gardens, accommodating 12,000 people (Carse 1951, 39–54). Bringing the ambience of the dance floor and military band into the concert setting introduced a new physicality into the relationship between performers and audience—one only exaggerated by the focus on the flamboyant conductor, who played as astutely on the audience as on the massed forces before him.

A similar dichotomy obtained elsewhere. In Vienna, the Concert Spirituel (founded in 1819) offered among the most rigid canonical programs, combining orchestral and choral repertoire (Weber 2008a, 200–204), while during the 1830s the elder Johann Strauss, the “waltz king,” was still more successful than Musard and Jullien in nurturing a craze for dance music in the concert hall (Scott 2008, 131–133; Spitzer 2008). Likewise, Berlin’s traditional court concerts and the classical soirées of Concertmeister Carl Möser contended both with outdoor military band concerts and with the cheap orchestral programs offered by Josef Gungl beginning in 1843 (Mahling 1980). In Boston, the predominantly classical symphony concerts of the Boston Academy, founded by an older elite, were challenged that same year by a new Philharmonic Society, run by businessmen and music dealers, who alertly identified a niche for lighter, more vocal concerts targeting a broader public (Broyles 1992, 182–214, 235–244).

Both directions presented a challenge to the old ways of the eighteenth century, and the new sites of authority, commercial opportunities, and expanding audiences were as characteristic of the 1830s as the proliferation of classical symphony concerts. And popular genres enjoyed an equally cosmopolitan embrace, as Strauss waltzes conquered Europe’s concert halls through highly lucrative tours. Yet the separation between artistic and commercial ventures was not always so clear-cut, and it would be a mistake to leap to glib assumptions about class and commodification, or even repertoire. The serious classical concert and its more accessible alternatives developed alongside each other, even as they variously merged or interacted. Jullien may have been the showman extraordinaire, with his white kid gloves and jeweled baton carried on a salver for Beethoven, yet his astute programming and commanding audience rapport remained influential on concert promotion across Europe and North America for years to come.



Idealism and the Public Sphere


Austro-German symphonic music claimed the high ground from the very beginning of the nineteenth century. Clearly, “musical idealism”—to use William Weber’s term (2008a, 86–88, 92–99), though not universally accepted—boasts connections not only with German philosophical idealism but also with the transcendental vision of Romantics such as Wilhelm Wackenroder and Ludwig Tieck, particularly in its aspiration to the lofty realms of the infinite sublime. The primacy of instrumental music and the universality of the symphony as the highest art form, especially Beethoven (as famously expressed by E.T.A. Hoffmann in 1810), are readily invoked (Bonds 2006, 44–50). Yet, as James Garratt has argued, “there is no inherent link between the Romantic transcendental or idealist aesthetic of instrumental music” and those “separatist forms of autonomy” stressing the distance of art from the socio-political sphere (Garratt 2010, 27). Certainly, at a more practical level, contemplation of music was intensely grounded in actual performance, through which musicians themselves bestowed aesthetic value; and it was the formality of the public concert series that provided the essential platform for this exchange, since it was here that music was listened to for its own sake, unyoked to any other social function. The symphony in particular—as a form of public oration—requires an audience to engage in active listening, preferably in a setting where the same work can be repeatedly heard. Indeed, as early as 1812, the Swiss musician Hans Georg Nägeli (1773–1836) directly linked the role of the intellect in artistic appreciation to discussion of concerts as the center of public musical life (Gramit 2002, 134–135).

The prominence of the concert series was most obvious in Leipzig, a Protestant burgher town unencumbered by absolutist rule. The Gewandhaus concerts were forged by an alliance of merchants and scholars, symbolized by the transformation of the Cloth Hall into a concert room in 1781. This austere and unornamented setting was presided over by the muse Polyhymnia and the logo “Res Severa Verum Gaudium” (“True Joy is a Serious Matter”): it is easy to identify here the roots of the so-called sacralization of concert life (Pieper 2008, 106–109). Concentration on the music was aided by distillation of repertoire (at one concert in 1807 the second half was, quite exceptionally, devoted solely to Beethoven’s “Eroica” Symphony) and by an equally rare, silent attentiveness, as remarked by the American visitor Lowell Mason in 1852 (Mason 1854, 26).

Such concerts embodied the utopian liberal view of a metaphorical assembly indifferent to social class (Hegel’s “collective subjectivity”), in which musical experience was shared with audience neighbors confident of a mutual aesthetic—one resolutely confirmed by the contemporary musical press. It is tempting to view this concert culture as symbolic of an aspirant bourgeoisie after 1815, whereby the self-definition of the individual contributed to the development of a worthier society; or (in Jürgen Habermas’s terms) as a trial for a new public sphere predicated upon individual autonomy (Habermas [1962] 1989). The view that the bourgeoisie, inspired by far-sighted musicians, should raise musical culture above both the frivolities of aristocratic opera and the degraded preferences of the lower classes is one repeatedly expressed in music periodicals across Europe. In this view, the serious concert objectified well-ordered culture (mirroring the well-ordered machine of the orchestra) in an aestheticized version of the mechanized industrialization from which they sought escape.

But there remains a danger, as several scholars have observed, in linking the serious concert to an idealism arising from the middle class, or projecting it as an inevitable outgrowth of the development of bourgeois society (Gramit 2002, 126; Weber 2008a, 90–91). For a start, there were numerous layers within the middle class; and in many capitals it was actually from the union of aristocratic and upper-middle classes that an educated urban elite eventually emerged. Even in Leipzig there were complaints about the monopolistic musical control that excluded the less wealthy (Weber 2008a, 53, 108–109). We should also be wary of assuming uniformity, either across the Western world or outside its metropolises. Nevertheless, there remain striking similarities in the development of public concert series across different intellectual, cultural, and religious environments—in part because, while symphonic music (and Beethoven in particular) was central to an Austro-German identity, it quickly attained a cosmopolitan value far beyond Leipzig, Berlin, or Vienna. Just as in Paris and London, it had a profound effect in the United States, where—encouraged by a constant influx of German musicians—the Austro-German symphony came to reflect universal moral values and a democratically unified society.



“True Joy Is a Serious Matter”


The characteristics of musical idealism identified by William Weber (2008a, 97)—serious demeanor and silent listening, reverence for the integral work of art, musical classics, and a defined hierarchy of genres, accompanied by a requirement for learning—are obviously linked to the so-called sacralization of the concert experience: the devotion to a religion of art where the listener is immersed in aesthetic contemplation, as described by Wackenroder in 1797 (Dahlhaus [1980] 1989, 80–87). The language used by contemporary critics (the temple of art, the faithful listeners, the evangelical role of the priestly performer) certainly suggests religious connotations, despite the disruptive radicalism of Beethoven’s own music. Thus the Boston critic J. S. Dwight (1813–1893)—strongly influenced by American Transcendentalism (a version of German idealism) and by the utopianism of Charles Fourier—lectured in 1841 not only that music was “a sort of Holy Writ” but also that abstract instrumental music uncorrupted by language constituted the highest form of sacred music (Broyles 1992, 254–257).

It is true that the solemn mysteries of musical art were revealed at the far end of elongated new halls, some of which—like London’s St. James’s Hall—were indeed styled like a church. In 1907, Ernst Haiger even posited a “Tempels für die symphonische Musik,” combining a Grecian façade with a Christian interior, where the entire orchestra would sit in a sunken pit (as at Bayreuth) with the ascendant choir behind resembling a heavenly host (Schwab 2008, 435–441). Yet for some scholars the notion of sacralization has been overplayed, one argument being that such critics used religious imagery only within particular contexts or as a metaphor for much broader human experience (Saloman 2009, 159; Newman 2010, 114–117). Certainly for Dwight—a Unitarian minister turned Transcendentalist for whom social utopianism was a driving force—the spiritual realms of the symphony went far beyond established religion.



Perhaps of more universal significance was the emphasis on music’s intellectual qualities, requiring prior study and structured listening (Johnson 1995; Saloman 2009, Cavicchi 2011). Silent attentiveness may have represented a profoundly unnatural “ideal of self-control for the sake of exquisite, if postponed, psychological rewards” (Gay 1996, 22–23), yet it only served to intensify music’s mystical presence. Thus at his Musical Union concerts, John Ella sternly enforced attentive listening with exhortations in the printed program (“il più grand’omaggio all musica, è nel silenzio) (Bashford 2007, 139–141). How far such listening was “active” in the sense promulgated by Roland Barthes (“a psychological act”; Barthes [1982] 1985, 245) has been much disputed. A persistent trope has always represented the rows of immobile listeners as receptive consumers engaged in (merely) passive listening. Yet more recently scholars have sought to defend concert practices as a process of aestheticizing through listening (Cavicchi 2011, 187), whereby the sharing and comparison of “multiple pasts and multiple presents” achieves a consensus of public opinion and social cohesion (Pasler 2009, 230).

If listening was indeed an acquired skill (or more broadly an attribute of liberal “character”), it required guidance from experts, a literate musical intelligentsia; indeed, the articulate and forceful music criticism developed in the new German music journals was as much directed toward debate about the taste of the concert public as toward new compositions themselves. The novelistic esprits of Schumann’s imaginary Davidsbündler against the Philistines and the fulminations against the superficiality and commercialism of the Paris piano virtuoso world in his Neue Zeitschrift für Musik were (though not overtly political) nonetheless aligned with the literary radicalism of the Junges Deutschland movement of the 1830s (Weber 2008a, 90, 110–111). Later in the century critical writing about music, and specifically about concert life, took on a still more central role in directing the way in which audiences understood music, notably through Eduard Hanslick in Vienna, while some concert series went so far as to run their own periodicals for subscribers.1 As critics contended with composers and performers for a new professional authority, they even intervened directly, as when the New York critic George Templeton Strong (1820–1875) took over in 1870 as president of the Philharmonic, exerting a powerful influence over repertoire and audience behavior alike.

Richard Sennett has put this bluntly: “People wanted to be told about what they were going to feel or what they ought to feel” (Sennett [1977] 2002, 209). This literary turn, whereby writing and talking about music gained a parallel importance to listening and making music, took many other forms in the later nineteenth century (Botstein 1992). Most relevant here is the impetus to guide audiences in their concert experience through the development of the printed concert program. Once again, Leipzig led the way in identifying the separate movements of the “Eroica,” with the briefest descriptive comments (Lanzendörfer 2019, 172–175). But it was in Britain that the idea of historical and analytical program notes took root—most prominently in the reverential atmosphere of John Ella’s Musical Union and later in the substantial notes that George Grove crafted for the Crystal Palace orchestral concerts, rich in diverse cultural references (Bashford 2003; Bower 2016). Detailed program notes with musical examples offered listeners not only an emotional itinerary to follow but also an aerial analytical map that encouraged a quite different mode of listening.

As Christina Bashford has elucidated, the very idea of the extended program note added significantly to the cultural status of concerts in Britain, a counterfoil to their essentially commercial basis, by appealing to a range of literary, biblical, and scientific associations: music was thus forcefully absorbed into the world of the literary and philosophical society (Bashford 2019). Even the design of program booklets reflects their intellectual environment, from the masthead of Ella’s program (depicting Melodia, Apollo, and Harmonia) to the sensuous female images “that suggested fertility, spirituality, and the imagination” in Paris of the 1890s—themselves to be replaced by abstract designs and neoclassical imagery in the new century, mirroring not only aesthetic shifts but also a return to aristocratic leadership in musical life (Pasler [1993] 2008a, 413–414).

By the end of the century, the idea of program notes had spread across Europe and North America, and collections of texts began to be published on the model of Baedeker’s tourist guides (Thorau 2019). Thus Hermann Kretzschmar’s Führer durch den Konzertsaal (Guide through the Concert Hall, 1886) walked the listener through the entire concert repertoire in historical order; another influential self-help guide was How to Listen to Music (1896) by the New York critic Henry Krehbiel (1854–1923), directed toward the experience of listening rather than the music itself.

At orchestral concerts, such literary analysis was simultaneously made visible through the conductor (especially the new breed of interpreters such as Liszt, Wagner, and Hans von Bülow), who viscerally acted out the music’s emotional course on the platform—a showmanship in sharp contrast to, and perhaps in compensation for, the immobility of the audience members. Silent listening was of course only one element of the orderly discipline of spectatorship, that marker of bourgeois refinement that Daniel Cavicchi has termed “audiencing” (Cavicchi 2011, 4). Etiquette regarding when to show emotions and when to applaud developed quite differently from in the opera house, at least before Wagner’s Bayreuth. The standard “shoe-box” shape of the new symphony halls was not only acoustically sound but also funneled attention toward the ritual at the far end, while the sense of separation was increased with the dimming of the house lights toward the end of the century. At the same time, the undifferentiated layout of such halls brought the listening public together on a single level—a visibly democratic unification of the middle and upper classes.



Good and Bad Genres


In 1825, A. B. Marx encapsulated the notion of hierarchy that was to condition concert life ever after, singling out those genres “whose performance is the only justification for calling a concert great. That is the symphony and the cantata” (Gramit 2002, 129). In this context, one can hardly overstate the importance of Mendelssohn’s appointment in 1835 as director of the Leipzig Gewandhaus concerts. While he did not entirely eschew Italian arias and piano solos, Mendelssohn restored the emphasis on serious symphonic literature, chamber works, and choral music (including that of Bach and Handel); even concertos were limited to those of more earnest aspiration (Sposato 2018, 251–263). His conception of unimpeachable musical ideals was assuredly directed toward a gebildete Gesellschaft (educated society) that extended across Germany and beyond, a conviction that soon came to be regarded as an alternative pole to Wagner’s Bayreuth (Eshbach 2014, 28–29).

It is symbolic of the enduring relationship between the symphony concert and serious musical experience that Rebecca Grotjahn should have chosen to identify a “Gewandhaus model” of programming, based on Beethoven’s symphonies (Grotjahn 1998, 102). Such a framework enshrined a reflective process—quite alien to eighteenth-century practice—whereby audiences were constantly reminded of the repetition of individual works, as well as being alerted to novelties. Lydia Goehr’s “imaginary museum” (1992) indeed reflects contemporary rhetoric: in 1856, the Paris Conservatoire repertoire was proudly described as “the Louvre of musical art” (Holoman 2004, 197). Yet in reality it was a rotating exhibition founded on the cycle of Beethoven symphonies, against which new entrants must be critically weighed, while established repertoires (Cherubini overtures, Spohr symphonies), even entire genres, were unceremoniously dropped.

One cherished principle of eighteenth-century programming came under constant attack: the alternation of vocal and instrumental items, now associated with commercialism’s worst excesses and famously mocked by Berlioz as a jumble “of Italian cavatinas, fantasias for piano, excerpts from Masses, flute concertos, lieder with solo trombone obbligato, bassoon duets, and the like” (Berlioz [1956] 1973, 188). The development of specialist concert genres—symphony concert, chamber recital, choral concert—may have reflected the expansion of the urban market, but it clearly had deeper roots, whereby the concert projected an integral experience with an intellectual rationale, even a psychological voyage toward the final piece. The items themselves were to relate coherently, as did each concert in a series, in a logical extension of the organicism embodied in individual works.

The most extreme example, both of concentrated programming and of the segregation of high culture, was the chamber music concert. As early as 1804, Beethoven’s quartet violinist Ignaz Schuppanzigh (1776–1830) presented programs limited to three or four serious chamber works, and this pattern (which referenced both male amateur practices and the model of learned societies) has persisted to this day. Intimate chamber music societies for professional performance of canonic repertoire proliferated in the second third of the nineteenth century, with the late Beethoven quartets becoming a touchstone for esoteric connoisseurship, as at Paris’s Société des Derniers Quatuors de Beethoven. Over succeeding decades it was Joseph Joachim (1831–1907) who personified this tradition through his celebrated Berlin and London quartet series, with the highly selective addition of new works as far forward as Brahms. Drawing on the reverential attitude toward music and the spiritual ideals he had imbibed from Mendelssohn and from Berlin salon culture, Joachim’s concerts epitomized the sacerdotal. He even defined himself this way (“Artists should not be servants, but priests of the public,” he wrote in 1853), and half a century later one student replicated exactly the same sentiment: “There was something venerable and priestlike in the appearance of the four elderly men earnestly applying themselves to their task and one felt a reverent and almost religious spirit in their whole performance” (quoted in Eshbach 2014, 22–23). The listening experience at such serious chamber concerts starkly contrasted with the distant ritual of symphony concerts (the impersonal machine of individuals working together under a single charismatic conductor). When at Joachim’s concerts or at the Musical Union a quartet played in the center of the hall, surrounded by listeners in the round, this may have emphasized the inwardness of four players communing in private conversation; yet it still involved the audience in a three-dimensional spatial and thus aural experience (Bashford 2007, 136–137).

Where does vocal music fit into this hierarchy? After all, the legacy of the mimetic aesthetic of the eighteenth century, confirming the higher realm of vocal music, was still competing with the newly asserted status of instrumental genres; and of course the romantic obsession with text and literature provided powerful counterbalance. As the Marx quotation reminds us, serious vocal genres could still be placed on a level with the highest forms of instrumental music. In practice, choral music weaved a varied and somewhat ambiguous path through symphony concert programming. While in part this reflected the proclivities of amateur choral groups, there were aesthetic and cultural factors too, reflecting audience appreciation of the emotional and spiritual value of elaborate choral music, as well as the sense of community it engendered. Thus, in Leipzig (where sacred music had originally been partitioned into separate Concerts Spirituels), the two concert types merged, so that even before Mendelssohn’s tenure it was common to schedule sacred works or elevated opera choruses alongside symphonies and concertos (Sposato 2018, 243–250). Sometimes this provided a space for older music, but Mendelssohn himself developed the genre of symphonic psalm settings so powerfully as to confirm definitively the translation of sacred music from church into concert hall.

A particular object of scorn for high-flown critics lay in Italian opera extracts—a residue of eighteenth-century programming—along with those related fantasies so favored by piano virtuosi. For such critics, both genres reeked of commercialization and aristocratic frivolity, although in practice most organizations allowed compromise (even Mendelssohn programmed arias by Bellini and Donizetti). The aesthetic distinctions implicit in this supposed Beethoven–Rossini axis have recently been the subject of subtle revaluation (Mathew and Walton 2013), and it might be misleading to swallow wholesale the rhetoric of selected contemporary critics. But it is certainly true that, by the middle of the century, snatches of modern Italian opera had been banished from most symphony concert series. The subsequent return of the theater in the form of Wagner extracts—as in Richter’s concerts in Vienna and London—was very much an exceptional case, reflecting in part the symphonic nature of Wagner’s operatic idiom. In Paris, the association with Stéphane Mallarmé and the Symbolists, and in London with Aubrey Beardsley and the Aesthetic movement, gave Wagnerism particular cachet, but it was the raw emotional power of his orchestral canvas that was to capture a wider public in the last decades of the century.



Meanwhile, outside the rarefied atmosphere of chamber and symphony concerts, the old forms of miscellaneous mixed programs continued with remarkable tenacity, despite the tide of critical contempt, and even chamber concerts were often leavened with piano solos and Lieder. Nevertheless, a marked shift occurred around 1860. Purely virtuoso recitals gave way to more balanced programs including canonic repertoire, while some pianists began to organize coherent concert series along historical lines, such as Charles Hallé’s Beethoven sonata cycles from 1861 or Anton Rubinstein’s seven-concert chronological survey in New York in 1873. The rhetoric altered, too. On one recital tour three years later, von Bülow directly addressed his Chicago audience: “I worship always in the temples of the great masters” (Lott 2003, 246).



The Supply Side


So far we have concentrated on reception, but it is also crucial to recognize changing professional and economic imperatives, as musicians increasingly took responsibility for defining aesthetic value away from patrons and connoisseurs. Yet they could only achieve this with the support of a complex international web of artistic, ideological, and financial transactions.

It has often been remarked that the musical idealism of Romanticism was only enabled by economic freedom and its associated commercial infrastructures (journalism, publishing, instruments, international travel)—the paradox being that “only that which is for sale can transcend the bounds of the material world” (Cressman 2016, 69). Admittedly, some concert-giving organizations remained alliances of amateurs, in the tradition of eighteenth-century academies and learned societies; thus the Harvard Musical Association (1840) supported a series of refined chamber music concerts in Boston, alongside lectures and a library. But even the most high-minded concert institutions typically operated in a commercial environment where financial risk and marketing decisions ruled. Thus while London’s Musical Union may have been projected as a learned society, to give an air of authority and connoisseurship, in truth John Ella ran the series entirely at his own risk (Bashford 2007, 123–124). In late-century Paris, no fewer than three Sunday-afternoon series competed for the symphony orchestra public, each led by a prominent conductor seeking a role distinct from the entrenched Conservatoire concerts. Thus Pasdeloup’s Concerts Populaires (1861–84) presented classics at low prices; Édouard Colonne reintroduced Berlioz and promoted French music as part of an eclectic program; while Lamoureux targeted a more affluent clientele and a more reverential aura, beginning in 1882 to present whole acts of Wagner, whose music had endured a politically conditioned exile after the Franco-Prussian War (Pasler 2009, 464–472).

A different form of professional control rested with those orchestras that developed their own self-managing structures, as with London’s Philharmonic Society which exerted authority by screening subscribers on artistic rather than social principles (Ehrlich 1995, 19). Most remarkable in this direction was the Germania Musical Society, an American touring orchestra formed by German immigrants in 1848 under an explicitly democratic—not to say communist—ideal, matching the utopian vision of the socialist émigré Etienne Cabet (1788–1856) with their motto “One for All and All for One” (Newman 2010, 2). The notion of the orchestra as a republic in which individual virtuosity was sublimated within the greater whole worked as a metaphor for an ordered society, and indeed provided a model for the audience itself. To quote the pioneering American conductor Theodore Thomas (1835–1905), “A symphony orchestra shows the culture of a community, not opera” (Thomas 1905, 1); not for nothing was the very term “symphony orchestra” an American invention.

Sometimes bourgeois leadership took more tangible form, as an initiative of the business community or other local interests. Thus in Manchester, the Hallé concerts were a response to a civic desire for cultural status in the wake of a pivotal 1857 art exhibition, strongly backed by the German merchant community (Beale 2007, 87–132). A banker, Henry Higginson, founded and bankrolled the Boston Symphony, bringing over as conductor the German baritone Georg Henschel (1850–1934), an associate of Brahms, and continuing to import German musicians through his European contacts. By contrast, the Chicago Symphony was America’s first genuinely corporate orchestra, initiated in 1890 by Protestant captains of industry to promote musical art “by any and every lawful means”—a signal of the diverse business ventures they had in mind for the orchestra (Clague 2012, 48–49).

Yet nothing compared to the prestige of a new symphony concert hall. Boston and Chicago had to wait until 1900 and 1904, but the late nineteenth century had already ushered in a swathe of grandiose, purpose-built halls, either joining an urban cultural quarter (as with the Vienna Musikverein) or initiating one in the case of Leipzig’s new Gewandhaus (Veit et al. 2008, 7). The latter, built in 1882–84, contrasted markedly with its predecessor, its opulence mirroring the more ostentatious values of the late nineteenth-century Bürgertum (Pieper 2008, 140–141). The Concertgebouw in Amsterdam actually preceded the foundation of a permanent orchestra, through a concerted investment by the local bourgeoisie in a significant cultural statement close to the Rijksmuseum (Cressman 2016, 58–59).

Behind all these conspicuous cultural initiatives lay a whole array of commercial interests and middlemen. Impresarios like Robert Newman at London’s Queen’s Hall, and agents such as Hermann Wolff in Berlin and Albert Gutmann in Vienna, were increasingly influential on artistic decisions, acting like eighteenth-century connoisseurs in regulating taste and mediating between musicians and audience (Weber 2008b, 86–87). Thus Wolff operated in partnership with the Meiningen court orchestra, forcefully screening the commercial potential of the programs that their conductor von Bülow proposed (Hinrichsen 2008, 160–162). Symbiotic relationships developed with many other music businesses, including instrument makers and publishers, many of whom built their own concert halls for the purpose. The Paris piano makers Pleyel and Erard were particularly active in organizing their own concerts, positioned somewhere between the salon and the public platform (Schnapper 2008, 249–251).



Commodification—so often used as a stick with which to beat more popular concert forms—was clearly an intrinsic part of “high culture.” The competitive marketing techniques used by promoters in their programming, by agents in creating and differentiating publics, and by publishers and instrument makers showed a sharply observant eye toward shifting public taste. Above all, the concert series played a central role in selling culture itself, whether for artistic elevation, civic pride, or personal improvement. As Jann Pasler has argued, the notion of concerts as a public good, emblematic of democratic health and national progress, is itself not necessarily inconsistent with commercial interests (Pasler 2008b, 334–337). But there remained intrinsic tensions between the two.



Insecurities, Compromises, Alternatives


A recurrent vision, especially during the first half of the century, was of a utopian universality: a bourgeois optimism that saw public subscription concerts, guided by knowledgeable artists, as a museum wherein to develop public taste (Gramit 2002, 154). Yet this utopian campaign harbored constant insecurity about the universal validity of the high-culture public concert. Sometimes this was expressed in totalitarian terms; the composer and writer Ignaz von Mosel (1772–1844), lamenting the “decay of music” as early as 1818, urged that bad programs by mediocre musicians should be actively prevented: “Who should give a public concert? What should be performed there? Where can it be given?” (Weber 2008a, 117). The Paris Conservatoire officers even tried to stifle a series of cheap orchestral concerts (Weber [1975] 2004, 103), while in his whimsical Evenings with the Orchestra Berlioz evokes an authoritarian utopia in a town called Euphonia where inhabitants provide the orchestra for gigantic music festivals controlled directly by the conductor-composer (Berlioz [1956] 1973, 283–289).

Usually, however, faith persisted in the “trickle down” of enhancing public taste, in “making good music popular” at least for a moderately well-educated segment of society. As early as 1810, E. T. A. Hoffmann frankly divided audiences into good and bad listeners, implying that the “musical rabble” simply needed to be trained to appreciate Beethoven. To this end, Schilling advocated bringing in symphonies gradually (Gramit 2002, 139)—a practical medicine indeed observable both in Berlin programs and in those of Jullien, who “went on, gradually increasing wholesome doses, till his treatment of his patient (the public) at length prevailed” (Carse 1951, 130). Critics of course were to play a central role in the development of good judgment. Although throughout the 1820s, A. B. Marx was caustic about the failures of Berlin concert life, he nevertheless retained his belief in listeners’ potential to develop through well-designed programming (Pederson 1994).

By the middle of the century, however, such a utopian and optimistic vision of universality was already fading. “Trickle down” was simply not succeeding in making high art sufficiently accessible, and instead of a broadly shared culture, a divided public seemed the inevitable result of the commodification of concert life. For the critic Franz Brendel (1811–1868), who adopted revolutionary rhetoric in promoting the arts for social and political reform (in 1848 he even advocated a “Kunstparliament” to transfer aesthetic responsibility to the state), the failure of the Europe-wide revolutions of 1848–49 brought acute disillusion. Equally committed to an alliance of the democratization of art with a progressive musical agenda, Liszt too gradually shifted to a more elitist position during the 1850s (Garratt 2010, 187–192), and even in England, Matthew Arnold (Culture and Anarchy, 1859) felt compelled to bemoan the detachment that the emerging mantra of “art for art’s sake” appeared to embody.

Thus by 1850, the reality of different concerts for different tastes was widely accepted, with a clear dichotomy between the unashamedly populist café-concerts in Paris or the ballad concerts of London publishers, and the hegemonic classical sphere: “After the middle of the century formal concert series, principally those of symphony orchestras, became the most important foundation for the unified elite within musical life” (Weber [1975] 2004, 50). The archetypal symphony concert was transforming into a self-consciously conservative force, adhering to an unassailable canon and stoutly resisting Brendel’s strenuous advocacy of the New German School of Liszt and Wagner. At the Leipzig Gewandhaus after Mendelssohn, classical repertoire dominated to such an extent that, at the opening ceremony of the new hall in 1884, not one item was by a living composer (Pieper 2008, 142). Admittedly this was an exception rather than a universal norm, and one should never underestimate the allure of the ever-more colorful and emotionally charged palette that Wagner, Tchaikovsky, and Richard Strauss brought to the concert hall. But it was in the established symphony concerts that a lasting alliance was forged between a high-art (but essentially conservative) aesthetic outlook and an upper-middle-class sense of identity.

The distinction between high and low was graphically encapsulated in dual-function orchestras such as the Boston Symphony, whose summer promenade concerts resembled those at Austrian and German gardens. After von Bülow took over the Berlin Philharmonic in 1887, he delegated a parallel series of cheaper “Populären Konzerte” to lesser conductors (Hinrichsen 2008, 165), while at the Paris zoo in the 1890s no fewer than three levels were differentiated: Sunday concerts populaires, afternoon promenade concerts in the Palmarium, and an evening series of new and historical music for the truly initiated (Pasler 2009, 683).

This ideological split was encapsulated in Lawrence Levine’s classic text Highbrow/Lowbrow (1988), and independently reinforced in Pierre Bourdieu’s formulation of the cultural capital flowing from the education and good taste associated with classical music (Bourdieu [1979] 1984, 13–18, 272–273). But more recently, scholars have offered a more nuanced view of the social and aesthetic implications of this dichotomy (Locke 1993; Weber 2008a; Pasler 2009; Spitzer 2012, 367–371)—one acknowledging not only the multiple layers of the “middle class” but also the dangers of simplistically matching social class with levels of musical taste, and of imposing a narrative of social control over an acceptance of genuine aesthetic enjoyment. Certainly music of different origins jostled within a wide diversity of milieus, acquiring multiple new meanings according to context.



One way in which boundaries continued to be broken down after 1850 lay in an acceleration of top-down interventions—explicit assertions of the beneficial social and moral effects of “high-class” music (sometimes mingled with nationalistic overtones). In France, the centralized state characteristically supported symphonic concerts in an effort both to reach a wider populace and to encourage French composition. Thus the otherwise commercial concerts of Colonne were financed as an explicit counterbalance to the songs of the essentially lower-middle-class café-concerts, castigated as “aberrations of national taste” (Pasler 2009, 294). It was a paternalistic agenda in which the arts were administered as a public service in a “personification of the patrie” (268). In Britain, such support was enacted at local levels rather than nationally. Symphony concerts at Bournemouth’s Winter Gardens led to the establishment of a year-round Municipal Orchestra in 1896, while in Yorkshire the left-wing Bradford council founded a “permanent orchestra” in 1892 specifically to provide concerts for working people.

Elsewhere, philanthropic initiatives provided similar services, and (in contrast to the male preference for conspicuous building projects) it was often women who took the initiative. A striking example is provided by the “good music for the less rich, for the poor” promoted by wealthy Brooklyn ladies in New York’s Brighton Beach, conducted from 1894 by the celebrated Wagnerian, Anton Seidl (1850–1898) (Horowitz 2005, 159–161). Still more practically, Viscountess Folkestone took her own, all-female, orchestra to the working-class districts of East London, offering concerts at the appropriately named People’s Palace and similar venues.

Serious music could even be packaged for wider audiences purely for its commercial potential. The London piano maker and publisher Chappell promoted a long-running series of Popular Concerts catering to the “shilling public,” featuring highbrow chamber music played by Joachim, Clara Schumann, and their circle. In Vienna, the economically attractive chamber format was also preferred, as with the founding of the Erstes Wiener Volksquartett für Classische Musik in 1890. Building on a resurgent liberal agenda to elevate through culture and education, such concerts were advocated equally by socialists and by a right-wing seeking to counteract them (Notley 2007, 152–153). Subsequent Volksconcerte were on a grander scale, but the repertoire was equally uncompromising: in 1892, Bruckner’s Third Symphony was performed in characteristically relaxed surroundings (“with beer and sausages”), but the audience “literally held its breath in order not to miss a single note” (155).

Another way to extend public access was through eclectic programming. For some this had always been an ideological concern—recall François-Joseph Fétis’s utopian model, influenced by the philosopher Victor Cousin (1792–1867), of music and (by extension) programming as “balanced, clear, and accessible, its creators serving their audience” by ranging across musical styles (Ellis 1995, 238). This concept of the “music of society” could lead in many different directions, but certainly up to the middle of the century mixed programming was the norm outside the most hallowed orchestral societies. Thus the entrepreneurial Berlin conductor Joseph Gungl (1809–1889) offered an ordered progression from overtures and symphonies to light music for a middle class unshackled by the conventions attached to conservative Berlin court programs (Mahling 1980, 101–102). Jullien was less schematic, but he undoubtedly diversified his programs for varied audiences, adroitly including single movements from the classics as publicity for his agenda to improve public taste. The Germania orchestra explicitly copied Jullien in their mixed programs for American audiences; it is striking that an attempt at purely classical programs had to be abandoned before the first concert in January 1854 (Newman 2010, 147–148).

Later in the century, a middle ground of promenade and gardens concerts continued to mix dances and potpourris with classical overtures and symphony movements—from the touring orchestras of Theodore Thomas and Benjamin Bilse (forerunner of the Berlin Philharmonic) to professional women’s ensembles such as the Vienna Ladies Orchestra. Whether such eclectic program-planning merely sought widespread appeal or actually reflected the “improving” taste of a middlebrow bourgeoisie is impossible to judge. But certainly the concept could extend beyond all reasonable expectation, as at the Queen’s Hall Promenade Concerts, where Henry Wood transformed the Jullien tradition into a beacon of experimentalism, culminating in the premiere of Schoenberg’s Five Orchestral Pieces in 1912.

At the same time, voices were raised against the cultural earnestness expressed in the continuing mantra “to make good music popular” (Thomas 1905, 1:127). The elevation of the symphony orchestra, with its attendant aura of elitist exclusivity and conspicuous expense, came in for the same abuse as had Italian opera in the eighteenth century. Typical of the objections of the “honest citizen” was the reaction to the first Sunday matinée at the Amsterdam Concertgebouw in 1888, contrasting its “contagious unsociability and stiffness” with the former convivial smoking, eating, and casual conversation during Sunday concerts (Cressman 2016, 14–15). More strident were expressions of left-wing opposition. Even in the United States, concerns were aired as early as 1840 that the elitism of European orchestral culture was intrinsically incompatible with democratic American society (Broyles 1992, 211–212). In Europe, a socialist espousal of the simple vocal music of real life (the Utopian vision of the Saint-Simonian movement) extended to outright opposition to symphonic music; thus, writing in the revolutionary 1840s, Theodor Hagen’s manifesto for working-class music excluded aesthetic art music altogether (Garratt 2010, 79). In such a radical view of a democratized music—a move that most professional musicians themselves resisted—the state was urged to take music out of the concert hall and into people’s festivals instead (134). German working-class music-making was already leaning toward a more communal mission, robustly rejecting any aspiration to the higher realms of German idealism. There was indeed another path.



Amateur Singing


If, for some, professional symphony orchestras represented the zenith of cultural excellence, for others amateur music-making (and choral singing in particular) represented a worthier aspiration. Public performance itself was often a secondary consideration; nevertheless, concert series evolved around amateur choirs for many different reasons. For example, the Boston Handel and Haydn Society conflated several church choirs to enjoy large-scale oratorios in secular surroundings, expanding in 1839 into the new Melodeon hall for some twenty public concerts a year. But it was in Germany that singing took on a truly central role, both in individual self-realization (Bildung) and in the cultivation of a sense of community and national German culture.

Choral music here took two contrasting directions. Berlin’s Singakademie, founded by Carl Fasch in 1791 for the mixed amateur sharing of sacred repertoires, provided the inspiration for German choral societies throughout the nineteenth century (not least through its contribution to Mendelssohn’s pivotal 1829 performance of the St. Matthew Passion). A potent symbol of nation-building resided in their regional festivals, held over two or three days: “a community of participants united in their devotion to the aesthetic, a microcosm of what an imagined Germany might be,” a cultural “state in miniature” that brought together vast choirs and still vaster audiences, always culminating in the sociability of a banquet (Bonds 2006, 94). At first, such gatherings formed a practical popular counterculture, with a veiled political undercurrent at a time when such public association was frowned upon. But as organizations such as the Lower Rhine Festival developed into major sites of new German oratorio, cantata, and symphony, with increasingly professional orchestras and high-profile soloists, paternalistic bourgeois values threatened to overwhelm the earlier grass-roots ethos (Garratt 2010, 84–89).

The second strand of German singing culture was purely secular in origin. The male-choir movement stemmed from Carl Friedrich Zelter’s exclusive Liedertafel in Berlin (1808) and from the Swiss publisher Nägeli’s pedagogical drive toward convivial choral singing for the masses. Out of the latter developed the Liederkranz movement that spread from Stuttgart across southern Germany; leading in turn in the 1840s to mass male-choir festivals (Sängerfeste) that projected a strongly nationalistic character (Garratt 2010, 117–122; Eichner 2012, 181–197).

In England and France, too, there were both political and religious connotations to developments in choral music. British choral societies were irrevocably tied to the revered Handel oratorio concert tradition, but they also functioned as a source of political dissent (Weber [1975] 2004, 117). One striking example was the Sacred Harmonic Society, founded in 1832 from an alliance of nonconformist chapels, in clear contradistinction to the aristocratic Anglicanism of the Concert of Antient Music. Again, the need for formal musical education was obviated, and contemporary publications—especially with simplified notations such as Curwen’s Tonic Sol-fa—encouraged amateur participation still further. More publicly, provincial festivals (deriving from cathedral city precedents) were now extended to increasingly massive community choral societies, enabling emergent industrial cities to celebrate their cultural sophistication and national importance. Thus when the Birmingham Festival commissioned Mendelssohn’s Elijah (1846), in one stroke they reconciled conflicting Protestant factions and dispelled charges of middle-class philistinism (Pieper 2008, 97). Even Catholic works (Gounod’s Redemption, Elgar’s The Dream of Gerontius) were welcomed in Birmingham’s opulent Town Hall, its grandeur and aura reflecting exactly the same bourgeois values of moral rectitude and cultural self-assurance as were exemplified in Germany.

In France, choral singing took a quite different path. A similar association with the political upheavals of 1830s led to the intervention of the state and support for William Wilhem’s male choirs (Orphéons), singing unsophisticated a cappella music (Weber [1975] 2004, 122). It was not until the turbulent years around 1870 that French choral societies accepted Handel as an idealized republican, inspired by a utopian view of English festivals that not only blurred social class distinctions but also admitted women into mixed choirs (Ellis 2005, 221–234).



Old and New


Just as the concert series became visibly fixed in concert halls, so it became established in time: in musical calendars spanning decades, in institutional histories, in program notes offering a constant ordering of performance chronology. Historical self-awareness was exemplified by Eduard Hanslick’s book on Viennese concert life, the first volume a thoroughly researched history, the second a practical disquisition on contemporary musical taste derived from his own reviews—a “living history” (Karnes 2008, 56–65). The history of performance itself thus became a part of the very process of canonization. One direction was toward neoclassicism, as established orchestras took on the mantle of guardians of conservative taste; and nowhere more than in Mendelssohn’s Leipzig, where “Historic Concerts” deliberately mapped out different musical periods (Pieper 2008, 92–93; Sposato 2018, 257–259). But these fell broadly within established norms: early and new music concerts represented alternative cultures, as they still do today.

Concerts devoted explicitly to older music reflected a range of ideological constructs—aesthetic, social, and national. Thus London’s Concert of Antient Music, founded in 1776 to celebrate Renaissance and Baroque music, survived until 1848 as a beacon of aristocratic stability and national heritage. But when the British early-music movement, resurrected by Arnold Dolmetsch (1858–1940), began to explore unknown seventeenth-century music on original instruments, it projected an underground culture linked to William Morris’s Arts and Crafts movement, evoking a socialist, pre-industrial idyll. In France, early-music concerts were pioneered by Fétis, whose concerts historiques from 1832 mixed genuine early music with fake imitations. But the latter intrusion scarcely mattered; the enthusiasm of Berlioz reminds us that such concerts attracted interest as much for their novelty as for their historicism. As in Britain, the social and political associations of early music were diverse, spanning both monarchist and republican causes within a broad nationalist agenda (Pasler 2009, 217). Thus, while there was an aristocratic aspect to the concerts of the Prince de la Moskova (1843–46) and Vincent d’Indy’s much later Schola Cantorum, for the French musicologist Alexandre-Étienne Choron, early music transcended class, a repertory to be “adopted nationwide for the good of the French citizenry” (Ellis 2005, 29).

If there was concern that early music might be displacing living composers, a counterbalance was supplied in new-music concerts. From 1832 to 1842, Berlioz risked much on numerous Paris concerts featuring his own music, while in 1852, Liszt promoted a “Berlioz Week” at the Weimar court, followed by another three years later. For Wagner, too, concerts of opera extracts were a prime means of extending his reputation; according to an enraptured Baudelaire, his 1860 Paris concerts represented “une de ces solennelles crises de l’art” that controversially transformed the entire concert experience (Baudelaire 1861, 7–8). The New German School, meanwhile, was enshrined in the Allgemeine Deutsche Musikverein (founded by Liszt and Brendel in 1861), showcasing contemporary German composers at a near-annual Tonkünstler-Versammlung, and later extending to Russian music and to a rising firebrand in Richard Strauss.

Elsewhere, a quite different approach resided in overt appeals to national sentiment, whether politically inspired or simply resistant to the Austro-German hegemony. London’s Society of British Musicians, for example, brought together disaffected composers ignored by the Philharmonic Society. In Italy, the publisher Ricordi sponsored concerts for contemporary Italian symphonists (Antolini 2008, 225–227), while the Russian Symphony Concerts, supported by a wealthy timber merchant, provided a platform for Rimsky-Korsakov and his pupils. By contrast, American music featured strongly in major public festivals, as at the Philadelphia Centennial Exposition of 1876 and in conventions staged by the Music Teachers’ National Association (Nelson-Strauss 2012, 402–411).

But the notion of a revived national culture was most strongly articulated in France, accelerated by the catastrophic events of 1870–71. Colonne began in 1873 with eight Concerts Nationals, at first subsidized by a publisher and later by the government, to enable new music to be programmed. Although French composers were strongly supported by aristocratic patrons (Chimènes 2004), such developments were unmistakably allied with Republican values, as at a magnificent government festival of new French music held in 1878–79 at the vast new Hippodrome (Pasler 2009, 305). But the most conspicuous example of commitment to progressive new music as a national emblem remains the French Société Nationale de Musique, founded in 1871 “to aid the production and popularization of all serious musical works, published or unpublished, by French composers.” The ideological basis for the Société rested on a complex set of social and political attitudes, but its central constituency consisted of wealthy intellectuals determined to revive French culture after the frivolity and materialism of the failed Second Empire. Musically, however, many of its founders (d’Indy, in particular) looked to the noble ideals and elevated aspirations of German music, especially Wagner, as the inspiration for serious French music of the future (Strasser 2001; see also Duchesneau 1997, Fulcher 1999).

A striking feature of French musical life was the juxtaposition of new music with repertoires from the ancien regime (Ellis 2005, 244; Pasler 2009, 217–229, 629–641). Thus, at a series of Concerts de l’Opéra in 1895–96, premieres by French composers were set side by side with danses anciennes by Lully and Rameau, deliberately highlighting their modern relationship to the past. A similar spirit of validation through comparison obtained in wide-ranging international invitations to the Paris Exhibitions, while new French orchestral music was actively promulgated as a form of cultural diplomacy, as when both the Lamoureux and Colonne orchestras traveled to London in 1896. However, as new music became closely identified with a much wider artistic and literary culture, contemporary music concerts took on a very different tone. The chamber concerts of Brussels art critic Octave Maus (1856–1919) contributed to the avowedly avant-garde program of the Cercle des XX (1884–93, thereafter the Libre Esthétique). Modernism was recognized both as a resurgence of idealism and as a direct rebellion against the established bourgeois symphonic culture: New Music had arrived.



Debates, Conflicts, Conclusions


From the traditional view that the health of a city’s musical life can be measured by the size, refinement, or sophistication of its symphony concert audiences, a much more complex picture has begun to emerge. The diversity of music across a wider spectrum has been revealed in studies of different cities: Christoph-Helmut Mahling on Berlin (1980), Jann Pasler on Paris (2009), David Gramit on Edmonton in Canada (2016). Sometimes these studies disrupt comfortable narratives, as in Pasler’s discovery that during the 1890s French composers contributed significantly to programs at Paris’s zoo and outside the Bon Marché department store, a trend matching political imperatives of both Left and Right (Pasler 2009, 600).

Such alternative spaces and unexpected juxtapositions encourage wider perspectives on nineteenth-century concert life: embracing café-concerts and ballad concerts; blackface minstrels and music halls; military and colliery bands; German and American beer gardens; French kiosques and English pleasure gardens; organ recitals and amateur mechanics’ institutes. There is admittedly a danger of drifting into languid postures of approval here—as, for example, where such milieus unexpectedly encouraged the classics (the sophisticated band arrangements of Wagner) or promulgated new music (the avant-garde of Montmartre cabaret). Instead, we should surely begin by acknowledging the diversity and crossover of repertoires, avoiding casual preconceptions or a rush to judgment.

Mainstream concerts in the nineteenth century do present an obvious target. Whatever the initial utopian aspirations for a universal public music, the outcome was an elite culture available only to select professionals and well-heeled audiences, reinforced by the rituals of silent listening and seemly etiquette. It may be arguable whether government subsidy and well-meaning philanthropy embodied a direct social control, diverting or neutralizing class unrest. But certainly the cultural capital and prestige attached to high-art concerts resulted in clear social differentiation, an expression of power reflecting everything from class and colonialism to race and gender. Though there are striking departures (Clara Schumann’s role in the new recital repertoire, the influence of society ladies on taste in New York or Paris), white European men assuredly exerted the strongest cultural leadership, whether as composers or performers, promoters or patrons.

In a still bleaker view, the cultural and experiential authenticity of bourgeois concert culture itself has been thrown into doubt. Already in 1873 Friedrich Nietzsche attacked the conservatism and complacency of bourgeois taste, claiming that its rooted historicism inhibited spontaneity and progress—modern culture was “not real culture at all, but only a kind of knowledge about culture” (Pieper 2008, 125). Richard Leppert, extending Adorno’s notion of a manipulative Culture Industry, has suggested that “public music under the conditions of modernity was less a manifestation of sociality than a simulacrum of a lost but imagined one” (Leppert 2002, 483). For Richard Sennett, the silence that spread across concert halls during the nineteenth century signaled a profound self-doubt: the anxiety of the audience member longing to appear cultivated, an isolated spectator forlornly observing the magicians lauded for displaying emotions on stage (Sennett [1977] 2002, 205–211, 199, 261).

But it is perhaps too facile to mock and to mourn. Musicology has begun to appreciate more subtly how people actually experience music—including a revaluation of sacralization that recognizes that, while concert decorum is certainly exclusionary, it does reflect a genuine and widespread yearning for a more intense aesthetic experience. When in Howards End (1910) E. M. Forster depicts the clerk Leonard Bast, prepared to feel uncomfortably out of place at a symphony orchestra concert yet determined to taste the emotional well of Beethoven and Elgar, the aspiration is tenderly, not unkindly, drawn. It is impossible to penetrate the motivations of the hundreds, sometime thousands, who attended concert series of many kinds, in concert halls and parks, in churches and aquaria, in department stores and beer gardens, sampling the most diversely mixed repertoires. We should clearly interpret accounts of their rapt attention with due caution. But neither should we assume that our analysis of multiple musical contexts and meanings is incompatible with the emotional and intellectual experiences that concert audiences of wide social and cultural backgrounds enjoyed across the nineteenth century.






Note






1.
 For a discussion of periodical culture, see chapter 9, this volume.
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Since about twenty years ago, the term classical music has gradually been replaced by canon as the main concept for analyzing the roles played by old works in performing repertories. Because classical music was identified with a specific repertory—Austro-German works from Haydn through Brahms—scholars began speaking of adopting the conceptually more fertile term canon as a cultural reference point. Discussion of the concept by literary scholars has opened the way for productive discussion of the many different canons which have tended to endure in knowledge or performance. This concept nevertheless poses its own problems, since frequent citation of The Canon has seemed to refer only to music of Austro-German origin, thereby resisting equivalent discussion of either opera or popular music. The assumption of a single canon has frustrated awareness of the deep divisions which emerged among disparate regions of musical activity. This problem is particularly acute for thinking about the nineteenth century, since during this period Western musical culture split up into a set of worlds which went into significantly different directions: orchestral and chamber music; opera repertories of contrasting genres; and popular songs of many kinds performed in clubs and public concerts.

This chapter aims to examine the intellectual process by which musical canons expanded in scale and in number during the nineteenth century, dividing musical culture in ways still in existence today. It will first identify the conceptual tools which can aid us in understanding how canons evolved in musical culture, touching base with thinking coming from various directions. In the process a new concept will be suggested, that during a composer’s lifetime he or she might develop an incipient canonic reputation, even though it did not always last. After looking back briefly at canonic repertories of the eighteenth century, the chapter will compare canonic repertories in concerts and opera repertories during the nineteenth century. It will analyze how typically such programming spoke to different publics with contrasting values, though it will also show how crossovers did occur between separate canons. The chapter will end with a brief exploration of programming that mingled popular songs and orchestral pieces which commanded a wide public.



Much has been written about how major artistic movements—most prominently Romanticism, Realism, and Modernism—interrelated with musical culture in the course of the nineteenth century, chiefly through common links in literature and philosophy. Yet it is vital also to examine the cultural politics which surrounded musical institutions and the larger community in the formation of canonic repertories, a context within which the general currents of what is defined as intellectual history did not necessarily play central roles. Just when and why pieces or repertories remained in use cannot easily be explained through the channels of intellectual history, a history which has tended to explain longevity through the assumption of greatness seen in discourse about major ideas or works of art. Explaining the social and cultural framework within which canons emerged can clarify the ways in which intellectual aspects developed within the larger contexts of cultural life. It is important to define how musical canons played major roles in strikingly different ways within concerts, opera, and the early tendencies toward popular music.

By long tradition, playing old works tended to go against the assumption that musical style and taste would change ineluctably. The process by which musical works did or did not remain in use requires investigation of institutional and cultural frameworks which determined the processes by which certain composers or compositions either ceased to be performed or managed to remain in use, in some cases for an unusually long time. A major factor affecting this process and its major alternatives was the deep-rooted assumption found in musical culture of the eighteenth and much of the nineteenth century that public taste would change drastically and ineluctably at certain points in time. We shall indeed see how the opera world evolved in close relationship to the appearance, success, but then disappearance of canonic repertories. In France, a linguistic phrase identified this process as les progrès de la musique, best translated as “the natural evolution of musical taste.” For example, in 1801 the bi-monthly Journal des dames des modes suggested that people assumed that the court of the Consul Napoleon Bonaparte was “always favorable toward les progrès de la musique” (Journal des dames des modes, May 20, 1801, p. 410). We shall see that this cultural assumption basically disappeared by the end of the nineteenth century in concerts and opera, but not as much in popular songs.

It is vital to recognize that the world of opera went in a quite different direction in regard to canons during the nineteenth century compared with the concert world. By tradition, the intellectual framework of the opera world tended against such self-examination, since it would define itself instead through the grandeur of the theatrical context where it was performed. Indeed, the operas of Gioachino Rossini, Vincenzo Bellini, and Gaetano Donizetti were gradually reshaped in canonic terms quite different from what was happening in the values for classical music in concert life. The great diversity of opera genres, especially the contrast between spoken and all-sung text, makes conceptual generalization about opera canon difficult. That opera served so broad a public in the nineteenth century made any claim to a higher intellectual tradition unnecessary. The significance of operas which survived a long time spoke for itself. Even though Richard Wagner tried to define himself through the canonic reputation of Ludwig van Beethoven, such thinking related more to his sense of canonic greatness in the opera (Stollberg 2013).

By contrast, scholarly work on areas of popular music and jazz has developed largely independent of what is done on opera and the traditional areas of concert life. So much cultural distance developed among these musical cultures that the term classical does not seem problematic to most scholars, and that the terms classical rock and jazz classics have become common currency (Jones 2008) In what follows we will discuss how old songs remained in use during the nineteenth century at British music halls, French café-concerts, or German events called Variété, which became central to urban culture in the second half of the century. The old repertories came primarily from the best-known operas, in part because some singers moved back and forth between such events, influencing what was going on in reciprocal fashion. Songs rooted in the traditions of such locales continued in their own right, and we will see how a few pieces lasted from the 1850s into the twentieth century.



Conceptual Approaches to Musical Canon


Whereas self-conscious identification of canonic works dates back to antiquity in the literature or the fine arts, it did not evolve in musical culture until the canonization of a few composers of sacred works in the late fifteenth and sixteenth centuries. Not only did that process not continue significantly after that but also secular music was much slower in developing canons. Indeed, there existed no literary vehicles for writing empirically or critically about music or musical life such as were central to the worlds of literature, painting, or the spoken theater. By tradition, writings on music either had been technical in nature or were confined to philosophical discourse unrelated to actual music or its critique. The breakthrough in moving beyond this situation came in the early eighteenth century, when old works began appearing in public quickly and significantly: the Academy of Ancient Music in London (1726) and the retention of Lully’s operas in Paris, along with works by composers who followed him.

Not that much was written about these composers for some time, but it is useful to consult the writings of art historian Aby Warburg for a means by which to understand how music could last a significant length of time without written commentary. Warburg rebelled against the conventions by which art historians exaggerated the high intellectual reputations which evolved around painters or sculptors, taking for granted that people seeing them in earlier periods conjured up intellectually defined, literary-based canonic notions such as are assumed today. He argued for more neutral terms and for more anthropological concepts for identifying the perception and the honoring of old works where literary vehicles were limited, perhaps nonexistent. As his interpreter Georges Didi-Hubermann argued, “the term Nachleben refers to the survival (the continuity or afterlife and metamorphosis) of images and motifs—as opposed to their renascence after extinction or, conversely, their replacement by innovations in image and motif.” (Didi-Huberman 2003).

A parallel breakthrough in defining canonic recognition within new areas of culture was contributed in What Is a Classic (1944) by T. S. Eliot. He pointed out that particular canons emerged in the less prestigious areas of literary life, meaning that the term classic can take “several meanings in several contexts,” from Virgil’s poetry to the “‘standard author’ in any language,” including particularly The Fifth Form at St. Dominic’s, arguably a classic of schoolboy fiction. Thus taking a sociological and an aesthetic approach to the question, Eliot essentially advocated accepting the existence of multiple canons in a broad cultural universe. Still, the noun canon can seem to imply a high intellectual authority such as was not yet practiced regarding pieces of music around 1800—indeed, that very term can imply an intellectual recognition not yet applied to highly respected old works. That is why it is wise to speak of canonic vocabulary or canonic practices in regard to treatment of a piece of music. The evolution of multiple canons occurred to the greatest extent in the opera world, since there were so many different genres in the nineteenth century: opera seria, opera buffa, grand opéra, opéra comique, operetta, and Wagnerian opera. That is why it is necessary always to define a canon within a particular musical world—for example, the canon of nineteenth-century Lieder, the main works in grand opéra, or songs made popular in British music halls.

Frank Kermode pointed out how modern canons overcame the traditional high status of ancient works and thus opened the way for musical culture to recognize canons significantly. In The Classic: Literary Images of Permanence and Change, Kermode argued that literary recognition of regionally native languages challenged traditional classicism, thereby establishing “a secularized, a demythologized imperialism; or, as Eliot would say, … a relative, not an absolute classic.” As a result, he concluded that “neoclassicism succeeds imperialism”—or rather, it is “a second-order classicism.” In the process, the canonic authority of ancient literature became significantly weakened, opening the way for strong new canons to emerge for works in native languages and in the other arts. Kermode’s construction of this issue makes it possible for music historians to see that, likewise, during the eighteenth century canons of sacred music and secular drama were able to establish intellectually significant bases of new kinds. By implication, the plays of Shakespeare and Corneille and the choral-orchestral works of Purcell and Handel took on such a status in this context. The expanding significance of public opinion in major cities played a role in this process, as Kermode shows, aiding Handel in his early career in England (Kermode 2004, 23). I have argued that the changes Kermode disclosed helped stimulate early literary commentaries on music separate from philosophical or scientific theory. Thus around 1700, English writers began to identify pieces by sixteenth-century composers as ancient music, thereby making a major expansion of the intellectual framework of musical culture (Weber 1992, 1994, and 1999; Eggington 2014).

Once we find ourselves in a period when there existed self-conscious identification of musical canons, it is best to turn to the thinking of Hans Robert Jauss, in Toward an Aesthetic of Reception ([1967] 1982). Admired for bringing historical study and literary criticism onto a common ground, Jauss argues that a horizon of expectations emerges around works directly in reference to previous expectation and criticism which reshapes essential aspects of that field. Central to his argument is that the historian must pay close attention to the roles played by the tendency of the reading public to remain conscious of past expectations, but then to alter them when confronted by challenging new works. Jauss argued that such a process tends to proceed “from simple reception to critical understanding, from passive to active reception, from recognized aesthetic norms to a new production that surpasses them (Jauss [967] 1982, 19). By his argument, readers develop a set of expectations within a long-term understanding as they engage with new works potentially rivaling past ones: “[t]he new text evokes for the reader [or listener] the horizon of expectations and rules familiar from earlier texts, which are then varied, corrected, altered, or even just reproduced” (23). We can see how variously in concerts and the opera world the public began discovering major new horizons: in the former cases, the symphonies and string quartets of W. A. Mozart and Beethoven and in the latter, the works of Rossini, Wagner, Offenbach, and Puccini.

Jauss’s analysis applies chiefly to the initial process by which a writer or a composer first establishes a canonic reputation. I suggest that we extend this argument by seeing that such a reputation survives on an incipient canonic reputation until the death of that figure or possibly even somewhat after that time. As the public develops new expectations for the music of a composer and for a set of works, tension can develop between vision of what is expected and problematic aspects brought by changing opinions and competing figures. To be sure, such a reputation may be challenged at a later time due to the impact of cultural or social change, though that process can bring a renewal of canonic respect. In such a fashion we can see how a factor of uncertainty was common in the evolution of canonic reputations. In a few cases a composer achieved a high incipient reputation which was eliminated by outright disillusionment in the public or among critics. That happened most of all to Louis Spohr after about 1840, and Flora Wilson has argued for the effective de-canonization of Giacomo Meyerbeer soon after his death in 1864. Even though pieces by such composers were still performed fairly often—Spohr’s concert works and his opera Jessonda remained in use, as did Meyerbeer’s works at the Paris Opéra through the 1930s—their reputations had sunk below what had been believed (Brown 1984, Wilson 2020).

Interestingly enough, the case of Joseph Haydn illustrates how an incipient canonic reputation could decline in later generations. Haydn drew special acclaim in Paris and London, climaxing in his visits to England in 1791–92 and 1794–95, where he wrote songs and the later symphonies. But after his death in 1807 it was said that he never rivaled Beethoven; indeed, as Leon Botstein has argued, Haydn’s music became known as “entertaining but emotionally distant, if not irrelevant.” But recently James Garrett questioned how far that tendency really went by showing that certain areas of Haydn’s oeuvre—the quartets particularly—were widely admired throughout the nineteenth century (Botstein 1998, Garrett 2003).



Problematic aspects can also be seen in the incipient canonic reputations of other major composers. Whereas Beethoven obtained a remarkably high reputation by 1815, his late works were for the most part not performed often or appreciated by the general public until the notion of a “late style” emerged as a formidable interpretive vehicle. Johannes Brahms faced the decline in demand for new music at the start of his career, and his reputation was complicated significantly by the controversy with the Wagnerian movement, until his songs, chamber works, and widely performed German Requiem established him on a firm plane in most of Europe (MacDonald 1990). Richard Strauss faced an ideologically hostile music scene but actually benefited from controversial treatment of his operas. Significantly enough, his chamber works were performed unusually often along with those of Mozart and Beethoven, a compliment given to few other living composers in Germany around 1910 (Weber 2015). Incipient success early in a career likewise can be seen with Hector Berlioz and Camille Saint-Saëns. Even though Berlioz had an unusual reputation as a maverick composer, and indeed lived chiefly from journalism, he ended up with a strong incipient reputation thanks to a carefully planned set of concert tours (1842–48) and getting Les Troyens onto the stage (1863). By contrast, Camille Saint-Saëns established himself at an early age, writing his most famous works by age forty (Samson et Delilah and the Second Piano Concerto), but ended up as an embittered reactionary as music critic.



Musical Idealism and the Concept of Classical Music


The fragmentation of musical culture originated in large part with the publication of popular opera tunes on a scale rarely before achieved. By 1830, sale of the best-known opera melodies was dominating public taste, influencing instrumentalists to focus their repertories on fantaisies upon those tunes, thereby alarming the more serious musicians and listeners and influencing them to focus their attention more narrowly upon works deemed canonic. Benefit concerts became even more comprehensively focused on famous opera numbers and virtuoso pieces based on them, stimulating acute criticism for spreading bad musical taste. Thus did a major division break out within the musical world, as orchestras and string quartets narrowed their repertories to a large extent to works deemed canonic. As early as the 1810s, string quartets in Paris and Vienna began to put on concerts with no vocal numbers or even in some cases no piano. Note, however, that almost all major orchestras could survive because their players made their living in the pits of the opera houses. At the same time, there arose informal concerts in bars which gradually expanded into big, highly commercial events called variously café-concerts in France, music halls in Britain, or Variété theaters in Germany and Austria. Such events inaugurated what eventually was called popular music in various linguistic categories. All of this brought into question the locus and nature of authority over musical taste and institutions. The old order of musical life accordingly entered into crisis, and the traditionally tightly bound musical world began to fragment into separate social and cultural spheres. After the upheaval of 1848–49, a new musical order came into place based on their relative independence of different kinds of music (Weber 2008).

Yet the worlds of musical taste we are discussing did not evolve in entirely separate terms. Let us imagine in theoretical terms how separate fields of musical activity can interact and change: such interaction—say, by a concert with an opera house or the latter with a show palace—would not be legitimated by musical culture as a whole, since the interaction would come about through their mutual functioning alone. In such a fashion can social fields interact independently and thereby change in particular respects. This process should be seen as taking place within a three-dimensional universe where separate spheres behave as amoeba-like bodies, borrowing musical aspects and changing in the process (Weber 2018). In such a fashion did negotiation go on between opera and orchestral music, even when there existed hostile taste groups in the two spheres who regarded one another with suspicion.

An example of this can be seen in the process by which the popular violinists Henry Vieuxtemps and Heinrich Wilhelm Ernst adapted the fantaisie such as originated in flashy benefit concerts to seem proper in the more demure world of classical-music concerts—an interaction which went on right up to the twentieth century. Once a particular genre shifted from one context to the other, the interpretation of the music changed in meaning and social function. For example, the middle movements from Beethoven’s “Pastoral” Symphony were sometimes performed in promenade concerts, where drinks were served for people who could walk around. The idealistic principles undergirding classical-music concerts might put off some listeners from such interaction: in 1846, a Viennese journalist derided the “missionaries of the classics” whom he saw trying to make benefit concerts play more classics, against that public’s wishes (Der Wandererer [Vienna], March 21, 1846, p. 275).

I have defined as musical idealism the notion that musical culture should aim toward an aesthetically high level (Weber 1984, 2008). This code of values and behaviors emerged within the destabilized condition of Europe at the end of the Napoleonic Wars, a time when new codes of conduct were emerging in a variety of areas. An ambitious agenda of change was posed by the movement, whose principles became the foundation of canonic repertories in concerts by orchestras, string quartets, and unusually series singers and instrumentalists (Weber 1984). A common agenda emerged whose principles can be summarized as follows:




• Serious demeanor during musical performance.


• Vesting of authority over musical taste within musical classics.


• Hierarchical ordering of genres and tastes.


• The expectation that listeners learn about great works to understand them appropriately.







Commentators identified specifically the practices they saw as offensive to serious musical taste:




• Focusing on opera excerpts in concert programs or in performing editions for amateurs.


• Craven appeal to popular taste through the opera fantaisie.


• Performance of dance music and lesser songs alongside works of art.


• Pandered to fashion by the press and by teachers.





The key literary context in which the new musical canons arose was daily journalistic commentary. Even though journalists did not perforce create canons, their views provided the medium within which musical values were encountered and then weighed by the public, thereby influencing those governing musical institutions. Most important of all, critics played a central role in musical culture since their work demanded that they deal with both benefit concerts and more serious events, whose worlds tended to have less and less to do with one another. Though some critics became identified with one or the other of the competing musical values, many of them balanced their point of view in different contexts. Writers translated these issues into code words to which readers became sensitive: attacking fashion, mode, or miscellany while promoting practices thought classical, serious, or high-class. The Berlin journalist A. B. Marx pushed the philosophical and polemical aspects of musical idealism as far as it might go, employing vocabulary from the second generation of Romantic thinking:

The vital question for our art and its influence on the morality and the view of the people is simply this: whether its spiritual or its sensuous side is to prevail; whether it is to purity and refresh heart and soul through its inherent spiritual power … —or whether, void of that holy power, it is to weaken and enervate spirit and disposition, burying them in the billows of a narcotic sensuousness and thoughtlessness that dissolves and destroys all that is upright and noble. 
(Marx 1997, 18)


Though this movement evolved Europe-wide, it showed contrasting tendencies in different places. Some cities were slower to take to the new taste; in Frankfurt, for example, the concerts held at the city’s art museum continued to be focused on opera selections until about 1850. Arguably, the largest public for classical music developed in Paris, where the first regular chamber music concerts began in 1814 and four different orchestral series were active from the 1870s. Chamber music developed with particular strength in London, where programs including serious songs were offered regularly at low prices from 1835, and the Beethoven Quartet Society explored the repertory to an unusual depth. In most major cities there developed a second orchestral series whose prices were affordable by the middle classes. But in Vienna, interestingly enough, that did not happen until the turn of the twentieth century, in part due to resistance from the august Philharmonic Concerts. Organizations similar to those in Paris and London developed in New York and Boston, along with popular promenade concerts which offered some classical works. Such concerts did not come about in Italy until well into the second half of the nineteenth century.

These events need to be seen in the context from which the movement of musical idealist values emerged among self-consciously serious musicians, amateurs, and commentators. Idealistic musical thinking arose more in journalistic than in philosophical writing in the burgeoning of periodicals during that period. The movement arose as a reaction to the growing commercialization of opera and certain areas of concert life; its proponents often attacked grand opéra and instrumental virtuosity for generating a crude, massified form of musical taste. Arguably, this point of view was to some extent influenced by the diverse utopian cults of the time, since idealistic critics such as Hector Berlioz called for musical culture to be based instead on a “higher” and more learned culture rooted in knowledge of great works from the past.

The hot-button words of musical idealism amounted to some extent to a critique of modernity, as was the case in Romanticism generally (Lőwy and Sayre 2001). David Gramit has analyzed German thinking in this regard in detail, describing the effort to define what was proper to music and to the concert on a high plane (Gramit 2001). Central to the German context was the precipitous decline in privileged positions in courts and churches, a trend that made musicians fearful that public taste would lose its intellectual moorings and be manipulated by purely commercial motives. Would good music survive if piano teachers kept feeding their student’s banal arrangements of what was called “folk” melodies? While essayists had raised the specter of moral decline in musical taste since the early eighteenth century, a new trope arose calling specifically for unworthy genres to be expelled from concerts—dance music, the variation, and the potpourri most of all. Reviewers began sketching out a hierarchy among genres, from the potpourri at one end to the symphony and the quartet at the other. Still, as Gramit points out, a systematic hierarchy never emerged, since too many ambiguities and disagreements arose about pieces found in-between for agreement to be reached (Gramit 2001). The seemingly harsh criticism of Eduard Hanslick has in the process been reevaluated in a positive light, in large part because it grew out of the high principles of musical idealism (Gooley 2011, Grimes 2013).

The influence of musical idealism sprang up throughout Western and Central Europe during the first half of the nineteenth century, though after that in Italy. While German and Austrian periodicals figured centrally in the early history of the movement, leadership arose at much the same time with equal strength in England and France. Indeed, the eighteenth- century repertories of ancient music—old operas and motets in France and the oratorios of Handel in Britain—served as both repertory and aesthetic precedence for the notion of classical music (Weber 1992). The vision of a higher order of musical taste, rooted in concerts for orchestras and string quartets, radiated from the major musical cities, reshaping musical life in Eastern Europe and North America, in small towns as much as in big ones. Cities such as Manchester, Boston, Rouen, Brussels, and Frankfurt ended up influencing the musical life in the national capitals significantly.



Let us look at a pair of concert programs which typify the purest efforts to perform repertory thought to be classical music. Public concerts by string quartets were begun in Vienna by Ignaz Schuppanzigh in 1804 and in Paris by Pierre Baillot in 1814, from which grew a specialized new kind of music-making that banned vocal pieces and for some time even use of a piano (Gingerich 2010) A program from 1834 (table 15.1) illustrates how far Baillot went from the conventional mixed program, save for the variations on a familiar air which he played at the end.



Table 15.1 “Séances Baillot,” March 22, 1834, 76th Meeting




	
Quintet, Op. 25, no. 1, G. 295

	
Boccherini




	
Quartet, n. 72, Op. 71, n. 3

	
Haydn




	
Quintet no. 4, sol m.

	
Mozart




	
Quintet no. 5, Op. 104

	
Beethoven




	
“Air de la Famille suisse,” varied, Op 28

	
Baillot








Music societies offering orchestral concerts emerged as another important institutional basis for the idealistic agenda by justifying their high purposes in focusing programs on the works seen as the greatest in stature. For example, in Leipzig the subscription concerts at the Leipzig Gewandhaus had always opened with a symphony, but in 1807 it broke from long tradition by performing Beethoven’s “Eroica” Symphony as the only work after intermission, giving such a work a new dignity. The Philharmonic Society of London (1813) and the Society of the Friends of Music in Vienna (1814) set new principles for musical organizations; the by-laws of the Philharmonic Society banned opera selections and the virtuoso concerto, even though such music was played from the start. By the late 1820s a Viennese series called the Concert Spirituel (borrowing from the earlier Parisian series) established the first orchestral repertory to be focused on classical works and identified with a “high” aesthetic. Table 15.2 shows a program from that series given in 1833, offering canonic works save for two movements from a mass composed by Luigi Cherubini.



Table 15.2 Concert Spirituel, Vienna, University Festhalle, February 24, 1833




	
Symphonie in D-dur, K. 297 (No. 31, Paris, 1778)

	
Mozart




	
Kantata, Opferlied, Op. 121b (1824)

	
Beethoven




	
Ouverture, Castor und Pollux (1787)

	
Abt Georg Vogler




	
Agnus dei & Dona nobis

	
Luigi Cherubini




	
Choral Fugue, Davide penitente, K. 469 (1785)

	
Mozart








After the series closed in 1848, a group calling itself the Philharmoniker began giving occasional concerts and from 1861 gave a regular series each year. In Paris, the Society of Concerts of the Conservatoire began in 1828 but did not offer as consistent a classical repertory until the late 1830s. Parallel orchestras were set up in Boston in 1841 and in New York City in 1842 (Weber 2012).

A self-conscious intelligentsia emerged in the movement for musical idealism that has been central to musical culture since that time. By long tradition, writings on music had had a problematic relationship with those on literature, the former regarded as being either too technical or of lesser intellectual significance. That began to change when the various Parisian querelles about opera drew eager attention from men of letters, and when histories of music by John Hawkins and Charles Burney sold widely in Britain in 1776. The cult for Beethoven then led musical commentary to a higher level, influenced by Romantic thinking (Schrade 1942, Burnham 1995). As was suggested for periodicals, the idealistic viewpoint provided leverage for ambitious writers to stake a claim for music on a new intellectual plane. The growth of musical education among amateurs provided a basis from which these writers could claim that musical knowledge was necessary to appreciate the great works, and with that in mind, François Fétis published a book to teach people how to appreciate good music (Fétis 1836). In the process, classical music life separated itself more and more from the emerging world of popular songs and musical theater.

The fast-growing periodicals of the time served as the launching pad for an ideological agenda for reforming musical life. A whole host of major periodicals emerged in the 1830s and 1840s—the Revue musicale, the Musical Times, and the Neue Zeitschrift für Musik most prominently—that had profound effects on musical life and spawned more specialized periodicals (Kalifa et al. 2012). Even though such magazines would usually remain open to a variety of tastes, a shift toward expressly serious values occurred in most of the leading publications by 1840 (Thomas-Hill 2013). At least one music magazine emerged in each major city that propounded the values of musical idealism to some extent, stimulating amateurs to read about music more regularly than seems to be the case today. Music criticism as such, different from news, polemics, or philosophical discussion, had appeared only occasionally in the eighteenth century, but it was coming to the fore as periodicals proliferated in the 1820s. A new kind of aggressive—some thought tyrannical—music critic became central to musical culture. Originally manifested by former Jesuit Julien-Louis Geoffroy in his feuilleton of the Journal de l’Empire (Ellis 2001), such writing was rooted in interpretation of canonic musical authority, produced most significantly by Fétis in Paris, A. B. Marx in Berlin, J. W. Davison in London, and Robert Schumann in Leipzig. These writers did not just report views of the public, as had been conventional in musical commentary until at least the 1780s. By presenting themselves as empowered critics, they asserted an authority to judge pieces, performers, and tastes that laid the basis for the authority claimed for musical classics and the principles of musical idealism as a whole.

It was still unusual for someone formally trained in music to serve as a journalistic critic, a tendency which led Fétis, in a piece just after he had published the Revue musicale in 1827, to demand that reviewers be expected to bring such education to the job:

Almost all books done in France on musical theater written are by literary men who are completely ignorant about music, and who just see music as an accessory to poetry. From that come musical heresies which have spread throughout our society but end up being considered as eternal truths, indeed proverbs. 
(Fétis 1827, 472)


Humor was as common as condemnation in musical rhetoric in that time. Hector Berlioz ridiculed the low level of taste he saw in the programs at benefit concerts, which he articulated in an article reprinted in Soirées de l’orchestre:

It’s so common to put on a concert made up of mediocre or just plain bad music; the program is packed with Italian cavatinas, fantaisies for solo piano, bits from several masses, concertos for several flutes, Lieder for solo trombone, duos for bassoon, and so forth. Conversations accordingly key break in the orchestra, several of whose members draw sketches idly on their music. 
(Berlioz 1854, 274–275)


Berlioz accordingly proposed that a community named Euphonia be founded where music would be composed and performed in ideal circumstances, following the famous motto of violinist Baillot: “It is not enough that the artist be prepared to confront the public; it is necessary that the public be ready to understand what it will hear” (Baillot 1834, 1).

The agenda of musical reform posed by idealists of the time—most of whose values we more or less take for granted today—led to harsh complaints against mixing light with serious genres, in some cases condemning Italian or French as a whole. Henry Chorley, critic of the London Athenaeum, articulated scorn for the public found at the opera and “miscellaneous” concerts: “A theatrical audience is of necessity miscellaneous—made up of intelligences of every order; and the conditions of triumph within its sphere necessarily embrace effect to a degree which would be a degrading concession in music appealing to a more severe and select audience” (Chorley, Athenaeum, January 18, 1847, p. 73). Nevertheless, Katherine Ellis has shown that supposedly “serious” concertgoers of this period—at the Conservatoire Concerts especially—still behaved rather like their predecessors of the previous century, coming in late or leaving early, talking to one another during the performance, though perhaps about the music (Ellis 2018). Arguably, social behavior at concerts did not change fundamentally until the twentieth century.

The influence of Romantic thinking can be seen in the language by which the idealistic point of view was expressed. In 1830, Berlioz declared that “romantic composers” had borrowed the phrase “free-wheeling inspiration” from Victor Hugo to characterize what they were doing (Berlioz 1830). The poet Leigh Hunt, known as a Romantic, reported that his friends doted on arias by Giovanni Pergolesi, Giovanni Paisiello, Mozart, or Gluck—Paisiello chiefly for showing “the passionate expression of despair” (Hunt 1964, 37). Romantic thinking was explained in more abstract, Hegelian terms by Karl Julius Becher, a Viennese critic who wrote that “conquering the external demands of playing is a means by which to manifest an inner spirit … that indicates true art!” (Allgemeine Wiener Musik-Zeitung, January 6, 1842, p. 11). Still, some reviewers stuck to a basic journalistic style which avoided either the personal or the philosophical implications we see in these quotes. Moreover, a recent study of the French controversy between Classical and Romantic ideas discloses shifting, often unclear allegiances, which did not relate to musical thinking very closely (Della Zazzera 2017).



The Unnamed Canon of Old Opera


Only recently have music historians begun to face the challenging question: How can the concept of canon be applied to the history of opera? The problem has had remarkably little consideration among scholars, despite all the recent discussion about canons in concert life. Did the separate regions of musical canon interact, or did they just go their separate ways? It is clear that the terms canon and canonic must be applied to opera in ways particular to that world, not derived from the ways of the classical music world. James Parakalis led the way in this direction, analyzing the values predominant in opera life since the early twentieth century, indicating a set of values to a large extent different from those predominant in classical music concerts. He suggested that by the early twentieth century, the opera world “evolved as a business, a system of training, a popular entertainment, a cultural touchstone, and an object of study.” Its core repertory established “a system of cultural upbringing for operagoers and performers alike” by which they would “see and hear canonic operas in canonic productions and learn to think about them in canonic ways” (Parakalis 2014, 862).

A variety of canonic repertories evolved in opera companies during the eighteenth century which had little to do with one another but took central roles in major cities. A collection of studies about musical canon chiefly in the eighteenth and nineteenth centuries shows how varied repertories and social frameworks provided the basis for a diversified array of canonic operas, from a single Italian work—Giovanni Pergolesi’s La serva padrona (1733)—to King Frederick the Great’s offering regular performances of pieces in opera seria right up to his death in 1787 (Newark and Weber 2020). Yet arguably the most significant opera canons evolved in Paris, where works by Jean-Baptiste Lully and his immediate successors survived at the Paris Opéra, from his death in 1687 up to the early 1770s. A wholly new canonic repertory then came into the same hall under the leadership of Gluck, along with pieces by Nicolò Piccinni, Antonio Sacchini, and Antonio Salieri, until they were all eliminated in the late 1820s. That canons in opera and concerts had little relationship became clear when, in 1817, Alexandre-Êtienne Choron tried unsuccessfully to eliminate the old repertory at the Opéra but then went on to found a society for old sacred music, the Institution royale de musique classique et réligieuse. Likewise, François Habeneck began the successful deconstruction of the old repertory in 1821, but went on seven years later to begin the Concerts of the Conservatoire, which became the city’s focal point of classical music (Weber 2019).

During the nineteenth century, an intimate relationship developed between opera and the worlds of business and fashion, for which there existed only limited parallels in classical music concerts. Far more money was required to run a musical theater than for putting on a concert series, and the financial aspects of opera thereby entered intimately into discourse about the music. In fact, it was common for music critics to cite precisely how much money was in the till after a performance, a point which was rarely mentioned for concerts. Publishers increasingly exerted tight control over both opera houses and musical periodicals and thereby influenced critical discourse directly. The contrast in values between concerts and opera is evident in London during the 1850s, when critics attacked the frequent performance of excerpts from operas by Rossini and Donizetti, arguing that such a practice went against the principle of the musical work that had been established for the symphony. That principle, of the “work concept,” most prominently argued by Lydia Goehr, was often used ideologically against the policies of the Royal Opera House (Goehr 2007, Hall-Witt 2020).

With the rise of the repertory called grand opéra, theaters in most cities began to keep other kinds of popular operas on stage longer than had been conventional. Not only did the repetition of pieces by Bellini, Donizetti, and Rossini keep bringing back crowds for an unusually long time, but also the scale and cost of production was mounting, holding back production of new works. Other factors contributed to this tendency: the expansion of railroad lines helped singers move around more, but thereby made it harder for any one manager to bring key figures together; and publishers increasingly controlled the choice of repertory at major theaters in order to profit from the pieces they had helped develop. Carolyn Abbate and Roger Parker confronted this change critically in A History of Opera, accusing the opera world of sinking into stagnation as repertory became limited to music from Mozart to Puccini: As they put it, “The privileging of the new slowly became eroded by the hardening of an operatic repertory … serving as a forbidding benchmark for new creations” (Abbate and Parker 2012, 528). Quantitative analysis is necessary for coming to grips with this massive change in the temporal framework of opera repertory. A study made in 1968 documents the steady decline in performances of new works in Germany during the twentieth century (Kőhler 1968).

The same popular operas, originally almost entirely Italian, spread to North and South America in the early nineteenth century. Tours which had begun offering concerts of popular numbers then began presenting staged versions, from which locally focused canons of aging works reflected the cosmopolitan taste in Europe at the time. As Benjamin Walton has shown for Buenos Aires and Montevideo, certain operas emerged as central to repertories in the cities visited by the touring companies. Even though the repertories in general paralleled what was done in Europe, some theaters developed their own canonic traditions, to an unusual extent for Bellini. By around 1850, repertories were formed through an intricate set of negotiations between domestic and foreign traditions, establishing contrasting kinds of canonicity in different regions. Most important of all, Rossini’s Il barbiere di Siviglia took on what Walton called “a foundational, Homeric position” in more extreme terms than happened in any European context (Walton 2020). Similar companies began touring the United States; in New York, an unusual mixture of Wagnerian and Italian works evolved at the Metropolitan Opera after its founding in 1880. Indeed, the assortment of genres and operas performed there by around 1910 seems remarkably similar to what has been offered recently (Ahlquist 2020). The Wagnerian repertory took an even more central role in Japan; Brooke McCorkle reports that, following the Mejii Restoration in 1868, Wagnerian ideas were employed in an effort to modernize the culture, being seen as representative of the ancient Japanese spirit. Excerpts from the operas were offered occasionally in the 1890s, and by 1920, major scenes were being offered from Tannhäuser, Die Meistersinger, and Lohengrin (McCorkle 2018).

Commentary on Richard Wagner ended up rivaling the scale and consequence of commentary on Beethoven that was made in the world of classical music. Wagner himself began that tendency, drawing implicit parallels with Beethoven in his writings; as Arne Stollberg pointed out, Wagner was unique in the “intentional self-canonization” of constructing a canon around his music, making the Festspielhaus in Bayreuth serve as its institutional basis. That established Wagner, Stollberg concludes, “as a future-imagining example, as the necessary consequence of the intended creation of the Nation, indeed as well as the ritualization of all parameters of performance” (Stollberg 2013, 462). Despite all that, the movement termed Wagnerism which flowed from confrontation with his music and ideas did not necessarily follow his lines of thought. Individual writers adapted Wagnerian thinking for their own purposes, reshaping his sweeping horizon of expectations to portray what they saw as future ideals. Following Wagner did not necessarily imply any specific political or literary party; arguably, it replaced liberalism as a vehicle by which to speculate about directions of change (Weber and Large 1984).

The rethinking of the criticism written by Eduard Hanslick has shown his daily pieces to be more open-ended than the notoriously controversial essay Vom Musikalisch-Schönen (On the Beautiful in Music [1854]). Hanslick’s career as a critic evolved in close relationship with the gradual predominance of canonic repertories which occurred in programs and public taste, stimulating him to critique both new and canonic works in authoritative intellectual fashion. While his writing bears deep philosophical implications, as Nicole Grimes has shown, his main goal was to make influential judgments on specific pieces, leading him to avoid styling himself either as historian (as Fétis did) or as philosopher (as A. B. Marx) (Grimes 2013). The Viennese revival of Gluck’s Alceste in 1885 led Hanslick to recount the contrasting views of Rousseau, Berlioz, and Wagner; he reported that nobody in the city could remember having seen anything by the early master of “die klassische Kunst” (classical art) (Hanslick 1896).

For all the major differences between canons in opera and concerts, the two worlds interacted where their old repertories found common ground. A certain amount of cross-referencing arose in the constellations of composers honored by concerts and opera houses, usually triads of canonic figures: Haydn, Mozart, and Beethoven versus Gluck, Sacchini, and Piccinni, and subsequently Rossini, Bellini, and Donizetti. There were similar monuments honoring great composers: in 1828, the city of Liège went so far as to install the heart of André-Modeste Grétry at the center of the city’s market; and in 1901, Verdi’s body was moved to the crypt of the Casa di Riposo, where “Va, pensiero” from his Nabucco was conducted by Arturo Toscanini leading a chorus of 820 singers. Still, the most highly acclaimed opera composers—arguably Lully, Mozart, Rossini, Verdi, and Wagner–ended up with publics considerably larger than did Beethoven, Schumann, or Brahms in the nineteenth-century concert hall. Even though Beethoven was honored deeply in philosophical terms, in the last analysis the opera world marshaled a much larger and more diverse population of listeners than did concerts.

Still, concerts contributed to the formation of opera canons by extending the lifetime of popular pieces after the works themselves were no longer performed. In defining the concept of monumentalism, Alex Rehding shows that Wagner honored Gluck basically for the instrumental music given certain famous scenes (Rehding 2009, 121–122). The Conservatoire concerts did similarly with the music of Grétry, performing chiefly his orchestral interludes. Moreover, benefit concerts would feature selections from a wide array of canonic operas. In 1869, for example, Mme. Ronzi, a retired Parisian opera singer, offered a program at the Salle Herz which included pieces by Mozart, Rossini, Bellini, and Donizetti, adding to them selections by Verdi and Gounod (Weber 2008, Ill. 25). While operas by Gluck were offered in only a few cities between 1830 and 1900, concertgoers heard substantial excerpts from them and thereby associated the music with the classical music tradition rooted in such institutions.



Aspects of Canon in Popular Music


The canonic implications found in repertories of popular music are better treated through the thinking of Warburg than of Jauss, since written commentary was usually more limited or less sophisticated. Canonic status was indicated through generalized respect indicated with a variety of verbal gestures; even though the term classical might occur occasionally, a different set of terms were usually employed. Yet what defined canonic popular music was basically its survival, quite as Warburg argued. Survival nonetheless took a modern form, since that was the goal of publishing houses and a key topic of public discussion. More specifically, programs tended to open and close with the oldest pieces, especially if the composers were deceased.

There existed a close relationship between benefit concerts and the song palaces which grew up in every European country. In between stood what was in some countries called the promenade concert, where people sometimes walked and mingled, and where repertory was focused on the best-known songs and instrumental solos. Since such events were common in expensive spa towns, that illustrates the usual tendency for the most widely appreciated musical genres to cross class lines. Often held in large halls with moveable seats, promenade concerts might encourage people to move around more than was conventional in most major halls. Such mingling of supposedly light and serious genres had been common in the late eighteenth century, but had to be given a particular status when, during the 1830s, adherents of the idealistic agenda frowned upon such socializing. We can see that similar exceptions to that influence might occur in benefit concerts, as well. Thus did a Parisian concert include one of Beethoven’s early piano trios along with a widely known song by the extremely popular composer Édmund Lhuillier (Weber 2018).



The new kind of event which best deserves the title of popular music was the Parisian café-concerts, which began appearing in the mid-1840s and became one of the most important regions of musical life there by the mid-1850s. They almost always included a variety of old opera selections, some still in theatrical repertory but others remaining prominent just in such concerts. For example, in 1850, the Pavillon de l’Horloge on the Champs-Élysée opened with the overture to a piece by Boieldieu which was still produced, Les Voitures versées (1808), and ended with the overture to a piece no longer in performance, Henri Berton’s Le Délire, ou les Suites d’une Erreur (1799). The piece from the Parisian version of Carl Maria von Weber’s Der Freischütz (Robin des bois, 1824) appeared in various forms on stage. Performing history went far back for another example: a song from a vaudeville of 1808 called Monsieur et Madame Dénis, ou la Veille de la Saint-Jean, which was sung in the 1860s at the Grand Casino de Paris, located near the Place de la Bastille (Weber 2008, Ill. 23).

A leading exception to the limited intellectual scrutiny of popular music was the eagerness with which the French intelligentsia appreciated café-concerts. Numerous critics went out of their way to show their admiration for the most sophisticated singers and repertories. In 1867, a critic attributed aesthetic legitimacy to such venues by praising the lead singer Thérésa (Emma Valadon) as a latter-day Corneille:

Of which art do we speak in this context? Of the choreography, of the music, of the librettos, of the theatre design, of the statues within it? First we hear the coarse cries of Mlle Thérésa; then we encounter a Corneille-like tirade, artfully done.

(L’Eldorado, 1875, pp. 25–26)


Over time, such concerts tended to offer an increasing number of pieces by deceased composers, keeping some in use for quite some time. A promenade concert by a military band in Leipzig held in 1886 included pieces from three well-known works: the overture to Ferdinand Hérold’s Zampa (1831), a chorus from Verdi’s Die Lombarden (1843), and Otto Nicolai’s Die lustigen Weiber von Windsor (1849). A festival overture written in 1836 by Lortzing was offered on this program along with a piece dedicated to his memory, Fantasie: Ein immortellenkranz auf das Grab Lortzings (Stadtgeschichtliches Museum, Leipzig, Programme, 1878–1931).

Popular music took on a particularly independent and richly hewed history in London, a tendency which arose in part because the premier institutions for opera and classical music had resisted British composers so strictly. Thus were old popular songs given high canonic status in the London Ballad Concerts from the time it opened in 1867. Held at the 2000-seat St. James’s Hall, the events became one of the most sought-after series in town, featuring recently published pieces that were sung—and often composed by—the best-known British concert singers. That the series was organized by the powerful publishing firm Boosey & Hawkes also gave it strong professional luster. A program would offer about thirty ballads, duets, glees, and pieces for solo piano, usually divided into two acts. The old songs came from a variety of periods; some claimed to have originated in the seventeenth century, and as such they defined a strong cultural heritage in both historical and canonic terms. These pieces were given distinct respect, usually coming first or last, in some cases given notes in the program which pretended to scholarly authority. Such interest in old vocal music had a long history in Britain, dating back to the founding of the Academy of Ancient Music in 1726, the Madrigal Society in 1740, and the Catch Club in 1761 (Weber 1992, Cencer 2017).

The hit song began to take on canonic significance in each of these countries as the nineteenth century progressed. Thus Henry Bishop’s “Home, Sweet Home,” first performed in an English opera in 1823, was performed widely but was officially banned from the concerts of the Philharmonic Society. Likewise, around 1850, Édmund Lhuillier wrote a piece called “Les épouseux de Berry!” (“Oh, Those Fiancés over in Berry!”) which is still sung today. Many such songs were recorded from around 1910, as the market for popular music was stimulated by the recording industry. A similar quiet longevity can be seen in the practice by which in Britain pieces from what was called “English opera” from the eighteenth century—chiefly by Thomas Arne, William Shield, and Charles Dibdin—remained in concert programs right up into the twentieth century, when revivals were made of the operas themselves.



The Crisis of Contemporary Music


By the 1870s, a crisis had arisen for composers active in classical music concerts, since recent compositions were being relegated to a secondary status within concerts byorchestras, soloists, and string quartets. This problem must be considered within the history of canonic repertories, since it has been central to the classical music world ever since then, affecting many aspects of how the roles variously of canons and new music have been treated. Awareness that composers now faced a much-diminished market for their works stimulated an aggressive movement to promote their central place in concert life alongside programs where few pieces were less than thirty years old. The leaders of the movement began organizations devoted to promoting new music; as early as 1835 there appeared the Society for British Musicians, which by 1860 gave way to less formal such efforts (McVeigh 2000). Then in 1861, Franz Liszt founded the Allgemeine Deutsche Musikverein, and in 1870 Camille Saint-Saëns helped establish the Société Nationale de la Musique. All three organizations sponsored regular concerts focused almost entirely on fairly recent works, as had become rare since around 1850. For example, in 1877, the Tonkünstler-Versammlung (Composers’ Festival) given by Liszt’s organization offered pieces by five young men and Liszt himself (Deaville 1997).

By around 1900 there arose a deep suspicion toward new music among the public which was expressed in rather more categorical terms than had been the case around 1870. A recurrent theme in many parts of Europe was the warning that the public found new works an insufferable burden compared with the continuing refreshment of listening to the classics. The standard repertory in many areas of concert life had become so entrenched that almost anything unfamiliar was treated with suspicion. Listeners ceased to be attracted by a premiere at a concert; critics began making a sweeping denunciation of new music in and of itself. Most significantly, such criticism was aimed at pieces written in conservative just as much as in advanced styles. For example, a Leipzig magazine for amateur choral societies—whose music was rarely progressive—declared in 1913: “So you want even more modern music? Haven’t we had enough already? Isn’t it clear that as soon as a conductor brings on a new piece, the hall empties out immediately, and that is the best way to scare people off?” (Oehmichen 1913, 374). The situation of contemporary opera was particularly bleak in the press during early twentieth century. In 1910, a London newspaper bemoaned the fact that only “a small band of enthusiasts” was willing to pay to hear new operas other than those by Richard Strauss (The Referee, March 5, 1911, p. 5). An article published in Melos in 1932 reported on how few new pieces the country’s concerts and theaters had played even in the prewar period (Herzfeld 1932).

The intellectual framework which evolved around such efforts tended to be factional and crisis-oriented in its struggled for recognition. We have seen that a particular language by which to contest for canonic recognition has been couched, which blends politics, aesthetics, and eulogy. Looking back to the commentators we have discussed, we see the demand by François Fétis that higher learning be brought into music criticism, which seems more pertinent to the situation in 1900 than is the confident idealism of A. B. Marx or the naïve Romanticism of Leigh Hunt. As one commentator suggested in 1909, musical values that were “pleasant, graceful, elegant and eminently musicianly” had more or less disappeared, along with the sentimentality by which Hunt’s friends appreciated Pergolesi and Paisiello (Grew 1909). Little sense remained of union between canon and novelty; even though the New German School surrounding Liszt grew out of the idealism of 1830s, its spokesmen ended up opposing bitterly those, like Hanslick, who had redefined the classical music tradition with sharp-edged new critical tools.

Yet there also developed a vision of a musical avant-garde which gradually evolved in the course of the twentieth century. The very term and concept new music arose, helping composers assert themselves as a professional interest group but also seeking a new public. As one commentator put it, “given all these complaints that we can’t bring back the great classical period, we need to create our own” (Neue Zeitschrift für Musik, January 1, 1852, p. 3). The rallying of composers to the cause of new music emerged in close but not identical relationship with political movements focused on aggressive nationalistic movements, such as can be seen in Germany, France, and Britain. The movement for new music seems to have had some effect, since by the 1880s the proportion of pieces by living composers increased somewhat after declining precipitously for over a half century. The public prominence of many composers improved by the early twentieth century because many had found a solid institutional base as professors in the conservatories being established all over Europe—indeed, Fétis, Marx, and Hanslick also had academic positions. Voldemar Bargiel, for example, whose piano music is still admired today, studied at the Leipzig Conservatorium and then taught at the equivalent institution in Cologne.

The most positive effort to promote new music came in 1922, with the founding the International Society of Contemporary Music (ISCM) at the annual music festival in Salzburg. The ISCM evolved as a forum within which its adherents confronted the nature and future of their movement, albeit with bitter dispute along the way. Sarah Collins has shown the deep intellectual and factional divisions in the organization, brought about by the very nature of what it was trying to do (Collins 2019). Canon and novelty accordingly become polar opposites in modern musical culture; in some contexts programs are composed entirely of one or the other, even though careful compromises have increasingly been worked out to bridge the gap between them. During the twentieth century, concerts of the kind given by the ISCM were to expand into a much larger and influential force in musical culture. Even though the classical music public did not fully accept novelty as central to repertoire, composers such as Benjamin Britten, Olivier Messiaen, Karlheinz Stockhausen, and Philip Glass have been recognized as at the center of world musical culture. Thus did the twin frameworks of canon and contemporaneity emerge as contending cultures variously in opera, concerts, and popular music. We can apply Hans-Robert Jauss’s concept, the horizon of expectations, to the continuing stream of musical events which came about in the dynamic succession of new contexts, where contemporary music has taken on new aesthetic and social roles. The impact of the years 1900 through 1930 is still felt among us as we confront the unceasing sequence of experimental musical possibilities.
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Chapter 16


Landscape and Ecology


Daniel M. Grimley





Landscape was central to the Romantic imagination. Previously considered a merely decorative or ornamental art form, a passive backdrop to more stirring historical events or allegories, landscape’s status underwent a radical change at the end of the eighteenth century. For Johann Wolfgang Goethe, and later for Alexander von Humboldt, landscape became a basis for empirical observation and scientific investigation (Beebee 2002). It was only from an intensive study of local ecologies and environments, they maintained, that a proper understanding and appreciation of human civilization could be gained. For other nineteenth-century writers and artists, such as August Wilhelm Schlegel, landscape was a distinctive mode of aesthetic discourse, a means of mediating subjectivity and the external world. Here lies the key to music’s close interrelationship with landscape in Romantic thought: it is difficult to listen to many nineteenth-century works without invoking ideas of landscape, whether imagined or real. Nevertheless, comparatively little sustained attention has been paid to the ways in which music evokes landscape, or to why certain landscapes invited musical response. Part of the reason has been a historical reluctance to probe too deeply into the relationship between instrumental music and paratextual materials, to develop a fully interdisciplinary methodology for analyzing music and visual or literary imagery. But more significant perhaps has been an implicit scholarly disdain for landscape studies within music history, a feeling that the musical landscape is somehow beneath serious academic critical attention. This might be because of the deceptive ease with which landscape seemingly operates. As W. J. T. Mitchell writes, “landscape exerts a subtle power over people, eliciting a broad range of emotions and meanings that may be difficult to specify” (Mitchell [1991] 2002, vii). Landscape’s elusive indeterminacy is located both in its resistance to easy definition and in its affective range—its capacity, like music, to provoke a response or reflect a particular mood or state of mind without revealing its means of operation. Yet this is precisely why music and landscape were such a crucial part of nineteenth-century thought, and why landscape has remained such an urgent category for discussion. As Mitchell suggests, “whatever the power of landscape might be, and of its unfoldings into space and place, it is surely the medium in which we live, and move, and have our being, and where we are destined, ultimately to return” (xii). Landscape is among Romantic music’s most substantial and sustained legacies, a shadow that lingers in more contemporary music and environmental practice.

This chapter surveys a series of musical landscapes, from the Beethovenian pastoral to Frederick Delius’s colonial-era evocation of an exoticized American idyll, as a means of mapping nineteenth-century music’s obsession with the idea of landscape and place. Distance recurs repeatedly as a form of subjective presence and through paradoxical connections with proximity and intimacy. It is the sound of landscape heard from afar, the chapter concludes, that remains one of nineteenth-century music’s most intensive and problematic modes.



The Hollow Pastoral


There is a curious hollowness at the heart of Beethoven’s “Pastoral” Symphony (1808), a feeling of inwardness and ambivalence that pervades the work in spite of its outwardly radiant and affirmative character. This hollowness does not emerge so much in passages where the music’s otherwise sunny mood temporarily clouds over—for instance, in the fourth movement’s churning chromatic storm. Nor is it located exclusively at moments where it feels as though the music’s subjectivity is briefly suspended: the bird calls at the end of the second movement. The “Scene by the Brook,” which many scholars have found especially intrusive, might be the most obvious example, whether they are heard as the voice of divine revelation or as a disturbingly literal pictorialism (Wyn Jones 1995, Jander 1993, Knapp 2000). Rather, it is the outcome of the symphony’s very opening bars, the material from which so much of the work is subsequently derived (figure 16.1).



[image: display]
Figure 16.1 Beethoven, Symphony no. 6, “Pastoral,” op. 68, first movement: opening






The music begins with a deceptively easy gesture, a four-bar antecedent phrase that lands on a dominant caesura, implying growth and continuation. What follows is indeed a thematic expansion of this initial gesture, a motivic elaboration that promises balance and symmetrical resolution. Cadential closure, however, proves strangely elusive. The elision of the fourth phrase (beginning in m. 13) creates an anomalous three-bar unit that in turn initiates the most puzzling passage in the whole work: a ten-bar block in which the music seemingly gets stuck, trapped in an immersive ostinato loop on the dominant that revolves around a motivic fragment from the opening phrase. The ostinato grows in dynamic range (reaching forte in m. 20), before receding again, without ever reaching a stable tonic conclusion or point of thematic arrival. Even the return of the opening subject in m. 29 is unprepared, approached via melodic enjambement rather than more conventional cadential articulation. Bars 16–25 are left unresolved. They suggest a radically different state of mind or musical being, a potentially illimitable temporal and spatial aporia whose presence underlies much of the symphony’s subsequent development, and which underpins its evocation of the pastoral.1 At the core of Beethoven’s Arcadian vision therefore lies a blankness or emptying out, a feeling of decentering that blurs the music’s boundaries and the listener’s sense of self. And it is this hollowness that points to the music’s concern with landscape.

Beethoven’s contemporary listeners were clearly puzzled by the music’s ambiguity at a more basic generic level. An anonymous review in the Allgemeine Musikalische Zeitung, published two years after the work’s premiere at the Theater an der Wien in Vienna on December 22, 1808, noted that the symphony “is not a representation of spatial characteristics of the countryside, but much more a representation of emotions that we experience upon seeing things in the countryside” (Senner et al. 2001, 133). Beethoven himself struggled to articulate the symphony’s status clearly in his own mind as the composition developed. An annotation in one draft of the score describes the work as a “Sinfonia caracteristisca oder Erinnerungen an das Landleben” (Characteristic symphony or remembrances of country life). In other sources, it is described as a “Pastoral Sinfonie Worin die Empfindungen ausgedrückt sind welche der Genuß des Landes in Menschen hervorbringt” (Pastoral symphony, in which the feelings that the enjoyment of the countryside arouses in mankind are expressed); as a work “wobej einige Gefühle des Landlebens geschildert warden” (in which some sentiments of country life are portrayed); and “worin keine Malerej sondern die Empfindungen (ausgedrückt sind welche der Genuß des Landes in Menschen hervorbringt)” (within which not painting but rather the feelings [that the enjoyment of being in the country brings forth are expressed]) (Wyn Jones 1995, 42).



As later commentators argued, Beethoven’s “Pastoral” Symphony belongs in part to an earlier eighteenth-century generic tradition. Charles Rosen claims that the symphony “is still idealized landscape, a form of Classical pastoral; it does not describe a particular site; its stream, peasant dance, and thunderstorm are generalized.” The music, in other words, “does not aspire to the personal tone and the individual particularity of the contemporary lyric description or the topographical picture” (Rosen 1995, 132). Listening carefully to the opening of the symphony, and contemplating the idea of an “idealized landscape” to which Rosen refers in passing, however, points toward a more complex appreciation of the music’s relationship with landscape, consistent with nineteenth-century aesthetic concerns. Landscape in the opening bars of the “Pastoral” Symphony appears autonomous, self-contained, and unenclosed. It is marked by a profound difference from the music that surrounds it: it is dissonant. Elsewhere in the symphony, landscape is more obviously concerned with an act of mimesis, with the familiar idea of nature as spectacle or performance (the bird calls or the tempest). Here, the landscape appears more contained. It can be measured, trapped, managed (or destroyed): it is an observable phenomenon, subject to experiential perception. But elsewhere, paradigmatically in the symphony’s opening gesture, it is more immersive, a means of being-in-the-world. Landscape’s boundaries here have become permeable, porous, and transparent. Landscape in music can hence serve a pictorial or programmatic role: it narrativizes or sutures, creating an impression of continuity. But Beethoven’s landscape is also affective and emotive, even as it problematizes straightforward notions of nature and human agency. Landscape plays with the listener’s sense of scale, from the microscopic to the cosmic, and one of the most disturbing (and simultaneously enticing) qualities of mm. 10–25 is precisely the way in which they evoke an impression both of infinite distance and of intimate proximity. Far from the idealized quality to which Rosen ascribes the landscape in Beethoven’s symphony, therefore, its character is complex and unstable, and it is precisely in this ambiguity that its greatest value and importance can be found.

Images of landscape, as Beethoven’s symphony suggests, lay at the heart of much nineteenth-century musical thought. From sunlit pastures to frozen winter fields, mountain echoes, distant horn calls, and the sound of the wind moving among the pines, landscape was a vivid representational practice, a creative resource, and a privileged site for prospect, voyeurism, nostalgia, escape, and gothic horror. This points to the profound shift in aesthetic practice at the end of the eighteenth century. For William Wordsworth, whose interest in and influence on German Romantic writers was significant (Williams 2009), landscape was no longer simply a static visual spectacle but was also intrinsically musical, an environment saturated in, lived through, and animated by sound. Wordsworth’s poetry is frequently distinguished by its merging of different modes of sensory perception (Jacobus 2012, 81–82), such as the “soft eye-music of slow-waving boughs, / Powerful almost as vocal harmony” that slips through the ash trees in “Airey-Force Valley” (lines 14–15; Halmi 2014, 553), and the “bleak music of that old stone wall, / The noise of wood and water” (The Prelude [1799], I:364–365; Carlson 2016, 98): dual images of a distinctively northern pastoral that are consonant with some elements of Beethoven’s fantasy. Landscape here frequently suggests solace, “an eye made quiet by the power / Of harmony” (“Lines Written a Few Miles above Tintern Abbey,” lines 48–49; Halmi 2014, 67), and the abiding presence of a divine spirit, or “dark / Invisible workmanship,” that resolves the discordant imaginative mind, “framed even like the breath / And harmony of music” (The Prelude [1805], I:354–355; Halmi 2014, 176). But landscape could equally become hostile or indifferent, a hollow sounding board. A later passage from The Prelude, Book I, for example, suggests a more oblique experience of landscape that is simultaneously exhilarating and profoundly empty:


So through the darkness and the cold we flew

And not a voice was idle: with the din,

Meanwhile, the precipices rang aloud,

The leafless trees and every icy crag

Tinkled like iron, while the distant hills

Into the tumult sent an alien sound

Of melancholy, not unnoticed, while the stars,

Eastward, were sparkling clear and in the west

The orange sky of evening died away. (I: 468–476; Halmi 2014, 178)




There is little feeling of comfort or the familiar in such chilly images, but instead a chaotic collision of sounds, cries, and echoes signifying nothing beyond themselves. This is a vision (and mode of hearing) remote from any pastoral elegy, despite its sense of loss. Thus, Wordsworth’s feeling for sound in landscape could be ecstatic and/or catastrophic, changing register abruptly, like shifts of mood or weather patterns, between the picturesque and the sublime (McCusick 2000, Ottum and Reno 2016).

For other writers, the value of landscape lay less in its diverse representational character and more in its apparent tendency toward abstraction. As Alice Kuzniar explains, “for the Romantics, the ideal landscape painting would be the blank canvas, one that points to the absence of what it depicts” (Kuzniar 1988, 359). It was precisely the shift from the Kantian view of music as little more than pleasant sound, the essentially empty (nonlinguistic) arrangement of tones, to Friedrich Schiller’s notion of music as sounding form, the pure representation of feeling (rather than content) that suggested the strongest parallels with the Romantic idea of landscape. Kuzniar adds, “Schlegel wondered if landscape should be made the highest artistic genre because it idealizes Schein or, in other words, transforms the medium of perception into its object of depiction.” This explains the inwardness at the heart of the Romantic idea of landscape, a self-referentiality that refers not to the specific trees, rocks, or clouds of the external world, but which, rather, “calls attention to the means, conditions, and operations of its being” (364) in a way that corresponds with the attentiveness and self-enclosure of the listening subject. Thus, Schiller could maintain that:

Once the composer and the landscape painter penetrate the secret laws which govern the inner movements of the human heart, and study the analogy that can be found between these emotions and certain external appearances, they will be transformed from common nature pictures into true soul painters.


(Rosen 1995, 127–128)2


For Schiller, both music and landscape painting were a form of emotional topography, shaped and contoured by the fleeting, transient moods of the human spirit. This was a highly influential thesis. At the opposite end of the Romantic era, for instance, the Swedish artist and critic Richard Bergh could still insist that “our century’s hazy spiritual moods … have found in music and landscape painting precisely that intangible, indeterminate expression they demand in order to become alive and perceptible to our consciousness,” and add that “the means of expression in all the other arts are too particular, they specify their content with too much precision” (Bergh 1918, 127).3 Music and landscape for the Romantics hence shared a common epistemology, based both on their affective agency (their ability to evoke powerful moods or emotional states) and, paradoxically, on their resistance to representation. Their attractiveness, for the Romantic imagination, lay precisely in their ability to suggest nothing at all.

This radical epistemological turn provides a way of reassessing the implications of the opening bars of the “Pastoral” Symphony. The glitch created by the loop in mm. 16–25 becomes the Allegro’s principal structural problem: the dissonance that the remainder of the movement seeks to resolve. The exposition, for example, is characterized by a steady process of accumulation and actualization rather than by a more discursive process of tonal modulation or motivic working out. As the anonymous commentator for the Allgmeine musikalische Zeitung observed, the second subject oscillates continuously between V7 and I, and its highly repetitive, associative syntax leads to an expansive assertion of the dominant (mm. 93ff), followed by a closing theme at m. 115 that suggests the same tendency toward circularity and repetition evident in mm. 16–25 (Senner et al. 2001, 134): the codetta closes with a fading ostinato pattern (from m. 127) whose rhythmic layering explicitly recalls that of the earlier loop. Clear cadential articulation, evaded in the movement’s opening bars, is once again blurred or elided. Instead, this ostinato texture provides the platform for the development, beginning with the same subdominant inflection that had pervaded much of the preceding music.

Writing of this passage principally in terms of its timbral character (referring to its broad sound sheets, or Klangfläche—harmonically static blocks of writing animated by intensive foreground rhythmic activity), rather than as representation, Carl Dahlhaus argues that the music “conveys a landscape because it is exempted both from the principle of teleological progression and from the rule of musical texture which nineteenth-century theorists referred to, by no means simply metaphorically, as ‘thematic-motivic manipulation,’ taking Beethoven’s development sections as their locus classicus.” Hence, the music gains its affective force not from any illustrative or descriptive quality, nor from its motivic unfolding, but from the feeling of suspension, the “‘definite negation’ of the character of musical form as progress” (Dahlhaus 1989, 307).4 It is precisely this feeling of inertia, in other words, that generates the movement’s large-scale structural tension, its tendency toward diffusion or dissipation rather than concentration or intensification. This problem is exemplified by the start of recapitulation (m. 279), where the dominant caesura that recalls the movement’s opening phrase (m. 4) is now expanded to become a miniature cadenza for the first violins (mm. 282–288). What had been a crucial moment of re-energization—the arrival of the reprise—in many of Beethoven’s earlier symphonic movements here becomes potentially an even greater point of stasis and immobility (the trill in mm. 282–284 effectively suspends any impression of forward motion). Nor are such tensions adequately addressed in the coda: the movement’s climax (from m. 448) is an apotheosis of the opening loop, based on the exposition’s closing theme, followed by a descent that promises resolution and yet swiftly becomes harmonically blurred. When closure is attained for a final time (in mm. 475–476), the cadence is disconcertingly prosaic. The movement’s final bars serve as little more than a frame, echoed much later by the wistful coda at the end of the symphony’s concluding Allegretto. The work’s principal structural tensions are left open. That feeling of hollowness and ambiguity that had underpinned its opening gesture—the idea of landscape as a quiet, persistent dissonance—remains its lingering impression, its constitutive ground.

For Dahlhaus and earlier nineteenth-century writers (such as Robert Schumann), such gestures point toward an idea of landscape as idyll and place of refuge (Wyn Jones 1995, 82). But the Romantic conception of landscape was rarely so stable or unequivocal, and the feeling of stasis created by the Klangfläche is deceptive. Notions of immersion, and of the Romantic listener as privileged subject, with which such evocations of landscape were invariably associated, could never be ideologically or politically neutral. As Raymond Williams observed, the transformation in nineteenth-century aesthetics took place alongside radical social and cultural changes, especially during the process of large-scale industrialization, that had a profound impact on the way in which landscape was experienced, managed, and understood. Rural landscape became commodified: an increasingly popular leisure resource for a middle-class urban elite, as well as a continuing locus of political power and authority for a landowning aristocracy. Williams hence contrasts the elevated, sublime image of landscape promulgated by writers such as Wordsworth with the more quotidian idea of a working country captured in the poetry of John Clare:

The plough that disturbs this nature connects with the hardest emotions of maturity: dispossession, the ache of labour, the coldness of the available world: a complex of feeling and imagery in the experience of this man and of everyone; of each personal generation and of this generation in history. 
(Williams [1973] 2016, 202)


Landscape here, for Williams, is anything but abstract or opaque. Rather, it is a site of memory (and, more pointedly, of erasure): the material trace of a working life or pattern of habitation that reveals its own hierarchies, asymmetries, and struggles. And in articulating this idea of landscape as process, subject to the operations of capital and class, Williams draws a parallel between the worked earth and the worked text. “What is then achieved, against this experience of pain,” he suggests, “is a way of feeling which is also a way of writing: a language that is ever green” (202). Landscape in this context becomes a form of inscription and resistance (on all sides of the political divide).

Williams was writing with a highly localized and specific landscape in mind: that of the British countryside or, more particularly, of the English–Welsh border. But many of the political and ecological implications of his interpretation, especially his insistence that “a working country is hardly ever a landscape” (172), might apply equally forcefully to the environment with which Beethoven was familiar. Few writers, however, have asked what Beethoven might actually have experienced upon his walking trips into the countryside outside Vienna in the months and years before he began sketching the symphony, or in what ways changes in agricultural policy or ownership might have impacted upon both the city and the landscape around him. Fridolin Krausmann’s work, building on the Imperial survey of Franciscan cadastre (the local monastic system of land ownership and management) undertaken across Habsburg Austria in 1817–1856, for instance, notes the relatively slow process of industrialization (especially in comparison with other parts of Western Europe) across the upper Danube Valley, and details the cultivation systems upon which the agricultural economy relied. Key activities included forestry and charcoal production, grazing, viticulture, and arable land (still dominated by the three-field rotation system that had been in operation since the early eighteenth century) (Krausmann 2008, 17).5 The Danube remained a primary transport artery and communications corridor, and was subject to increasing rates of land reclamation, drainage, and water management. An ecocritical reading of Beethoven’s work struggles to trace precise ways in which such intensive patterns of land usage might be identified in his music. But that is potentially to miss both the contingent status of representation in early nineteenth-century instrumental music and the deceptive “second nature” upon which Romantic notions of landscape relied. As Stephen Daniels has observed, landscape “obscures not only the forces and relations of production but also more plebian, less pictorial, experiences of nature.” Yet this is precisely the basis for its allure, Daniels explains. Its dialectical quality points toward “an ambiguous synthesis whose redemptive and manipulative aspects cannot finally be disentangled, which can neither be completely reified as an authentic object in the world nor thoroughly dissolved as an ideological mirage” (Daniels [1989] 2002, 206). The Romantic landscape is hence marked by a threefold sense of distance: the distance that indicates remoteness and detachment (from which the landscape can be prospected, observed or perceived); the distance (and simultaneously proximity) that produces blankness or abstraction; and, finally, the distance that suggests oversight or omission—the laborers who are not seen, the working country that is unheard, and the voice that remains silent.



Ghost Country


It is partly for these reasons that Daniels resists attempts to define landscape, “to resolve its contradictions.” Instead, he urges us to “abide in its duplicity” (Daniels [1989] 2002, 217). Indeed, alongside the threefold notion of distance summarized here, the Romantic idea of landscape relies upon a double valence: its material and immaterial qualities (earth and spirit), and its revelatory and opaque character (sunlit and shadowed). In Beethoven’s music, this doubleness is captured in the essential hollowness of the “Pastoral.” For Schubert, it is embodied rather in the gaunt, ambivalent presence of the wanderer who stalks through much of his work. Schubert’s songs, paradigmatically those of his song cycles Die schöne Müllerin and Winterreise, are frequently characterized by a revenant feeling, of the Unheimlich or uncanny. The figure of the Doppelgänger, the subject of one of his most famous Lieder, is the mysterious agent of the unexpected return, of the idea of landscape (both rural and urban) as involuntary memory. The identity of the wanderer is rarely, if ever, revealed. More important is the sense in which the landscape itself becomes haunted, populated by hidden shapes and muttering voices. At times, this landscape remains veiled and enigmatic, the wintry twilight domain of fairytale and the ghost story. At other times, however, it can assume a more storm-blown and spectacular quality, as in a well-known passage from Wordsworth’s Prelude, where the poet-narrator recalls his first crossing of the Alps:


… The immeasurable height

Of woods decaying, never to be decayed,

The stationary blasts of water-falls,

And every where along the hollow rent

Winds thwarted winds, bewildered and forlorn,

The torrents shooting from the clear blue sky,

The rocks that muttered close upon our ears,

Black drizzling that spake by the way-side

As if a voice were in them (VI: 556–564; Halmi 2014, 254)




Recent studies have drawn attention to the new temporality that shapes such images: the disconcerting awareness of history’s embeddedness within the present, and of the inevitable mutability of landscape as it changes across both the seasonal cycle and through geological time (Taylor 2016a, 130–171). “In the Romantic landscape of Thomas Girtin, Turner, and Constable,” Rosen suggests, “the past is even now with us, in fragments, eroding, still decaying, and transforming itself into life” (Rosen 1995, 156). It is this multiple scale, “long-range time and the fleeting sensation of the moment,” Rosen argues, that explains landscape’s sudden prominence in late eighteenth-century and early nineteenth-century aesthetics, and which also counts for the emergence of the song cycle as one of its leading genres. Writing of Die schöne Müllerin, Rosen comments that “the time of this song cycle is that of the Romantic landscape: not the successive events of narrative but a succession of images, of lyrical reflections which reveal the traces of past and future within the present” (181). For the Romantics, music thus captures landscape’s peculiarly contradictory state of being-in-the-world, its simultaneous feeling of time passing and of the world standing still, of presence and instantiation and of dissolution and loss.

Evocations of lyric time and the spectral are not limited to Schubert’s vocal works (Fisk 2001, Mak 2006). Rather, they constitute a distinctive formal and expressive dynamic in his instrumental music, a way of thinking about musical space and register, and not simply a rhetorical device or mode of representation. This is partly what drew Theodor W. Adorno to the idea of landscape in Schubert’s music in his 1928 anniversary essay on the composer. “Schubert’s forms are forms of invocation, of what has already appeared,” Adorno wrote, “it is not an invention in need of a formal process of destiny” (quoted in Burnham 2005, 31–32). The subject of Adorno’s analysis is the Quartet in G major, D. 887, but an equally striking instance can be found in the closely contemporary Piano Sonata, D. 845 (1825): a piece whose opening two movements suggest an obsession with the figure of the wanderer as both aesthetic trope and formal protocol. The first movement is a moderately paced march, whose opening bars already suggest a curious hesitancy or uncertainty (especially given the placement of the ritardando in m. 3, which threatens to bring the movement to a halt even before it has begun). This feeling of caution is evident both in local events and at the larger-scale level of the exposition’s tonal trajectory. The primary subject group, for instance, begins to veer off into the Neapolitan (mm. 21–23), deflected by the early intrusion of a single chromatic pitch (e♭), before the start of the transition forcibly reasserts the tonic, bringing a renewed sense of purpose or direction. The second subject (m. 40), based on transition material, at first seems more confident, but the return of earlier Neapolitan elements again disrupts the sense of progression, resulting in an aporia (m. 62)6 and a shocking return of the primary subject in the mediant minor (fee figure 16.2). This is the most disturbing gesture thus far: the undesired return of the opening theme in the wrong mode.7 The codetta brings little sense of resolution. Although the second subject picks up again at the point where it had left off (m. 77), the recurrence of the primary subject’s opening unison motto is both a preparation for the exposition repeat and an insistent reminder of the movement’s destabilizing potential, its tendency to move in circles or to pursue blind alleys and redundant leads.



[image: display]
Figure 16.2 Schubert, Sonata in A Minor, D. 845, first movement: mm. 51–71






The figure of the wanderer evoked by this music also suggests the act of walking: perhaps the most essentially Romantic mode of engagement with landscape. As Tim Ingold and Jo Lee Vergunst have noted, walking is not simply a form of transportation, a means of getting from one place to another, but also an embodied practice, a cultural move that relies upon the careful synchronization of “timings, rhythms, and inflections” (Ingold and Vergunst [2008] 2016, 1). Tracking Schubert’s meandering course in the opening movement of D. 845 suggests a similar process: the diversionary route or excursus as a state of mind (Clark 2011, 87–88). Yet there is still a sense of uneasiness involved in such pathfinding. In Schubert’s landscape, it is all too easy to become lost. Scott Burnham notes, following Adorno, that “a Schubertian theme is an apparition, an Erscheinung, a characteristic truth; it is not an invention in need of a formal process of destiny” (Burnham 2005, 32). To a far greater extent than in Beethoven’s “Pastoral” Symphony, Schubert’s landscape unfolds without being bound or determined by a sense of goal or arrival. It demands a very different subject position or feeling of presence, an alternative order of reference. This is apparent from the very start of the development: the opening head-motif has little sense of harmonic grounding until it lands on the Lieder-like statement of the primary theme on the subdominant, a texture that anticipates the tonality and melodic profile of the opening song, “Gute Nacht,” from Schubert’s Winterreise, D. 911, composed a couple of years after the sonata—the beginning of another bleakly existential journey that evokes homelessness and dispossession. In the sonata, the walking-song gesture initiates a fantasy-like transition, moving first through F minor and then (momentarily) D flat, exiting via a liquidating passage on the dominant of F sharp minor—the relative minor of the tonic major. It is seemingly another lacuna, but the sequence that follows is one of Schubert’s most breathtaking formal and expressive gestures (see figure 16.3): a false reprise that in fact conceals the real tonic return (m. 152), approached via a French sixth and half-cadence. Even after intensive and sustained study, it is difficult to tell exactly how the sonata has reached this point: the wanderer’s tracks seemingly vanish into the snow.
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Figure 16.3 Schubert, Sonata in A Minor, D. 845, first movement: mm. 140–155






In some senses, this hidden return is entirely consonant with the movement’s prevailing syntax. Throughout the Moderato, what normatively serves as reassuring—here, the reattainment of the tonic—is frequently rendered disconcerting and unfamiliar, just as the wanderer in “Gute Nacht” finds his hometown suddenly hostile and unwelcoming. Nicholas Marston makes a parallel point about a similar moment of ambivalent return in the opening movement of a later sonata, D. 960. “Far from representing the (partial) integration of the outsider with the insider,” he argues, the reprise suggests the opposite:

The possibility that the condition of outsider might be constructed positively rather than negatively; that the peripheral, the deviant, might challenge and win out over the normative; indeed, that the normative might actively aspire to and attain that other realm, however provisionally. 
(Marston 2000, 265)




The first movement of D. 845 offers another experience of landscape: not as a site of transformation or inversion but, rather, from the perspective of the nomad or the exile. It becomes a nightmare of fugitive visions and enforced migration. Indeed, the Moderato’s resistance to achieving any lasting synthesis or resolution is exemplified by the remainder of the reprise and the movement’s close. The brief modal brightening at the return of the second subject (m. 200) is short-lived, and the music repeatedly evades structural closure, encountering instead a bewildering chain of half-cadences, deviations, and harmonic non sequiturs. In response, the coda becomes almost completely preoccupied by the problematic e♭ pitch elements from the exposition (see especially m. 270), which, despite the obsessively insistent cadential articulation of the very final bars, feels never entirely vanquished or resolved. There is no firm ground on which resolution could be achieved, the movement appears to suggest, there is only a continual restlessness and repetition—an endless return that brings little comfort or release.

Adorno’s analysis of Schubert’s music ultimately proposes a different sense of shape or topology from that conventionally associated with musical evocations of nature and the picturesque. There is little depth or focus, nor a strongly linear spatiality. Rather, he suggests, the impression is simultaneously suffocating and vertiginous, a spiraling design where:

The ex-centric construction of that landscape, in which every point is equally close to the center, reveals itself to the wanderer walking round it with no actual progress … the first step is as close to death as the last, and the scattered features of the landscape are scanned in rotation by the wanderer, who cannot let go of them.

(Burnham 2005, 36)


Burnham, in turn, reads Adorno’s account as pointing toward “a nascent existential consciousness, one that recognizes subjectivity as all there is, one that recognizes subjectivity as the ultimate imaginary landscape—and also as the only knowable truth” (36–37). This act of self-revelation emerges not only in the final bars of the Moderato but also in the course of the following movement. Like its predecessor, the Andante is a walking song (despite the triple meter): a skillfully choreographed set of variations that, for the most part, traverses sunnier, more optimistic terrain. The mood darkens in the third variation, via the re-introduction of the Moderato’s e♭ elements. This chromaticism is deflected in the florid fourth variation into the flat submediant (A♭), but lingers even after the movement has returned to the tonic, in variation 5. The texture here is saturated by the sound of distant horns, a conventional symbol of farewell and remembrance. The feeling of departure is intensified by the persistent modal mixture, which serves as an echo effect (a final legacy of those dissonant e♭s). But the diatonicism of the closing bars surely offers only an illusory sense of resolution, a temporary point of rest, and the final cadence signals its own emptiness. Unheard, elsewhere, it feels as though the wanderer turns again, and the movement simply begins once more.



Taking the Tour


The essential experience of landscape offered by Beethoven’s “Pastoral” Symphony and Schubert’s Sonata in A minor is an inner emptiness, a subjective gap. This points to an apparent contradiction in nineteenth-century musical aesthetics between music’s richly associative potential and its resistance to fixed modes of representation, its ability to evoke a sense of passing time or place, and its apparent blankness or abstraction. Landscape, similarly, can be understood as an empty frame, a scenic configuration (whose subject frequently remains obscure), and as a phenomenology or means of being-in-the-world. Running parallel with such aesthetic debates, however, was a more prosaic material concern: the rapid commodification of landscape, and its increasing availability for leisure use and consumption by a growing generation of middle-class tourists (Buzard 1993). The Romantic preoccupation with the wild and sublime emerged alongside the development of new transport infrastructures, preeminently steamship routes and railways, which offered substantial opportunities for economic development but which also led to significant cultural and environmental challenges, particularly in areas that had hitherto been remote from major urban centers of population (Urry and Larsen, [1990] 2011). Music’s role in such processes is complex, mythologizing the image of landscape as an untouched site of idyllic charm or stirring historical fiction, a nature space attractively laid out for the tired urban-dweller’s edification and enjoyment, while obscuring the means of production (industrial and commercial) upon which such constructions relied. Or music might equally become part of a more quotidian experience of landscape, the fleeting routines of departure and arrival, and the daily patterns of urban life, social hierarchy, and civic community.

Even works that have since become paradigmatic exemplars of musical landscape cannot fully resolve these tensions. Mendelssohn’s “Hebrides” Overture (1832) is a particularly significant case. Composed three years after the composer’s visit to the Western Highlands in 1829, few pieces have been so closely associated with a particular place or have had such a formative effect upon later musical evocations of landscape and nature. The overture’s opening bars, for example, are invariably heard as a musical postcard or souvenir. As Benedict Taylor suggests, “scarcely another work has such an unerring capacity to suggest the delicate nuances of changing colour and flecks of light, the ceaseless rolling of the ocean breakers and wild freedom of the sea” (Taylor 2016b, 187–188). Similarly, Thomas Grey writes of “the utterly original, evocative soundscape that opens the Hebrides Overture—with its masterful evocations of wind and wave, light and shade, and its play of subtly patterned textures” (Grey 1997, 69–70). Far from capturing a uniquely individual response to such sites, however, Mendelssohn’s voyage to the Inner Hebrides followed a well-beaten tourist trail. Scotland’s attractiveness as a destination had been advanced in literary terms by the popularity of James Macpherson’s Ossian poetry, the verse of Robert Burns, and the immense commercial success of Walter Scott’s work, especially the first volumes of his Minstrelsy of the Scottish Border (1802) and his Waverley novels (1818 onwards). George IV’s state visit to Edinburgh in 1822 added heavyweight social and political prestige to the promotion of Scottish tourism in the years immediately preceding Mendelssohn’s visit. Numerous books and pamphlets, such as Lumsden’s Steam-boat Companion; and Stranger’s Guide to Western Islands and Highlands of Scotland (1828) or Thomson’s Traveller’s Guide Through Scotland, and Its Islands (1829), catered for the cultural tourist and provided detailed itineraries and logistical information for visitors in the Highlands, especially following the completion of the Crinan Canal in 1801. In other words, the aesthetic terms of reference that shaped and coloured Mendelssohn’s experience of Scotland were already in place before the composer even crossed the border (McCrone et al. 1995).

The realities of rural life in the Argyll region through which Mendelssohn passed were much harsher. The rate of Highland clearances sharply increased after the end of the Napoleonic Wars in the first half of the century, and tenure rights for crofters were not secured until the 1886 Crofters Holdings Act, passed by William Gladstone’s Liberal government (Richards 1983, Gouriévidis 2010). At the same time, much of the basis for the local Hebridean economy (based on kelp production, fishing, and sheep and cattle farming) became subject to sharp variations in market value: contingencies that prompted large-scale migration from the West Coast to North America, Australia and New Zealand. Tourism was therefore an increasingly important and sustainable source of income for the West Highlands. As Jo Hicks has observed, the elevated tone of Mendelssohn’s visit to Staffa was prominent also in the local travel literature, and hence familiar to visitors before they undertook the voyage across the sound from Mull (Hicks 2015). The Stirling and Kenney guide, for example, extolled the natural beauties of Fingal’s Cave in their description of the island:

The original Gaelic name is Uaimh Binn, “The Musical Cave,” a name derived from the echo of the waves. The wonders of this place cannot be thoroughly seen unless it be entered by a boat, by which it is accessible generally in all states of the tide. The entrance to the cave, which is about sixty-six feet high, and forty-two feet wide, resembles a Gothic arch. The stupendous columns that bound the interior sides of the cave are perpendicular, and being frequently broken and grouped in a variety of ways, a very picturesque effect is produced. 
(Anon. [1825] 1834, 297)


Such accounts meld a number of Romantic preoccupations: the Wordsworthian impression of the cave’s striking acoustic properties, the unusual geological formation of the basalt columns, and the architectural structure of the cavern itself, turning the mind toward images of sunken cathedrals and the gothic revival. Mendelssohn’s overture was in that sense part of a process of heritage curation, the elevation of a particular site for touristic attention and enjoyment, and also of authentication: the promotion of the Scottish landscape as a source of the Romantic sublime. In this context, its wild beauty must almost have begun to seem disconcertingly conventional and routine.

Hearing the “Hebrides” Overture as little more than the by-product of an emergent tourist industry, however, fails to account either for the work’s effectiveness in performance or for its profound and longstanding influence on later nineteenth-century musical evocations of landscape. More worthy of attention is Mendelssohn’s innovative approach to aspects of musical form and texture, the way in which the work builds on existing gestures conventionally associated with landscape but achieves a remarkably heightened intensity. In part, this is the result of the work’s proportions. A relatively spacious exposition and development are followed by an abruptly abbreviated reprise, with a poignantly drawn-out return of the lyrical second subject group in the tonic major (see figure 16.4). This moment of thematic return, with its affective writing for paired clarinets, is one of Mendelssohn’s most strikingly evocative gestures: a nostalgic backward glance rocking gently to and fro that never achieves harmonic resolution but instead initiates an extended secondary development section or expanded Transition zone (from m. 217) which results in rapid textural accumulation. Any sense of lingering retrospection is blown away as the work achieves structural closure in m. 260 with a return of the storm music that had rattled through the second half of the development. The final cadence is drastically foreshortened, a parting glimpse of the primary subject in counterpart with the arpeggiated head-motif of the secondary theme in the flute. The vision fades, and the work finishes amid a rapidly descending gloom, the deadening effect of the string pizzicato extinguishing any sense of light.



[image: display]
Figure 16.4 Mendelssohn, Overture “The Hebrides,” op. 26: mm. 202–216






The power of these closing gestures as landscape music is directly linked to the way in which the Overture opens. The opening eight bars serve as an introduction or preface that contain, in nascent form, the majority of the motivic elements upon which the rest of the work will subsequently be based. At the same time, they also serve as a dawn sequence or threshold that immediately sets the work apart from its surroundings and insists on its feeling of separateness and self-containment (see figure 16.5). Mendelssohn’s handling of the orchestral texture is especially significant. The undulating string figuration has a proto-thematic quality; as Grey suggests, “one reason, perhaps, that the opening of the Hebrides is so immediately recognizable as ‘landscape’ has to do with the absence of any distinctly melodic material” (Grey 1997, 70). Instead, the listener’s attention is caught by the slow timbral brightening in the woodwind, suggesting the growing luminosity of the sky and water at first light or the gradual awakening of a distant memory or recollection. Taylor notes, “there is no solid bedrock to Mendelssohn’s orchestra here. Only the ‘horizon’ formed by the upper pedal is sustained the whole way across the visual field” (Taylor 2016b, 197). Like similar passages in Beethoven’s “Pastoral” Symphony, upon which it is clearly modeled, the opening of Mendelssohn’s Overture evokes landscape by playing with perceptions of depth and spatial orientation, the apparent emptiness of the texture evoking open space and remoteness just as the scenic object of the listener’s imagination seemingly draws increasingly close. The only elements that indicate potential change are the carefully placed hairpins in mm. 7–8 and the accompanying timpani roll, which suggests a deep undertow or swelling movement of the tide.
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Figure 16.5 Mendelssohn, Overture “The Hebrides,” op. 26: opening






The efficacy of such nature passages in nineteenth-century music, Julian Johnson writes, relies upon “a globally static but internally active play … which avoids the linear goal-directed discourse of the musical language with which these moments are often surrounded.” It is this apparent impression of self-generation, the simultaneous “acceleration and retardation of musical time,” Johnson suggests, that momentarily suspends the listener’s sense of agency. “It makes no separation between musical identity and process (i.e., between motif and structure) and thus is not bound up with a discursive activity of the subject” (Johnson 1999, 232). If this is true of much of the primary subject zone in Mendelssohn’s Overture, the first entry of the second theme (m. 47) indeed has a subjectivizing effect, like that of the Rückenfigur in Romantic painting with which it is compared by Grey. But a more radical hearing of this opening gesture might be gained by adopting Tim Ingold’s notion of the weather-world: the open space, of elements and natural forces, in which he suggests the perceiving subject is immersed. Ingold writes after walking on a beach on Scotland’s east coast, the other side of the country from the Hebrides, facing the North Sea (rather than the Atlantic), that “to feel the wind is not to make external, tactile contact with our surroundings but to mingle with them” (Ingold 2007, 19). Responding critically to this immersive experience is not to argue for passive absorption but, rather, to try and capture a feeling of dynamic process. Hence, for Ingold, landscape is populated not by inert objects but, rather, by a more complex interplay of agencies: “it is not a matter of putting life into things but of restoring those things to the movements that gave rise to them,” Ingold argues. “It is not that they have agency; they are agency. The wind … is its blowing, not a thing that blows” (31). Landscape, for Ingold, becomes an interface, a category that might readily have appealed to nineteenth-century writers such as Wordsworth and Coleridge. It is a zone of mixing and interference, or a “binding of medium and substance.” This might also offer a more rewarding way of approaching the opening of Mendelssohn’s Overture. Over and above its appropriation and commodification of Scotland’s cultural and natural resources, the Overture could be heard as an ecologically grounded allegory of the listener’s active participation in shaping their environment, in “weaving the texture of the land” (33). In other words, the effectiveness of the opening of “The Hebrides” relies not on a sense of separation, the distinction between subject and object but, rather, in its insistence that such binary divisions are always actively blurred. Like the shifting patterns of the weather, the seascapes and storm-blasted cliffs of Mendelssohn’s Overture unveil a landscape in constant motion, where the Romantic creative imagination gains its greatest range and release.



In Foreign Climes


Listening attentively to Mendelssohn’s “Hebrides” Overture reinforces the threefold distance at the centre of the Romantic notion of landscape: remoteness, abstraction, and absence (or omission). But it also suggests a fourth category of distance, which became increasingly prevalent as the century progressed: that of the foreign or exotic. Images of alluringly immersive landscapes abound in late nineteenth-century opera, songs, and orchestral works. The quality of remoteness in such evocations is critical to their effect, distancing the listener, or elevating the privileged position of the listening subject, so that the landscape is experienced dispassionately, as if from afar. Here, landscape frequently forms part of an explicitly colonializing process, based on deterministic hierarchies of class and subjugation. As Mike Crang notes, “‘Landscape’ … along with ‘nature,’ ‘nation’ and ‘culture’ is integral to an ongoing ‘hidden’ discourse, underwriting the legitimacy of those who exercise power in society” (Crang 1998, 307). For much of the nineteenth century, such questions of legitimacy were allied to the forcible expansion of a colonial vision that treated landscape as a means of extending and reinforcing Western European dominance (through cultural and aesthetic as well as more violent means). Landscape implied cultivation, civilization, order, and control (often at considerable ecological expense). The politics of landscape hence concerned both territory and governance, creating problems of ownership, occupation, and authority that continue to cast a baleful shadow well into the twenty-first century. The surveying projects of nineteenth-century colonial expeditions in western North America, Africa, Australasia, and the Middle East were the most explicit examples of such imperializing modes of thought. As James R. Ryan explains,

Landscape, as produced by these expeditions, was framed in various ways by the cultural and material value projected onto the environments being explored by the explorers. Furthermore, in the process of visually mapping landscapes these expeditionary practices were simultaneously globalizing a particular landscape vision. Indeed, the very idea of empire in part depended on an idea of landscape, as both controlled space and the means of representing such control, on a global scale.

(Ryan 1995, 74)




Music was arguably no less critical in such processes than other forms of representation. As Edward Said famously observed, the reproduction of foreign landscapes on the European stage was simultaneously a means of domesticating the exotic, rendering it consumable for a local audience, and also a way of fetishizing difference, essentializing notions of cultural and political superiority (Said 1993). Music intensified landscape’s deceptive second nature, its seemingly passive assertion of a highly privileged and asymmetrical worldview. In this context, music’s apparent hollowness or emptiness became an opportunity: a space for the projection and expansion of a colonial fantasy grounded in deeply problematic conceptions of race, class, and gender.

For Frederick Delius, the attraction of landscape and the exotic became almost obsessive.8 Delius was born in Bradford, West Yorkshire, in 1862: his parents were first-generation German immigrants, who had moved to northern England with the rapidly expanding textile industry in the 1840s and whose presence significantly contributed to the city’s musical life. Delius was expected to join the family business rather than pursue a professional musical career. After finishing school, he was sent to Florida to manage a citrus plantation leased by his father, forty miles south of Jacksonville on the St. Johns River. Delius left Liverpool for the United States on March 2, 1884, and stayed for less than eighteen months, traveling back up the East Coast via Virginia and Long Island before returning to England on June 12, 1886 (Carley 1983, 1–6). With his father’s reluctant consent, Delius enrolled at the Leipzig Conservatoire, the institution founded by Mendelssohn, in August, graduating two years later. Although he only returned to the United States once, in 1897, America is frequently cited as having had a transformative effect upon Delius’s work. Detailed attempts have been made to trace the influence of African-American musical vernacular practices upon his compositional style, and Delius’s time in the South inspired a series of “American” works, including the Florida Suite for orchestra (1887); two operas (The Magic Fountain and Koanga, 1894–95 and 1895–97, respectively), and a set of orchestral variations “on an old slave song,” Appalachia (1904).

No authorial sources survive from Delius’s first trip to Florida in the mid-1880s. However, a much later document, his preface to the 1927 German edition of James Weldon Johnson’s Autobiography of an Ex-Coloured Man, does offer a vivid impression of his days on the plantation:

When in the evening twilight I would sit out on my verandah, the sound of the singing of the Negroes would reach me from the distance. It seemed wonderful amid such glorious nature. Before me stretched the infinite [unendliche] breadth of the St Johns river and around me the ancient forest [Urwald] with its indescribably strange calls of buzzing insects, of frogs and night birds.

 Although I had grown up with classical music, a whole new world now opened before me. I felt this Negro music to be something completely new. It was natural and at the same time deeply felt. I sensed the Negroes were far more musical than any people I had hitherto met. Their music seemed unaffected and uncultivated [ungekünstelt und unerlernt], the expression of the soul of a people who had suffered much. It was almost always sad, almost always religious, and always suffused with personal experience and human warmth. 
(quoted in Driggers 1999, 26)




In this staging of the Florida landscape as a privileged site of the European Romantic sublime, from the symbolically raised position of the veranda, Delius becomes entangled in familiar myth-making accounts of artistic reverie. A curious threshold for Johnson’s text, it presents a potpourri of essentialized positions: the elevation of the European artist in glorious isolation; the “naturalism” and “originality” of African-American music; the ancient forest world encircling the plantation; the exotically foreign sound of its surroundings; authenticating accounts of the soulful expression of human suffering and companionship; and the fertilizing quality of such acoustic immersion.

Delius’s image of an Arcadian site of natural wonder perpetuates a well-worn colonial fiction, of untouched lands that passively present themselves accommodatingly for the European gaze. This not only misconfigures his social and financial investment in northeast Florida but also flattens out the political and cultural landscape in which he lived. The reality of plantation life was more corrosive, especially for its (largely African American) workforce. Solana Grove was a working landscape that suffered periodically from economic and environmental neglect. Located on the edge of a climatic transition zone, northern Florida was always marginal territory for citrus cultivation, and a series of winter frosts from 1886 onward made ecological and economic conditions intensely challenging. The surviving correspondence with the grove’s resident foreman, Elbert A. Anderson, vividly records the difficulty of achieving a sustainable livelihood from the plot, and Delius’s plantation was eventually abandoned: first for turpentine extraction and later for phosphate mining (Jahoda [1967] 1978, 262). The ethnographer Zora Neal Hurston, born just south of Jacksonville, later wrote of the devastating social and environmental effects of such land-use patterns:

Polk County. Black men laughing and singing. They go down in the phosphate mines and bring up the wet dust of the bones of pre-historic monsters, to make rich land in far places, so that people can eat. … Polk County. Black men from tree to tree among the lordly pines, a swift, slanting stroke to bleed the trees for gum. Paint, explosives, marine stores flavours, perfumes, tone for a violin bow, and many other things which black men who bleed trees never heard about.

(Hurston [1942] 1996, 147–148)


Hurston’s testimony is vital for understanding the ways in which nineteenth-century assumptions about landscape, race, and class continued to have a powerful influence on twentieth-century land usage and its associated cultural and political contexts. The legacy of landscape’s “second nature,” and music’s collusive role in maintaining the distinction between its aesthetic contemplation, on the one hand, and its economic exploitation, on the other, was stubbornly persistent. There is little sense of hard extractive industry, for instance, in works such as Delius’s Florida Suite, which he subtitled “Tropische Scenen” (see figure 16.6). Dedicated “to the People of Florida,” each movement of the suite has a subtitle: “Daybreak,” “By the River” (alluding to the second movement of Beethoven’s “Pastoral” Symphony), “Sunset,” and “At Night.” The work thus programmatically charts a complete diurnal cycle, with the implication that the whole process simply begins again at the end of the piece. This is reinforced by the work’s harmonically open-ended structure (the first movement starts in A minor and ends in D major, mirroring the tonal and modal trajectory of the whole), and by the music’s strongly pictorial character: over and above the obvious paratextual materials (title and subtitles), the work employs a range of topical devices and musical gestures that reinforce its programmatic associations. Florida is hence “placed” both through reference to an actual geographical location (and its historical contexts) and to a well-established tradition of musical genre painting or topography. The opening movement, for example, is prefaced by an extended dawn sequence, similar to that of Borodin’s closely contemporary In the Steppes of Central Asia (1880), suggesting spacious prospects and virgin (unpopulated) terrain.
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Figure 16.6 Delius, Florida Suite, “Daybreak”: opening






The musical components of this landscape writing are familiar: a shimmering inverted string pedal (suggesting a remote temporal or spatial horizon), and a drifting downward curtain of carefully interlocked woodwind harmonies that slowly fills out a basic timbral field. Superimposed on top of these “background” elements is a melodic oboe entry with strong modal flavoring and exotically improvisatory rhythmic figuration. The sequential tail of this initial oboe figure serves as a template for later thematic articulation: notably, for example, in the dance theme (“La Calinda,” later reused in the second act of Koanga) from the second half of the movement, which employs the same underlying sequential pattern. This introductory passage is not recalled at the end of the first movement, but only returns at the beginning of the finale, as part of a more complex pattern of reminiscence and return. The main part of the final movement consists of four variations9 upon the solemn horn quartet with which the finale properly begins: music that strongly alludes to the celebrated “Nocturne” from Mendelssohn’s incidental music for Shakespeare’s A Midsummer Night’s Dream, rather than evoking any distinctively American source. Other references make up cyclic returns of earlier movements: “By the River,” for instance, is recalled in the compound meter and sighing appoggiaturas of the third variation, and by its distinctive descending viola–cello melody. Much more moving is the twofold reminiscence of the “Calinda” theme from the first movement in the finale’s coda (see figure 16.7). Drained of its earlier energy and momentum, the theme here serves to intensify the feeling of wistful retrospection: a parting glimpse or seemingly affectionate farewell at the evening’s end that leaves many of the Florida Suite’s underlying structural and expressive questions unresolved.



[image: display]
Figure 16.7 Delius, Florida Suite, “At Night”: coda (“La Calinda”)






It is easy to resist works such as Delius’s Florida Suite on ideological grounds alone, to object that its evocation of a serene subtropical idyll veils darker truths about the quotidian reality of life in northern Florida for the majority of its working population. But laying such music aside risks reinforcing many of the commonplace assumptions about the meaning and significance of landscape that this chapter has sought to challenge. Landscape always in some sense conceals or excludes. It is never an open, neutral category. This is also the basis for its relationship with music, especially in nineteenth-century thought. For the Romantic artist, landscape could point toward music’s inner essence (and vice versa), but its apparent blankness and opacity merely deflects attention from the complex cultural networks in which ideas of music and landscape were entangled. Listening for landscape in nineteenth-century music does not represent a suspension of critical judgment. On the contrary, it asks compelling and often uncomfortable questions about musical value and subjectivity. Landscape here offers anything but stable ground. Rather, it is constantly shifting and in tension. This is where the idea of landscape as an epistemological glitch becomes significant once again: in the way that it resists any fixed interpretative framework, or in the notion of landscape as dissonance or displacement. Abiding within the landscapes of nineteenth-century music means anything but cozy habitation. Rather, it acknowledges a much deeper contingency, another injunction to listen and reflect upon a site of trauma as much as epiphany. Landscape remains an urgent imperative.






Notes






*
 I am indebted to Sarah Collins and to Benedict Taylor for their immensely generous and perceptive comments on a preliminary version of this text, and to Sebastian Wedler for so many stimulating conversations on landscape and German philosophy.

1. Anecdotally, I can report a particularly vivid experience of this impression, listening to an old LP recording of the work where the needle got stuck at precisely this passage: the mesmeric quality of the glitch was especially disturbing.





2.
 “Dringt nun der Tonsetzer und der Landschaftmaler in das Geheimnis jener Gesetze ein, welche über die innern Bewegungen des menschlichen Herzens walten, und studiert er die Analogie, welche zwischen diesen Gemütsbewegungen und gewissen äusseren Erscheinungen stattfindet, so wird er aus einem Bildner gemeiner Natur zum wahrhaften Seelenmaler.” I have amended the translation given in Rosen 1995.





3.
 “Vårt sekels vaga själstämningar […] ha i musiken och landskapskonsten funnit just det icke handgripliga, det obestämbara uttryck de behöfva för att bli lefvande, förnimbara i vårt medvetande. Alla andra konstarters uttrycksmedel äro sådana, att precisera innehållet för mycket.” My translation.




4.
 Hegel uses term “definite” or “positive negation” (Aufheben) in connection with music in his essay on the “Division of the Subject,” Introductory Lectures on Aesthetics, §CXIII.ii (Hegel 1993, 94).




5.
 In an earlier study, Krausmann notes that “forests were probably used to their very limits at the beginning of the 19th century, with energy-demanding industries consuming around 40% of wood production” (Krausmann 2001, 23).




6.
 This gesture is seemingly so violent that Schubert omits m. 62 from the corresponding moment in the reprise (m. 223).




7.
 Although primary subject returns at the end of the exposition are not uncommon, in a minor key sonata Allegro (such as the opening movement of Mozart’s Symphony in G minor, K. 550) they would normally appear in the key of the second subject (most often the mediant major). This is precisely what doesn’t happen in Schubert’s case.




8.
 The material on Delius and Florida in this final section is a compression of a longer discussion in my book, Delius and the Sound of Place (Cambridge: Cambridge University Press, 2018), especially chapters 2 and 3.




9.
 Identifying boundaries between individual variations in the movement is not straightforward, but can summarized as follows: variation 1 begins at fig. 1 with the introduction of the violin melody and triplet accompaniment; variation 2 begins at fig. 2 (the strings’ senza sordini instruction); variation 3 begins at the change of meter at fig. 3+19; and variation 4 starts at the return of the opening horn quartet, 45 bars later (14 bars before the final “Più tranquillo” direction).
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Chapter 17


The National and the Universal


Sarah Collins





The notion of a paradigmatic shift from an eighteenth-century music culture infused with universalism to a nineteenth-century music culture that was increasingly nationalistic has long been discredited. The process of revision—or more likely clarification, as surely this narrative was never held as anything other than a useful fiction—has taken a variety of forms. For example, there have been those who have uncovered the self-serving discursive practices of nationalism within universalist music discourse as early as the 1760s (Vazsonyi 2004, Morrow 1997). Others have shown how universalizing tendencies characterized a number of nationalisms of the nineteenth-century musical sphere, particularly with respect to German instrumental music (Applegate and Potter 2002, Gramit 2001). In material terms, the notion that the nineteenth century can even be distinguished by its unprecedented level of global interconnectedness—enabling the transnational circulation of styles, genres, and performers—has also come under pressure. This kind of circulation was already occurring to some degree in the eighteenth century via the transmission of compositional techniques and by conventions such as the Grand Tour, and in any case it was precisely the increasing popular exposure to different cultures that shaped the more aggressive types of national imaginary as the century wore on.

Much of the work of revising the caricatured break between the eighteenth and nineteenth centuries has been grounded in sociologically focused approaches that tend to view intellectual practices as reflections of particular material pressures—economic, political, and social. This tendency speaks to the broader disciplinary desire to unmask the unarticulated assumptions of past thinkers, particularly music critics and, later, music historians. Under this paradigm, universalism is found to be as equally culpable as nationalism in its ideological foundations and oppressive effects; in its tendency to make its own assumptions seem natural, inevitable, or neutral; in its pernicious imperialism (both conceptually and in its rationalization of the colonial impulse); and in its latent Eurocentrism. What these revisions also confirm, though, is that the universal and the national were not opposing positions in discussions about music during the long nineteenth century. Indeed, there was a level of continuity between them in that both attributed to music a form of historical agency—or at least causality. Music was made to appear as if it had the capacity to simultaneously draw some people together and set others apart.

In the case of the type of universalism forwarded by Immanuel Kant and post-Kantians such as Friedrich Schiller, for example, humans were drawn into relation by a shared aesthetic sense, yet not all people were thought to be able to fully participate in this realm of experience. Equally, the idea of an authentic national spirit, construed in aesthetic terms, was inherently defined by what it was positioned against. In other words, every “us” has needed a “them.” Yet the question of whether the “us” was deemed superior to the “them” has been less consistent historically. Taking into account that both universalisms and nationalisms have involved an investment in music’s ability to both forge bonds and create divisions in its demarcation of a particular “world”—the world of the nation, the world of humanity, or the world of those of an aesthetic sensibility or “rational” capacity—what follows will consider the topic of the universal and the national within intellectual culture during the nineteenth century by tracing the shifting conceptions of the “world” that music was variously thought to constitute.

This approach inverts the usual questions associated with the topic of “music and nationalism” in the sense that it does not examine the effect of cultural and political nationalisms on music or music institutions, nor how music helped propagate nationalist agendas or bolster the national “imaginary,” nor how nationalist paradigms in nineteenth-century writing on music history and aesthetics reflected the influence of nationalist tropes such as organicism and historicism. There are already a broad range of very excellent studies advancing these and related questions. What concerns me here is the role of the “idea of music” in shaping the early discourse on various types of “world,” including, but not limited to, the world of the nation. The value of construing the category of the “world” as an abiding impulse of both the national and the universal is to recover the normative possibility that lay at the heart of these conceptions—a possibility whose failure in practice and limitations in scope belie its continuing potential as a way of approaching history and otherness (Cheah 2014). In so doing it may be worth taking a different view of universalism than one that views it merely as a discredited idea designed to legitimize imperialism and the interests of the elite, or as synonymous with the mistaken Enlightenment faith in reason. We might instead attempt to recover a sense of what music’s capacity for world-making might have looked like in the transition from the eighteenth to the nineteenth century without retroactively discovering the seeds of a later political nationalism in these views, and without holding it up as an empirical tool for analysis of social or musical identities (Chander 2009; Lazarus 1995; Zerilli 1998).

While “Enlightenment universalism” is associated with a belief in universal human nature, “Romantic universalism” might be better understood by reference to the concept of “universalizability”—the belief in the potential for formulating universalizable principles that can inform ethical action (Chander 2009). The basis for this universalizability was not rational capacity, as it had been in the eighteenth century, but, rather, the capacity for aesthetic judgment—judgment being an inherently social exercise. Put simply, the idea is that even though two people may argue about a topic that involves matters of taste, their argument is itself predicated on the notion that judgment is possible. Perpetual antagonism takes place within a framework of possible consensus, creating the conditions for culture, just as political disagreements that occur within a shared democratic framework create the conditions for democracy. This conceptualization of the universal sees it as a performative process in that it creates rather than simply describes a preexistent entity. In extrapolating this type of conception in the context of “world literature”, Pheng Cheah recalled Erich Auerbach’s commitment to the humanist ethos that informed the notion of Weltliteratur, noting how:

Humanity … was not something naturally given, but a telos to be achieved through intercourse across the existential plurality and diversity of human traditions and cultures whose individuality must be maintained and whose unique historical development must be respected. 
(Cheah 2014, 305)


This normative reading of the idea of the “world” is in a sense closer to the Lockean notion of civil society than to the ethnic nationalisms of the later nineteenth century. The intellectual bases for the notion of “national character” and ethnic nationalisms more generally are often traced to the work of Johann Gottfried Herder (1744–1803), whose ideas about the origins of language and culture seemed to imply that individuals were naturally coopted into communal belonging without the possibility of rational choice.1 Yet as we shall see, Herder viewed his activity of collecting and anthologizing folk song as part of a process of instantiating—rather than merely documenting—a “world music,” albeit one constituted by discrete cultures. We will also see that this process of world-making involved adding a temporal dimension to global space, drawing geographically distant cultures into a single historical narrative of the “human spirit.”2 Like Herder’s folk-song collecting, the activity of writing “universal history” through the act of comparison aimed not only at describing but also at creating humanity, and in this sense was both backward- and forward-looking.

The idea of music played a role in the causal view of these activities in the sense that it was thought to exemplify collective subjectivity. With communal feeling being the basis for the political legitimacy of popular sovereignty, the question of who could participate in self-rule became one of, ultimately, who could sing the songs of the people as a demonstration of an “authentic” connection to a culture’s past and future.



Writing the World: Weltliteratur, Universal History, and World Music


In considering constructions of the “world” with respect to music in the nineteenth century, it will be significant to first compare the notion of world music to that of world literature. In contemporary terms, “world literature” refers to a field of academic study that focuses on literature in translation. It is generally held to be different from “comparative literature,” which studies the literatures of cultures other than one’s own, usually in the vernacular. The study of world literature is based on the insight that translation allows a work to enter an international market of exchange and circulation in a way that affects its value and meaning, allowing it to perform a specific cultural function that has broad-reaching implications. Indeed, in his 1923 essay “The Task of the Translator,” Walter Benjamin suggested that the very activity of translation is a necessary prerequisite for a text to be a part of “world literature.” Equally, it is well established that historicism was shaped by the encounters with otherness through nineteenth-century traveling culture, and that musical travelogues such as those of Charles Burney and many others who followed him shaped the conception of music’s historical development (Agnew 2008). It was the act of seeing one’s own culture through the eyes of another that led to a productive relativizing impulse. The presence of translation and of global circulation are the only sufficient conditions for world literature. In its strongest form, world literature is a normative concept that was part of a humanistic project closely related to cosmopolitanism that is both self-critical—with roots in philology and interrogating language and texts—and self-creating, involving an aspiration to pursuing knowledge about the human condition.

The idea of world literature is customarily traced to Goethe’s invocation of Weltliteratur on a number of occasions between 1827 and his death in 1832 (although the term it was used by others before him). While in using the term Goethe did refer to the material matter of circulation—namely the way in which contemporary political circumstances, such as the period of restoration after the defeat of Napoleon in 1815, allowed for the circulation of periodicals within Europe on a new level—this was not the main feature of his idea of Weltliteratur, and the current discipline’s focus on global circulation and economic factors as a function of its literature’s “world”-ness reflects more closely perhaps Marx’s use of the term, rather than Goethe’s initial conception (D’haen 2012).

Goethe was also certainly referring to a moment of translation in his initial use of the term—namely the translation of one of his plays into French—but he used this as a moment to show how intellectual exchange via aesthetic media such as literature could sustain a “world” of ideas beyond commercial and state imperatives, with the German language’s ease of translation and the non-unified political status of the German states allowing it to serve as a mediating or supposedly “neutral” ground. As Isaiah Berlin had noted of Herder’s “linguistic patriotism,” claims for the special nature of the German language had in fact been a “traditional German attitude” since the seventeenth century, initiated by Martin Opitz and then taken up by post-Reformation thinkers who derided Latin and French (Berlin 1976, 151).

The development of universal humanistic ideas in German literary culture more generally during this period may be construed as a response to the historical idealization of small self-governing communities in the German principalities and states, and the interest among the German middle class in global structures (or at least, the idea of Europe) in the absence of a unified national consciousness. The nonpolitical focus of the Bildungsburgertum, and their interest in nurturing aesthetic sensibility, was in turn a response to the revolutionary pitfalls of French politics (which particularly influenced Schiller’s ideas on “aesthetic education”). What they developed was a vision of universal civil society based on a common aesthetic sense—a sense which today seems so narrowly bourgeois in its remit and scope, after Friedrich Engels and Karl Marx’s critique of German idealism in The German Ideology (written c.1846; published 1932) and in Marx’s Critique of Hegel’s Philosophy of Right (1843–44).

Goethe aimed to refashion in literature the tradition of international intellectual exchange through letter writing between European thinkers before the French Revolution—the “republic of letters.” His concept therefore did not encompass all literature in translation—not all literature circulating in a “world” system—but, rather, a type of literature that was able to survive being decontextualized, and which by virtue of its aesthetic makeup, remained outside the commercial realm, even as it was subject to commodification or state power. The aesthetic world embodied in Weltliteratur lay apart from the “globe” as a spatial concept—it was rather a temporal and historical concept that saw the “world” as the ongoing actualization of universal humanity. It was a process of becoming, rather than of building, canons of European master works, as it would later become in the world of Matthew Arnold, who in 1848 translated the term (from the French) into “comparative literature.” The concept sought to pursue the understanding of difference as an expression of universal human values—and by the very process draw difference within a common realm of understanding—and to actualize universal humanity; it was therefore a project related more to cosmopolitanism than to globalization. This notion places a great deal of faith on the practices of the reader and his or her capacity for imagination and action, and there were similar functions attributed to listeners in the nineteenth century, particularly in relation to the symphony.

At first glance, there seems to have been no direct equivalent musical concept to Goethe’s Weltliteratur, despite other examples such as Jacob Burckhardt’s and Schiller’s use of the term Weltgeschichte or the term Weltanschaung (Gur 2012). The comparable term Weltmusik referred to something quite different from Weltliteratur, and although the term was used by writers of universal histories in the nineteenth century such as Franz Brendel and then later by Berendt (related to jazz), it was used in a different sense; in any case, the term is now more often associated with the interest among the European musical avant-garde—particularly from the late 1960s to the early ’80s—in integrating non-Western music into their own, mediated by technology in a way that makes a claim about an emerging “global culture,” such as in Stockhausen’s use of the term in Telemusk (1966) (Heile 2009).

The English term “world music” also has a rather different linage, of course. The term entered English usage in the 1960s, and although it was a reasonably accepted term for the study of non-Western musical practices, or of the “local music of others” for some time, its commercial and pedagogical applications gradually came to be seen as having the effect of ghettoizing and stereotyping the music, which served to ingrain its otherness and subservience to the Western music canon, rather than to promote cross-cultural understanding.



Nevertheless, the type of normative concept of “world” that Goethe invoked for literature is not entirely divorced from the idea of world music. The roots of the construction “world music” have been variously attributed to the turn of the twentieth century, when Western musical styles received along colonial lines began to be reformatted by local actors for “cosmopolitan” ends (Magaldi 2009), or earlier to the late eighteenth-century activities of Herder, whose invention of the idea of “folk song” in a historical sense—a moment that Philip Bolhman has called the “global moment of world music history”—also laid the foundations for musical nationalism (Bohlman 2013). Herder’s “world” was one inhabited by a historically and musically constituted Volk.



Discovering Difference, Inventing Commonality


There are two elements to note about this aspect of the “world” in Weltliteratur and universal history. First, it relied on a philosophical understanding of history that was explicitly Hegelian and future oriented. And second, it relied on a conceptualization of cultural difference that positioned it along a historical continuum of development, reminding us that this period’s historical consciousness proceeded in part from a greater mobility and exposure to other cultures. In other words, the activity of comparison informed the historical enterprise, and reflected the desire to collect and assemble all the features of humanity into a single universal narrative.

Goethe’s original notion of Weltliteratur proceeded from a moment of travel (namely his trip to Italy), and therefore of comparison and translation. Similarly, in 1772, Charles Burney traveled to the German states to document musical activities as part of his research into what he conceived as a universal history of music (he had traveled to France and Italy in 1770, which were more conventional stops within the practices of the Grand Tour). Burney’s trip came at a moment when French and Italian opera enjoyed the highest level of prestige, and in relation to which the German music to which he was witness appeared provincial and limited. The rise in value enjoyed by German instrumental music in the nineteenth century was supported by a shift in the relationship between aesthetics and ethics, moving broadly from a utilitarian view of music as something that could shape character (closer to Burney’s view) to the view that music embodied a universal essence, beyond the limits of language and representation.

The idealization of instrumental music latently served the interests of the German-speaking lands and is generally conceived as part of a bid for cultural dominance. Yet the shift in aesthetics that facilitated this dominance was substantially shaped by cross-cultural musical encounters occasioned by travels such as those of Burney. The Enlightenment’s rationalist belief in music’s power to sway the passions was both a promise and a caution in accordance with the interest of Enlightenment culture in Classical antiquity. The mythical story of Orpheus and his music’s power over animals and plants came to thematize music’s constitutive potential in late Enlightenment thought in a way that aligned it with the “worlding” character of Goethe’s Weltliteratur, offering a vision of the aesthetic as facilitating bonds between groups that are otherwise different, through communal aesthetic experience rather than through communal origins.3

Despite the paradigmatic shift that was marked by increasing German cultural dominance in the early nineteenth century (and ultimately the unification of the German-speaking lands), which brought with it a tradition of German philosophy that was to have a decisive sway on music history, the Enlightenment idea of the utilitarian purpose of music, and the intellectual culture that had nurtured it, continued to persist alongside. So, while the tendency of German culture to present itself as universal or neutral or as a mediator between cultures became by the end of the nineteenth century merely a means of securing an ethnically inflected cultural dominance, at the turn of the nineteenth century this image of Germanness and the powerful aesthetics associated with it were aimed more directly against French and Italian cultural and political authority. Universalizing claims in early Romantic German aesthetics in this way proceeded from a desire to project a unified image against the threat of neighboring powers. As Mark Evans Bonds has noted, E. T. A. Hoffmann’s 1810 review of Beethoven’s Fifth Symphony was only one step in a process that had begun earlier of politicizing practices of listening to instrumental music via philosophical work. Robert Schumann claimed that Beethoven’s symphonies proved that “a German has spiritually re-won the battles that Napoleon took from him”; and Gottfried Wilhelm Fink in 1835 fought back against a Frenchman who claimed that Gossec had originated the modern symphony by claiming that mantle for Franz Josef Hayden (Bonds 2006, 90). These maneuvers should all be viewed within the context of a post-Revolutionary milieu—the Napoleonic wars (1803–15) and later the Franco-Prussian war (1870–71) were key events in the ferment of nationalistic ideas, but also in the consolidation of “Romantic universalism,” or the universal conceived as a process of worlding, described earlier. The post-revolutionary milieu of the early 1800s was also, after all, the period in which Goethe wrote of the importance of his humanistic concept of Weltliteratur.

Another way in which discourses on the universal and the national cohabited via the idea of “world” in music was in the disciplinary link between comparative and historical work. Studies of “musical nationalism,” or the practice of writing music history in national groupings that is still common today, obscures the earlier indebtedness of music historiography to the genre of the musical travelogue, and the way in which the encounter with the music of others facilitated knowledge of music taut court. Indeed, the prestige attributed to travel in the Enlightenment reflected not only the traveler’s material privilege but also the liberal humanist idea that moral action proceeded from a concern with how others view us, replacing the eye of God in a secularized world (Agnew 2008, 28–29).

This point about how it was the encounter with others that shaped music historiography in the late eighteenth century has also been made of the longer nineteenth-century context by Philip Bohlman (1987). Empirical studies of the music of “non-Western” cultures (as in the work of Guillaume Villoteau and Edward William Lane in Egypt) informed later philological work, shaping a notion of music history as a science (as in the work of Raphael Georg Kiesewetter and then later his nephew August Wilhelm Ambros, and later still Forkel and François-Joseph Fétis). Western examinations of Islamic culture, which was seen as having its origins in Greek civilization, were for some scholars viewed as historical examinations of the origins of European civilization. It was of interest in “evolutionary” terms, which is why it seemed to be perversely justified to acquire (sometimes by illegitimate means) artifacts for display in Britain. Imperial activities were thereby construed as acts of recovering one’s own past. This idea was bolstered by Hegel’s conception of history as flowing from East to West, from Asia to Europe, in his Lectures on the Philosophy of History (1837). Universal history conceived in this way did not devalue non-Western musics for being “primitive” but, rather, saw them as retaining a natural simplicity that reflected a prehistory to modern complexity, according to the “natural” laws of human development. Still, Forkel and Fétis were less inclined to co-opt non-Western music within a single tradition narrative, the latter now more associated with “comparative musicology” rather than universal history (Bohlman 1987).

While the traveler’s enlightened humanism and universalism alike were integrated into national agendas and played their parts in consolidating national imaginaries both of selves and others as the century wore on, their initiating impulse should not be forgotten. Indeed, this impulse was particularly important for Germany at the turn of the nineteenth century, given divisions not only between its various states and principalities but also religiously between North and South, and musically between the practices of different courts, as revealed in Burney’s account.



Singing the World: Herder, the Volk, and Cultural Relativism


Herder’s ideas have been inextricably tied to the notion of cultural nationalism. His contribution to the notion lies in his view that each culture has its own particular character, and that customs, language, art, and religious traditions are fostered in local context as expressions of collective life, rather than as a part of the kind of universal historical narrative of progressive development described here. Yet his work has also been used to support other more narrow agendas. For example, Herder is sometimes associated with the view that cultures are closed systems of authentically associated peoples, linked by language and soil and legitimately wary of foreign influence; and with the view that moral codes are relative to their cultural origin and cannot be judged against any universal criteria, or in relation to the moral principles of other cultures. In effect, Herder’s ideas have been used to naturalize sometimes quite arbitrary (culturally speaking) national boundaries, to argue for moral relativism and against the idea of human nature, and to support organicist rhetoric that came to be associated with aggressive forms of cultural and political nationalism that relied on ideas about authenticity in rejection of foreign influence.

Carl Dahlhaus went so far as to construe nationalism as virtually synonymous with Herder’s conflation of “folk” and “nation,” whereby the “spirit of the people” (der Volksgeist) serves to actualize a form of political identity (Dahlhaus 1980, 81). Dahlhaus distinguishes between an earlier manifestation of this idea (whereby national identity was coextensive with a broader cosmopolitan ethos) and the post-1848 move to more exclusive, aggressive nationalisms that actively defended their own cultures as superior. Yet he goes even further than conceiving Herder’s “Volksgeist hypothesis” as involving a description of national traits in folk song, arguing that composers in fact responded to Herder’s idea that there was such a thing as a collective creative spirit that was manifest in music by actively incorporating local color into their music as a conscious attempt to be a mouthpiece for that collective spirit. In other words, according to Dahlhaus’s reading, Herder invented musical nationalism—not only the concept but the phenomenon itself. Dahlhaus attributed a strong level of causality to the intellectual construct, arguing that the idea that the collective spirit of the people found expression in musical material itself effected a change in compositional practice, just as historicism had a performative effect beyond merely describing empirical features of past works—it served a normative or “worlding” function of the type that Brendel, after Schiller, embraced with respect to universal history, as we have seen. Part of Dahlhaus’s agenda in his 1980 reading of Herder was to debunk the idea that folk music was in any way an expression of an authentic collective spirit in the manner claimed in studies of musical nationalism, and to see it, rather, as a construction that served a bourgeois sensibility.

Similarly, Jim Sampson has ascribed to Herder (together with Fichte) the transformation of Enlightenment principles to support the purposes of a type of cultural nationalism that relied on ethnic commonality in particular (as opposed to cultural nationalisms that proceed from an idea of a rational individual that was usually associated with the West) (Samson 2001). In this reading, Herder’s work can be seen as part of an ongoing process of discerning a basis for popular sovereignty that took place before the political authority of the nation-state was consolidated. Taruskin also points to Herder’s essay Abhandlung über den Ursprung der Sprache (Treatise on the Origin of Language, 1772) as positioned against Enlightenment universalism’s idea of human nature, forwarding the notion that language was developed within communities and acquired meaning within them (as with folk song). Taruskin sees the implication of this point for Romantics being a concept of authenticity predicated on the idea that one must work to express the collective spirit of the people (Taruskin 2001).

It is true that Herder’s work sometimes makes for uncomfortable reading from a twenty-first-century perspective, both with the knowledge of the types of violence and state-sponsored tactics of oppression that have been used in the name of nationalism and in view of divisive and aggressive behavior on the part of some nations today that speak to a resurgent period of nationalisms. In the preface to Herder’s Alte Volkslieder (Ancient Folk Songs, 1774), he begins to construe the polity as itself being constituted by a commitment to a collective aesthetic heritage. He castigates those who are not interested in collecting songs as being “incapable of sensing value in the body of the nation” and of merely “aping the foreignness or … mimicking the cheap tinsel of the superficial”: “They are, thus, the offshoot of the foreign and a leaf that blows in the wind, in other words, a virtuoso of the latest trends for all times! A thinker!” (Herder and Bohlman 2017, 29–30; emphasis in original). The leaf blowing in the wind contrasts with the roots-in-the-soil imagery that became central to the convergence of national rhetoric and the Romantic language of organicism as the nineteenth century progressed.

Herder congratulates the English for their interest in their own songs from the past, which he saw as reflecting a unity of national feeling (embodied in the work of Shakespeare), in contrast to the poverty of similar commitments in the German context. This sentiment is striking, given the drastic redistribution of cultural dominance in the nineteenth century, particularly in relation to music. It is important to recall this strikingness because it reminds us that Herder’s impassioned advocacy for collecting was responding to what he perceived as an uprootedness and overly academic and trivializing, transitory cosmopolitanism—a cosmopolitanism that he believed did not foster an awareness of history. His wording was extremely urgent, casting “shame” on the Germans for not collecting sooner and of being “on the very edge of the precipice: in another hundred years it will be too late!” (31). Drawing from a notion of the German as a mediator (as per Goethe), or what later became German as a consolidator (as per Wagner) of other traditions, Herder wrote of Germany’s “tragic or happy fate” as the “Mother and servant to foreign nations,” at once their “law giver” and their “bleeding slave and exhausted wet nurse” (31). Herder writes of the need to consider the history of the German lands as emerging instead from a “single root,” in order to purge the “cancer” of “so-called culture” (32–33). For Herder, the German educated class’s disinterest in folk song—the form that he viewed as the very embodiment of the living history of a people—was not only a political and aesthetic issue but also a moral one:

[F]or a half century we have been embarrassed about everything that belongs to the fatherland; we dance French minuets unacceptably as German, and since the earliest times we sing the most obscene and crudest love songs, about whose crude and throwaway speech, narrative, and ballad tones nothing was known in earlier times.

(33)

The form of grounding that the organic metaphor offered Herder in his lament about foreign influence and lack of cultural centeredness fed into his advocacy of the senses over abstraction and of the material. He described the “soul of the folk” as “seeing and hearing, not thinking and pondering” (34). This was essentially a critique of Enlightenment rationalism, a critique of culture and ideas about civilization. The story of civilization was for Herder then a story of becoming silent, of losing the sense in which one’s identity—encompassing a collective spirituality, law, science, and myth—was bound to song: “All nations that have yet to be organized around political systems are a singing people” (36). The world was constituted through singing—an actualization of a continuing history. Brothers Shlegel and Grimm were also bound up in this revival of folk tales to foster the perception of a shared German heritage as a living and continuing tradition that forms the polity—the national consciousness—which is at once a communal and historical consciousness.

Despite the urgency with which Herder encouraged the German-speaking peoples to partake of their own shared history, his folk-song collecting was also aimed at discouraging an overinflated sense of one’s own traditions, noting an underlying commonality in folk productions, in that as art they all originated as an imitation of nature, taking on different forms according to their context. Nature provided the common model for the emergence of different peoples, and in order to appreciate this Herder advocated dispassionate collecting and anthologizing, “finding a path untouched by the national, which would lead to powerful medicines for healing and prevention” (39). Herder’s implication here, put crudely, is that we should aim to imitate nature (that is, the collective spirit) rather than imitate others who imitate nature, at one step removed. There is an element of anti-intellectualism here of the type that rings a dangerous note in our own time, though Herder’s radicalism was prompted by quite different political sensitivities.

Against the conventional view of Herder as an uncompromising cultural relativist, a number of scholars are redescribing the extent to which he was committed to certain aspects of Enlightenment universalism. For example, Sonia Sikka refers to Herder as a “qualified relativist” or “Enlightened relativist,” highlighting how his emphasis on the formative role of local culture in shaping the human subject must be seen alongside his belief in a common human nature (Sikka 2011). Sikka argues that the tendency to overlook Herder’s commitment to Enlightenment universalism is based both on his association with culturalism that continued to develop from his work, and the fact that his name is often invoked without knowledge of his substantive writings.4 She notes particularly how Herder’s notion of cultural identity is often misleadingly presented by those who wish to argue that identity is purely constructed:

For Herder, cultures are the product of Bildung, of processes of education and cultivation involving the active exercise of specifically human, reflective faculties. Individuals become members of cultures by participating in these processes, which they begin to do as soon as they are born into a human society. (7)

While Herder clearly did not consider membership of one’s own culture voluntary, his concern was with understanding how we become human in different ways that are determined by our local context. Herder’s strong theory of social identity (i.e., the belief that you are enculturated whether you approve of your origins or not) was used to rationalize actions against the supposed threat of “internal foreigners” or assimilated Jews later in the century, yet his initial formulation was more complex than constructivist and anti-essentialist critiques allow.



Like Goethe’s trip to Italy, and Burney’s trip to German-speaking lands, it was a moment of travel that crystallized Herder’s anthropological agenda—namely, his sea journey across the Baltic and North Seas to the West in 1769. Herder wrote in his journal from the journey that:

For this purpose I wish to collect data about the history of every historical moment, each evoking a picture of its own use, function, customs, burdens and pleasures. Accordingly I shall assemble everything I can, leading up to the present day, in order to put it to good use.

(Herder [1769] 1976, in Herder and Bohlman 2017, 5 and 266)


In other words, Herder aimed to be both ethnographic and historical, charting a map of all things that was both horizontal, across all cultures of our time, and vertical, across all cultures from all times. Isaiah Berlin pointed to Herder’s theological background as a Lutheran preacher as informing his approach in this respect. Berlin argued that Herder held to the universalizing tendency of Christianity, in opposition to the commitment to Fatherland and “Republic” of the ancient Greeks, believing that “all large wars are essentially civil wars, since men are brothers, and wars are a form of abominable fratricide” (Berlin 1976, 157–158). Nevertheless, as Berlin further emphasized, Herder was opposed to imperialism, state centralization, and state self-interest or aggression. He believed that these forces annihilate cultural difference, and it was difference, and differentiation, that fascinated him.

Herder’s training as a theologian and significant contributor to theological scholarship (particularly his aesthetic approach to religion) should not be considered separate from his work on folk song, and indeed from music and nationalism more generally but, rather, as a part of a linked project. These factors speak to the universalizing aspect of his agenda, which Bohlman described as “Herdian Humanism” (Herder and Bohlman 2017, 16). According to Herder:

If you seek only religion in biblical times, as well as seeking virtue, lessons, and bliss as we understand them to be, then you will preach only the virtues of your own age! Oh, how much must I do, that I become able to seek in such ways! How much have I achieved, however, should I seek in this way!—What a marvelous theme it would be to show how one can be what one should be, neither Jew nor Arab, neither Greek nor uncivilized, neither martyr nor pilgrim. Rather, one can be the enlightened, lettered, noble, rational, educated, virtuous and pleasure-loving human being that God has led to the steps of our culture. 
(Herder and Bohlman 2017, 8)


For Herder, universalism or the notion of “humanity” was not simply to be rejected in the face of evidence of radical cultural difference. Rather, it was “performative principle” (Barnard 2003, 77) achieved through practices such as anthologizing and comparative and historical study, and indeed in the very invention of the “folk music” as a “world” phenomenon.





The Individual and the Community


Herder’s idea of collective self-becoming through language and myth (embodied in folk song) was in essence an ontological claim about the existence of the “nation.” The nation was not merely a collection of institutions aimed at enforcing the social contract, as the “state” was for Locke and Kant. Herder’s claim about the origins of language meant that nationality was not something that was entered into voluntarily, as we have seen, nor was it a result of social organization based purely on mutual sympathy, shared interests, and values. Rather, the nation was synonymous with a kind of communal will, and it had a meaning and binding force that preexisted public recognition of it by virtue of the fact that thought was rooted in language and language was by nature communal. The ethnic necessity of Herder’s conception stood in contrast with the view of the nation from within a number of traditions of philosophical liberalism—namely the nation as a collective of individuals coming together in order to protect themselves from external sources of coercion and secure their property rights, as a corollary to the ideas of individual self-determination and autonomy based in natural jurisprudence. For writers of the Scottish Enlightenment such as Adam Smith, social relations were rationalized not on the tradition of social contract but on commercial transactions—transactions that reach beyond close-knit groups and which promote a cosmopolitan ethic.

Herder’s claims about the nation as a shared will of the people reflected his inurement in Romantic aesthetics, which made his philological work into a critique of the universal rationalism that was proceeded essentially from an aesthetic basis. His ideas about language saw all thought as being a matter of expression and emotional feeling rather than as a rational discovery of natural law. As Paul Kelly has noted, this aesthetic premise was ultimately combined with ideas from philosophical liberalism in the course of the transformation of Herder’s work into the very crucible of nationalist claims. This combination can be seen in the rhetoric of political agitators across Europe and Britain, such as Lajos Kossuth (1802–1894), Giuseppe Mazzini (1805–1872), and Daniel O’Connell (1775–1847), forging an alliance between nationalism and a burgeoning political liberalism in the nineteenth century (Kelly 2015).

John Stuart Mill was a part of these positive claims for the nation, though unlike Herder he viewed the nation in terms of a history of shared political institutions and traditions—an idea that acknowledged that we tend to cooperate more with some people over others, and that discussions of shared aspirations and a shared history produce a kind of mutual emotional commitment. Mill described this idea within a treatment of the proper constitution of noninterventionist representative government in his 1861 text “On Considerations on Representative Government.” There he notes how “a portion of mankind may be said to constitute a nationality” if they possess a “community of recollections; collective pride and humiliation, pleasure and regret, connected with the same incidents in the past.” While Herder’s cultural relativism saw no ingrained hierarchy between cultures, for Mill not all nations were equal, and he believed that some cultures would benefit from being absorbed into other nations that were less “backward.” Mill worked for the East India Company for a period, and he acknowledged that ultimately any cultural majority would call for self-determination. Nevertheless he maintained a surprising conviction that Britain had a moral responsibility to spread what he viewed as its civilizing benefits:

When proper allowance has been made for geographical exigencies, another more purely moral and social consideration offers itself. Experience proves that it is possible for one nationality to merge and be absorbed in another; and when it was originally an inferior and more backward portion of the human race, the absorption is greatly to its advantage. Nobody can suppose that it is not more beneficial to a Breton, or a Basque of French Navarre, to be brought into the current of the ideas and feelings of a highly civilized and cultivated people—to be a member of the French nationality, admitted on equal terms to all the privileges of French citizenship, sharing the advantages of French protection and the dignity and prestige of French power—than to sulk on his own rocks, the half-savage relic of past times, revolting in his own little mental orbit, without participation or interest in the general movement of the world. The same remark applies to the Welshman or the Scottish Highlander as members of the British nation. 
(Mill [1861] 1977, 314)


Mill believed that a communal sense of national aspiration—and thereby the good function of representative government—is put under pressure by the presence of multiple language-groups because self-government was based on the possibility of achieving consensus in public opinion. Yet Mill’s discussion of nations employs the language of “sympathies in common” and “communit[ies] of interest,” so that while “nationality” does actually exist for Mill—in the sense of being a political expression of sympathies, against others to whom one is less sympathetic—he diverges from Herder’s insistence on shared language traditions.

Mill’s use of terms associated less with reason and more with feeling—sympathy, aspiration, recollection, humiliation—demonstrates a remnant of an earlier strain of his thought that David Russell has called “aesthetic liberalism.” As Russell points out, even as late as On Liberty (1859), Mill remained concerned not only with questions about the basis of state intervention or the free market but also with ideas about self-development and ways of safeguarding individual creativity and freedom of “inclination” (Russell 2018, 47). Mill’s ideas in this area were not simply designed to support eccentricity or intuitionism, but they did support lifestyle experimentation as long as these forms of experimentation could be justified and subjected to public debate. Mill’s concern here was how to ensure that individuals were free to foster within themselves ideas and modes of living that diverged from the prejudices of social convention, and when these modes of living are submitted to public debate they result in social progress. In order to achieve this freedom, the individual must cultivate a “liberal” temperament, involving a combination of character, rational thought, and emotional conviction. As I have noted elsewhere, the requirement that these individual forms of expression needed to be rationalized in a public forum and submitted to debate curtailed the type of expression that could be practiced, because not all forms of life can be reduced to rational justification (Collins, 2019). Nevertheless it is important here to recover the basis of Mill’s liberal ideas in aesthetics—a basis that is not often acknowledged in the history of liberalism, and which has a bearing on how we view Mill’s support of the “nation” as a political institution in his later works.

At the heart of Mill’s thinking on aesthetics in his essays from the 1830s—including “On Genius” (1832), “What Is Poetry” (1833), “Two Kinds of Poetry” (1833), and “The Writings of Alfred de Vigny” (1838)—is the idea that although there should be public debate, there are limitations to debate that relies solely on propositional logic and dogmatic assertion. Instead, Mill emphasizes the qualities of poetry as a form of expression that does not seek to persuade or coerce or even necessarily to communicate or contribute to reaching consensus but, rather, is simply evidence of a process of individual reflection. Poetic forms of expression invite others to engage in a similar process, even if to dissimilar ends. The idea here is that the poet (and latently the essayist) enables the type of vivid sociality that is best constitutive of a liberal society not moribund in social convention and prejudice.

While this idea is contrary to Mill’s later emphasis on clarity, reason, and public consensus, in the 1830s Mill argued that social relations were defined by sympathetic interaction rather than propositional debate. This is distinct from Herder’s notion of sympathy that requires the traveler to adopt the worldview of others in order to fully understand the basis of their difference, without ever being assimilated into it. Mill’s sympathy in his 1830 essays on poetry is more about a shared process of self-development as constitutive of social relations—there is no content to be conveyed in poetry, no knowledge to be entered into, and no consensus to be reached.

Although Mill’s essays that exhibited a brief moment of primacy of the aesthetic in his thinking of the 1830s are about poetry, he had a profound personal relationship with music that has been shown to have had a formative influence on his broader thinking. Kate Bowan has described how music, and the personality of one musician in particular, shaped a change in thinking for a group of radical liberal intellectuals with whom Mill associated during the 1830s who gathered at the Unitarian South Place Chapel, including its preacher William Johnson Fox (1786–1864) and the composer Eliza Flower (1803–1846), as well as Harriet Martineau (1802–1876) and Harriet Taylor (1807–1858) (with whom Mill had an intimate relationship and who was an important influence upon his work) (Bowan, 2019).

Admired by Felix Mendelssohn and lauded as an ethereal genius by South Place Chapel congregation, composer Eliza Flower is depicted as a female aesthete possessed of a singular temperament and creative originality. Exemplifying the link between imagination and individualism, she embodied just the type of agency that Mill was keen to secure in his political writings. Mill wrote a range of reviews of Flower’s music between 1831 and 1833 in the Examiner at the same time as he was writing his essays on poetry that reflect his “aesthetic liberalism.” As Bowan shows, Mill’s reviews emphasize Flower’s originality and lack of imitation, shaping Mill’s concept of poetic expression as not merely the conversion of concepts into poetic language but also the outward manifestation of a poetic way of knowing—exemplifying a “poet of nature” rather than a “poet of culture.” Flower became, for Mill and Taylor and their associates, their exemplary liberal “individual.” Mill was concerned with safeguarding the vitality of the relationship between individual expression and collective consensus—the basis of a legitimate popular sovereignty. His nation of sympathetic individuals was to be secured through universalizable principles of procedure and aesthetics.

Emphasizing the normative nature of perspectives on music that see the idea of “world” as something to be actively constructed allows us to view the ongoing operation of music’s “worlding” characteristics. It presents a way of recognizing difference without the tendency to homogenize, on the one hand, and without unquestioningly conceding to relativism which precludes a common grounding and robust debate, on the other. The point here is that knowledge about ourselves is intimately tied to our knowledge about others, drawing a line of relation that brings us into the same orbit, even while acknowledging that these relations are never fixed.






Notes






1.
 Jim Samson has noted how “civic nationalisms may have paid lip service to the individual, but it is rather clear that as the nation-states firmed up in the nineteenth century, it was a contractual model of society that took precedence over any putative freedom of political choice” (Samson 2001, 569). Also see Wright 2013, who makes a similar point.




2.
 Karnes (chapter 1) and Allis (chapter 5) make a similar point in their contributions to the present volume. See also Benhabib 2002.




3.
 See Agnew 2008, who traces the Orphic myth as an intellectual paradigm from the empiricism of the English Burney, for whom music was an indicator of political and social progress, to German writers and others for whom the myth made music both nostalgic and subversive.




4.
 For more on Herder’s complex relationship with Enlightenment values, including universalism, see also Barnard 2003, though Barnard also holds to the idea that Herder saw cultural difference as incommensurable.
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Chapter 18


Science and Religion


Bennett Zon






Introduction


Science and religion have always been at odds—at least that is how it seems—and the relationship “continues to be a hot topic in academic circles and general culture” (Peterson and Ruse 2017, xi). While science and religion continue to stir up controversy, their triangulated relationship to music appears to have received only very limited attention (Zon 2017). This chapter seeks to explore that relationship by focusing on three ideologically interrelated parts of the human being: body, mind, and soul. Frequently drawn together under the aegis of religion, aspects of body, mind, and soul also form an integral part of the philosophical and empirical discourse of nineteenth-century science. Scholarly evidence reveals the extent of their pan-European currency and exchange within nineteenth-century musical culture in both English- and non-English-speaking contexts (Pesic 2014, 6). While nineteenth-century science and religion are commonly portrayed as being at war, this chapter uses British musical contexts to test an alternative hypothesis: that science and religion were in fact compatible. It does that by tracking Anglo-European ideological changes in scientific and religious discourse, and explaining how music absorbed and reflected those changes across intellectually reciprocal environments. An introductory section outlines key scientific and religious changes from pre- and post-Darwinian evolutionary formulations to nineteenth-century theologies of divine emotion. Three further sections investigate the relationship of science and religion to the musical body, mind, and soul, emphasizing concepts of sensation and the voice; consciousness and feeling; and mystery and emotion. A conclusion restates the thesis, summarizes findings, and suggests how disciplinary considerations in music might help explain the inherent compatibility of science and religion.





The Scientific and Religious Background


“Evolution is the creation-myth or our age … it has great symbolic power, independent of its truth.” No stranger to philosophical controversy, Mary Midgley (1985, 2:154) targets a debatably weak point in scientific dialectical materialism: the very fundamental and widespread belief that science and religion are, and always have been, mutually incompatible. There is good reason to accept that belief, not least when eminent scientists espouse atheism so volubly, with Richard Dawkins arguably the most evangelical. Dawkins taps into an historical industry in The God Delusion (2006), making a compelling, if selective, scientifically inflected case against God and religion: “If this book works as I intend, religious readers who open it will be atheists when they put it down” (Dawkins 2006, 28). Dawkins takes to a rhetorical extreme the kind of language found in Stephen Jay Gould’s famous essay on the separate spheres of science and religion—their “non-overlapping magisteria”; for Gould “the net of science covers the empirical realm: what is the university made of (fact) and why does it work this way (theory). The net of religion extends over questions of moral meaning and value” (Gould 1997, 16–22). Midgley would disagree. And so would many nineteenth-century thinkers. No less divided ideologically, nineteenth-century thinkers had the luxury of being more circumspect because science had not advanced to such a convincing point of evolutionary knowledge. Genetics was a long way from being proven, even though it was discovered by Mendel in 1865, and evolutionary science was far from consensual. Peter Bowler describes Victorian science as an unexpectedly non-Darwinian—emphatically not a Darwinian—revolution: “there is now a substantial enough body of literature to convince anyone that the parts of Darwin’s theory now recognized as important by biologists had comparatively little impact on late nineteenth-century thought” (Bowler 1988, ix). Bowler describes Victorian science behaving the same way James Livingston describes Victorian religion—as conflicted, multifarious, divergent, partisan, and from the 1860s ideologically riven by a lack of “common intellectual context” (Livingston 2006, 5; see also Stanley 2015, 242–263). In both cases, science and religion were apparently not only at odds with one another but internally self-conflicted as well. Polemical classics in ideological dissimulation—John Draper’s History of the Conflict Between Religion and Science (1874); Andrew Dickson White’s A History of the Warfare of Science the Theology in Christendom (1896); and James Y. Simpson’s Landmarks in the Struggle between Science and Religion (1925)—propagate an untruth, or at the very least a misrepresentation. More accurate titles might be The History of the Conflict WITHIN AND BETWEEN Religion and Science (1875), A History of the Warfare WITHIN AND BETWEEN Science AND Theology in Christendom (1896), and Landmarks in the Struggle WITHIN AND BETWEEN Science and Religion. Far from pointing to divergence, however, nineteenth-century inter- and intradisciplinary relationships appear to favor the kind of complementarity that Alistair McGrath (1989) describes as failings of the warfare narrative. The relationship both today and historically is more porous, provisional, and co-existingly enriching; indeed, even scientists contest the warfare narrative. A history of parallel concepts seems to justify that belief in part; whereas science evolved from a permanently fixed scale of nature (the Great Chain of Being) to random change, owing to natural selection (Darwinian evolution), religion progressed from God’s unchanging nature and inability to feel external emotional stimulus (divine simplicity and impassibility) to God’s ability to feel emotion (divine passibility).

Science responded to its changes by dividing into variously defined evolutionary camps. Influenced by Jean Baptiste Lamarcke, transmutationists, for example, believed that characteristics became inherited if replicated over successive generations (the inheritance of acquired characteristics), and that there is a biological tendency toward development (progression from simplicity to complexity). Those clinging to the Great Chain of Being were nonplussed by a concept of gradual transmutation because it inadvertently produced the well-known and epistemically unsettling quest for the missing link, used initially by Charles Lyell (1851, 220) to describe changes in the geological record, but ultimately defining a liminally mythic, proto-human ape-man. Resistance to change inflected the substance of other types of evolutionism, like recapitulationism. Recapitulationism reached a peak with Ernst Haeckel’s famous axiom “ontogeny recapitulates phylogeny.” For Haeckel (Generelle Morphologie des Organismen, 1866, cited in Haeckel 1900, 81), an embryo passes through all stages of human evolution in its development before being born, effectively recapitulating the course of natural history from the smallest living organism to its apogee in man. Recapitulation has direct ancestry in Herbert Spencer’s equally unsettling concept of the survival of the fittest, an ethically challenging evolutionary amalgam of transmutation, the Great Chain of Being, and recapitulation. One of the first writers to propound a theory of musical origins, Herbert Spencer believed that the entire organic and inorganic world—including music—was governed by the same evolutionary principles:

[W]e propose in the first place to show, that this law of organic progress is the law of all progress. Whether it be in the development of the Earth, in the development of Life upon its surface, in the development of Society, of Government, of Manufactures, of Commerce, of Language, of Literature, Science, Art, this same evolution of the simple into the complex, through a process of continuous differentiation, holds throughout. From the earliest traceable cosmical changes down to the latest results of civilization, we shall find that the transformation of the homogeneous into the heterogeneous, is that in which Progress essentially consists.


(Spencer 1857:446–447)


Spencer encapsulates this in his theory of musical development:

In music progressive integration is displayed in numerous ways. The simple cadence embracing a few notes, which in the changes of savages is monotonously repeated, becomes, among civilized races, a long series of different musical phrases combined into one whole; and so complete is the integration that the melody cannot be broken off in the middle nor shorn of its final note, without giving us a painful sense of incompleteness. When to the air, a bass, a tenor, and an alto are added; and when to the different voice-parts there is joined an accompaniment; we see integration of another order which grows naturally more elaborate. (1867, 95.§114)

Where Spencer contended that music is the “chief media of sympathy” ([1857] 1951, 73–74), Darwin believed that it developed love—not just reproductive love (sexual selection) but an even deeper love between creatures: “Love,” Darwin acknowledges, “is still the commonest themes of our own songs” (1871, 2:336).

Not dissimilar markers of change can be found in religion, as previously fixed theologies of divine simplicity and immutability yielded to more compliant forms of passibility. Divine simplicity is an assertion of God’s absoluteness:

[N]o principle or power stands back of or alongside God by which he instantiates or understands his existence and essence. He alone is the sufficient reason for his own existence, essence, and attributes. He does not possess his perfections by relation to anything or anyone other than himself.” 
(Dolezal 2011)


Critics of divine simplicity abound, particularly in the increasingly subjectivist mindset of nineteenth-century theologians (Duby 2015, 26). Schleiermacher was seemingly torn. On the one hand, he accepts that divine simplicity is “the unseparated and inseparable mutual inherence of all divine attributes and activities”; on the other hand, that “all attributes which we ascribe to God are not to be taken as indicating something specific in God, but only something specific in our manner of referring to Him the feeling of absolute dependence” (Schleiermacher [1928] 2016, §50, 194; §56, 231). Tension over human feeling and divine simplicity can be observed permeating Schleiermacher’s writing on music, as Eduard, one of the main protagonists of his Christmas Eve (1826) attests: “every fine feeling comes completely to the fore only when we have found the right musical expression for it. Not the spoken word, for this can never be anything but indirect—a plastic element, if I may put it that way—but a real, uncluttered tone. And it is precisely to religious feeling that music is most closely related. … What the word has declared, the tones of music must make alive, in harmony conveying it to the whole inner being of its hearers and holding it fast there” (Schleiermacher [1826] 2007, 143). Hegel weighs in on the debate with not dissimilar logic. Surely the very attribution of simplicity is itself an attribution of a God who can “reconcile to Himself this something which is foreign to Him, this special or particular element which comes into existence as something separated from Him just as it is the nature of the Idea which has separated itself from itself and fallen away from itself, to bring itself back from this lapse to its truth or true state” (Hegel 1895, 3:1). That reconciliation, between a unified interiority (the spiritual world) and disunified exteriority (the natural world), would be mirrored—and redeemed—in music. According to Enrico Fubini, Hegel deemed music the only art form which “does not separate its external medium from its spiritual content” (Fubini [1964] 1991, 278).

The emotional corollary to divine simplicity is divine impassibility, and during the nineteenth century it too would experience radical transformation with implications for music. An impassible God is “is self-sufficient, he cannot be changed. Since he is perfect, he cannot change himself. Thus suffering and emotion are both incompatible with the nature of a God who never becomes, but is” (Bauckham 1984, 8). Long held as a theological principle, by the nineteenth-century impassibility was coming unstuck as Romanticism heightened feeling as a human attribute, often—as in the case of Schleiermacher and Hegel—directly implicated in the attributes of divine simplicity itself. As Keating and White (2009, 1) rightly suggest, the classical doctrine of impassibility was simply unable to reconcile an impassible God of the Bible with the God who suffers in Christ. Presbyterian theologian and Principal of the Princeton Theological Seminary Charles Hodge (1797–1878) takes umbrage:

If love in God is only a name for that which accounts for the rational universe; if God is love, simply because He develops himself in thinking and conscious beings, then the word has for us no definite meaning; it reveals to us nothing concerning the real nature of God. Here again we have to choose between a mere philosophical speculation and the clear testimony of the Bible, and of our own moral and religious nature. Love of necessity involves feeling and if there be no feeling in God, there can be no love. 
(Hodge 1872, 1:428–429)


Hodge’s later contemporary, William G. T. Shedd prevaricates in theology as Hegel does in music: “While therefore God as a most pure spirit has no passions,” Shedd opines, “he has feelings and emotions. He is not passively wrought upon by the objective universe, so that he experiences physical impressions and organic appetites, as the creature does, but he is self-moved in all his feelings” (Shedd 1888, 1:178). For Hegel, music’s “own proper element is the inner life as such, explicitly shapeless feeling which cannot manifest itself in the outer world and its reality but only through an external medium which quickly vanishes and is cancelled at the very moment of expression. Therefore music’s content is constituted by spiritual subjectivity in its immediate subjective inherent unity, the human heart, feeling as such” (Hegel [1935] 1975, 626).



The Musical Body


Ideological change was no less fraught in musical literature, especially in work focusing on the musical body and sensation. Progressive as he was, Hermann von Helmholtz, for example, retained a belief in the fundamentally symbolic nature of sensation (albeit symbols rooted in physically occurring phenomena; see Steege 2012, 77), and felt that organs of sense produce information about the external world that in some respects tell us more about the organ than the sensation itself. Ben Steege reads in Helmholtz’s On the Sensations of Tone as a Physiological Basis for the Theory of Music (1862) some of the hallmarks of an old way of interpreting sensation (a mind/body split), even if for Helmholtz the physiological “material ear” occupies far more space than the psychological mental or spiritual ear (geistiges Ohr) (Steege 2012, 73). For Steege, Helmholtz is as much about sensation as it is about using experimentation to develop a new way of listening—“to call for a renewed attentiveness to sound as sound—to listen with an unprecedented strain and even skill—was to call for a change in the object of study itself” (35).

Leslie Blasius (1996, 6) portrays Helmholtz as recuperating eighteenth-century scientism and re-empiricizing psychology through sensation; literary scholar Gillian Beer might describe him as representative of “Wordsworthian “pre-existing harmony” between mind and material world” ([1983] 2000, 69). Helmholtz himself says that “Our representations of things cannot be anything other than symbols, naturally given signs for things, which we have learned to use in order to control our motions and actions” (quoted in Steege 2012, 77). A devoted Darwinian (see Hatfield 1990, 192), and cited by Darwin himself (Beer [1983] 2000, 69), Helmholtz was of great interest to evolutionists, however. He believed in a correlation between music and civilization; interrelationships between music, speech, and emotional expression; the cultural construction of tonal systems; and the idea that music arose from artistic imitations of the instinctive modulations of the voice corresponding to feeling (da Sousa Correa 2003, 34).

Apart from Helmholtz’s belief in intrinsic qualities of sound, Victorian polymath Herbert Spencer would largely agree with his contemporary in his “On the Origin and Function of Music” (1857), itself rooted in a slightly earlier work Principles of Psychology (1855). Principles of Psychology tries to evolutionize “pre-exisiting harmony” by theorizing the pathway body and mind take from sensation, to perception, to cognition. While at its most fundamental—“the law is that with each muscular contraction there goes a sensation more or less definite; a sensation directly produced, either by the discharge itself, or by the state of the muscle or muscles excited”—at its more advanced there is “good reason to conclude that at the particular place in a superior nervous centre where, in some mysterious way, an objective change or nervous action causes a subjective change or feeling, there exists a quantitative equivalence between the two” (quoted in Collins 1894, 197, 197). As T. H. Green and later critics suggest, Spencer never really defines “quantitative equivalence,” however (Rylance 2000, 247) nor does he explain what exactly he means by “superior.” What he does explain is the role sensory progression plays in the development of music and the role music plays in the development of civilization. For Spencer, bodily sensation is the beginning of a music-evolutionary impulse—a type of impassioned proto-language propelling humans from language to music, akin to what today archaeologist Steven Mithen might refer to as early human utterance: “All music is originally vocal” (2005, 171). Spencer maintains that “All vocal sounds are produced by the agency of certain muscles. The muscles, in common with those of the body at large, are excited to contraction by pleasurable and painful feelings … it follows that each inflection or modulation [of the voice] is the natural outcome of some passing emotion or sensation” (Spencer [1857] 1951, 49–50).

Progression from sensation to perception to cognition would for Spencerians not only justify an analogous musical evolution from savage chant to oratorio and music drama but it would also enshrine a teleological evolutionary program increasingly under siege by Darwinian thought and materialist readings of the human body. Where Spencer subscribed to progression, Darwin was concerned primarily with the mechanisms which ensured successful reproduction: natural and sexual selection. “Natural selection” refers to an evolutionary mechanism of survival in which creatures better adapted to their environments survive and reproduce in their offspring adaptationally favorable characteristics. Sexual selection is the ability to compete and mate; to Darwin, music is the key to sexual selection in all creatures, human, animal and even insect: “The capacity and love for singing or music,” Darwin claims, “though not a sexual character in man, must not here be passed over. Although the sounds emitted by animals of all kinds serve many purposes, a strong case can be made out, that the vocal organs were primarily used and perfected in relation to the propagation of the species” (Darwin 1871, 2:330)—in other words, to attract a mate. Although on the surface not dissimilar to Spencer, because of this, Darwin differs categorically from Spencer, as the impulse to make music is, in its broadest sense, instinctive (i.e., natural), even if the language of that music is learned (i.e., nurtured). Where Spencer, through language, sees music emerging from, or even liberated by, the muscular sensation of the body, Darwin imagines it already in place at the body’s most deeply intrinsic, reproductive core.

The effect of that subtle distinction was to position the musical body at the center of an ideological divide over the origin, function, and development of music which, if Steven Pinker ([1997] 1999, 534) is to be believed, continues to this day. For Spencer, the musical body is practically a contradiction in terms, because although he advocates organic continuity between body and mind, body and mind were qualitatively and evolutionarily asymmetrical in the ascent of human consciousness—the body more primal, the mind more advanced. Hector MacPherson asserts of Spencer that “Between the humblest expression of life in the animal world and the highest manifestations in the intellect of man, the difference is not one of kind but of degree” (MacPherson 1900, 108), but in fact MacPherson underplays a significant evolutionary predilection in Spencer’s work. Unlike Darwin, Lamarckian Spencer hierarchizes the evolutionary functionality of the musical body. For Darwin, conversely, the musical body is practically a tautology. The body cannot be anything but musical because music is at the center of selection, and selection is at the center of survival.

According to Darwin, at our most basic, instinctive level beneath the surface of our human being, we do not really “musick” at all, if by “musicking” we mean the humanly organized, socially constructed phenomenon of musical performance. Music, for Darwin, is not only embodied, but intrinsically bodily. For Chris Small, the act of musicking establishes meaningful relationships between the music and those musicking—and indeed, they may stand metaphorically for ideal relationships “between person and person, between individual and society, between humanity and the natural world and even perhaps the supernatural world” (Small 1998, 13)—but for Darwin and some modern-day Darwinists, music is even more primal. It is for a reason that Daniel Levitin ends This Is Your Brain on Music (2006) with a chapter on musical instinct by referring to the “embodied nature of music, the indivisibility of movement and sound” as “Evolution’s #1 Hit” (Levitin 2006, 257).

When, paradoxically, Small invokes the supernatural, he hints at the body’s transcendental receptors. Long attuned to music’s spiritual qualities, nineteenth-century thinkers often located the body as the liminal meeting point of sacred and secular worldviews, and often that meeting point is ideologically fraught for similar reasons adumbrated in Gould’s non-overlapping magisteria. In fact, nineteenth-century scientific and theological opinion is often more consonant than one might expect. Spencer (First Principles) claims that music is the chief media of sympathy (Collins 1894, 21); for Darwin, that love is the most common theme of song. What if any phantom theology of the body lies behind these claims? At its most rudimentary, Spencer’s musical body is stimulated matter. Matter, according to Spencer (Principles of Psychology), is nothing more than “that of coexistent positions that offer resistance” (quoted in Collins 1894, 269); the sense of sound, color, heat, odor, and taste “can be called attributes of body only in the sense that they imply in body certain powers of reaction, which appropriate external actions call forth” (Spencer 1857, 61). Yet the musical body—and particularly the voice—is unique: “vocal music,” Spencer claims, “and by consequence all music, is an idealization of the natural language of passion.”

The voice—and by extension vocal music—maintains pride of place in nineteenth-century evolutionary histories of music. C. Hubert H. Parry speaks by example when he echoes Spencer in claiming that “The raw material of music is found in the expressive noises and cries which human beings as well as animals give vent to under excitement of any kind, and their contagious power is shown, even in the incipient stage, by the sympathy which they evoke in other sentient beings” (Parry [1893] 1968, 13). In fact, Parry, Spencer, and Darwin echo a theological commonplace in which the musical voice is the aboriginal organ of emotional passion. By 1874, Darwin extends claims made in the first edition of The Descent of Man (1871), and reckons that

The capacity and love for singing or music, though not a sexual character in man, must not here be passed over. Although the sounds emitted by animals of all kinds serve many purposes, a strong case can be made out, that the vocal organs were primarily used and perfected in relation to the propagation of the species. … Human song is generally admitted to be the basis or origin of instrumental music. As neither the enjoyment nor the capacity of producing musical notes are faculties of the least use to man in reference to his daily habits of life, they must be ranked amongst the most mysterious with which he is endowed. 
(Darwin 1874, 566, 569–570)


Darwin is not alone in appending a transcendental suffix to an otherwise uncompromisingly evolutionary statement. Spencer claims that music arouses “Those vague feelings of unexperienced felicity … those indefinite impressions of an unknown ideal life which it calls up, may be considered as a prophecy, to the fulfilment of which music is itself aids” (Spencer 1857, 74).

Scientists might find words like “mysterious” and “unknown ideal” critically inadequate descriptors, but theologians would recognize them immediately. Whether language precedes music or vice versa, for Spencer and Darwin music originates in the voice, and the voice is located in the body. In theology, the relation of the body and voice has always been the site of passion because the voice produces emotional expression which can be recorded in word, and word provides the basis of revealed (scriptural) belief through language. In Christian theology, God, like human beings, uses his voice to express emotion in both the Old and New Testaments, but it was not, arguably, until the nineteenth century that theologians began asking whether divine expression also expressed a manifestation of divine feeling. Like many theologians, Kevin Vanhoozer analogizes the voice, and asks a question beginning to burn in the minds of contemporary theologians: “In the context of grammar, “voice” indicates the relation of subject to the action of the verb … the Bible appears to ascribe certain emotion to God—‘movements’ in God’s affective life provoked by something outside God. Can something outside God ‘move’ or act upon God as to produce an emotion?” (Vanhoozer 2010, 76). Set against an increasingly materialistic worldview, the embodied, linguistic nineteenth-century musical voice became not only a site of evolutionary origins but also one of progressive social redemption. Not only did the voice give rise to music, it was also used to initiate music’s evolutionary capacity to engender sympathy and love. According to John Harrington Edwards, “Music is the harmonious voice of creation, an echo of the invisible world, one note of the divine concord which the entire university is some day to sound” (1903, 264). Spencer and Darwin may not have intended to redeem the secular (material) body by sacralizing (spiritualizing) the voice, but they certainly invested their progressive, evolutionary hope in music originating in the voice—human (in the case of Spencer) or both human and animal (in the case of Darwin).

When dramatic theological change increasingly questioned the idea of an emotionally immutable God and revolutionary scientific change challenged the idea of a fixed Great Chain of Being, the voice became a humanly embodied savior for science and religion alike, opening up the prospect of human development beyond the limited capacities of the sensory, into the higher orders of perception, cognition, and the unfettered access of the mind. Perhaps this partly explains the genesis of Lydia Goehr’s assertion that we should fix our concern “on the matter of people engaging with music as either an individual or social assertion of their freedom—their subjective freedom … to be musical … through the expressive voice and performed act. Were we to do this, we could then also think about musical activity as a quest for the autonomous (musical) voice” (Goehr 1998, 17).



The Musical Mind


Goehr’s redemptive prescription comes with a genealogy in both science and religion which elevated the mind to an apogee. Indeed, mental perfectibility lay unabashedly at the heart of Spencer’s synthetic project. Spencer imagined all life connected by the mind: all organisms progress from simple to complex through gradual differentiation; differentiation creates two branches of life, the physiological and the mental; and the mental leads from reflex action (sensation) to instinct, memory and will (Richards 1987, 282). Contemporaries recognized the importance of his approach to human mental psychology, John Stuart Mill among them: “It is very satisfactory to see how you and [the psychologist Alexander] Bain, each in his own way, have succeeded in affiliating the conscious operations of mind to the primary unconscious organic actions of the nerves” (Letter to Herbert Spencer, April 3, 1864, cited in Richards 1987, 299). Mill corroborates the psychological basis for what musical thinkers would eventually accept as truth—that evidence of the musical mind shows how through the body it continuously recapitulates the evolutionary accession of intelligence (in the broadest sense what Spencer might call the will). J. Hughlings Jackson would apply recapitulation to different parts of the body, while Spencerians would apply it musical structure. “The highest sensori-motor centers,” Jackson claims, “make up the ‘organ of the mind’ or physical basis of consciousness; they are evolved out of the middle, as the middle are evolved out of the lowest, and as the lowest are evolved out of the periphery; thus the highest centres re-re-represent the body—that is, represent it triply indirectly” (Jackson 1887–88, cited in Harrington 1987, 211). for Spencerian Margaret Glyn, the elusiveness of music lies “in the action of the individual mind upon the form of music, not as destroying that form, but as re-creating it. … The mind is no less elusive than its creations” (Glyn 1909, xix). For Spencer himself, recapitulation applied not just to mind and body but also to the mind and emotion: “the antagonism between intellectual appreciation and emotional satisfaction, is essentially the same as one which lies at the root of our mental structure—the antagonism between sensation and perception; and it runs up through the whole content of the mind, rising to such partial conflicts between thought and feeling as those which accompany critical judgments of music” (“The Purpose of Art,” in Spencer [1902] 1907a, 32–33). It is evident, moreover, “that the combinations of tones … may be developed into others which are still more expressive. If, with this idea in mind, Beethoven’s Adelaide, or some of Gluck’s melodies, be contemplated, many of the cadences may be recognized as idealized forms of the appropriate emotional utterances” (“Developed Music,” in Spencer [1902] 1907b, 54).

Darwin’s musical mind is no less emotional, and on a certain level even more deeply implicated materialistically: “The sensations and ideas excited in us by music, or by the cadences of impassioned oratory, appear from their vagueness, yet depth, like mental reversions to the emotions and thoughts of a long-past age” (Darwin [1871] 1874, 336). Neither Darwin nor Spencer espoused a conventionally materialistic attitude, however, if by materialistic we mean that “the human mind is a property of the material body” (Richards 1987, 333). But unlike Spencerians, Darwinians believed that the bodies and minds of humans and animals share evolutionary history. As Rachel Mundy suggests, “Darwin problematized the human–nonhuman … and his writings on music neatly mapped this “demotion” of the human onto the sonic and onto music” (Mundy 2010, 31). Psychologist James Sully, for example, maintains that evolution

regards all species as connected steps in one complex movement of organic development, [and] has naturally tended to raise the intellectual and moral status of animals by suggesting that in them are to be found the germs of mental qualities previously supposed to be man’s exclusive possession. Among the attributes which science is thus extending to the lower animals is the artistic impulse. Man can no longer boast of being the sole artist. … With respect to music, it must of course always have been a matter of observation that the lower animals share in our love of song. The first human musicians doubtless noticed the similarity of their rude art to bird-song.

(Sully 1879, 605)


Darwinians were not entirely united in this belief, however. In Animal Intelligence (1881), Mental Evolution in Animals (1883), and Mental Evolution in Man (1888), for example, Darwin’s mentee George Romanes unites animal and human minds through evolution, yet because of his own religious self-conflict clings to a non-Darwinian tenet of musical production:

the chimpanzee “Sally” not unfrequently executes an extraordinary performance. … The song, however, is by no means so “musical.” It is sung without any regard to notation, in a series of rapidly succeeding howls and screams—very loud, and accompanied by a drumming of the legs upon the ground. She will only thus “break forth into singing” after more or less sustained excitement by her keeper; but more often than not she refuses to be provoked by any amount of endeavour on his part.

(Romanes 1902, 377)


These temperamental differences reveal not only a musical disagreement over the place of mind in relation to the body but also what is effectively an intradisciplinary scientific disagreement over the relationship of mind and emotion. For Romanes, the animal mind is intelligent and may, as it progresses up the evolutionary chain, experience higher and higher levels of emotion, but music requires not only mental intelligence; it requires emotional consciousness at a level unattainable among animals other than man. At the same time, consciousness and mind are not one in the same thing, and music proves it.

David Blitz characterizes the difference: although humans know their own mind subjectively, knowledge of other minds “involved an interpretation of objective behaviour combined with a projection of subjective consciousness” (Blitz 1992, 52). Romanes would call this relationship “ejective”: “ejectively considered, the distinctive element of mind is consciousness, the test of consciousness is the presence of choice, and the evidence of choice is the antecedent uncertainty of adjustive action between two or more alternatives” (Romanes 1884, 18). Sally fails the musical test not because her performance lacks beauty or even literacy, but because, ejectively considered, it lacks evidence of choice and its antecedent uncertainty (she needs to be prodded to perform). Sally failed the musical test for the same reasons Darwinism struggled to pass the evolutionary test. If Victorian Britain struggled to relinquish the fixed certitudes of the Great Chain of Being, religion was undergoing its own conflict in Britain and elsewhere, mirroring in theology battles being fought in science. Romanes predicates his understanding of mind on W. K. Clifford’s fundamentally atheistic concept of ejectivity—broadly speaking, “the distinctive character of a mind (or mental process) other than our own in its relation to our own” (1883, 16)—yet despite its rejection of subject and object ejectivity is itself a phantom term with strong metaphysical and theological resonances in concepts of unity and diversity. As Johness Zachhuber points out, Tübingen philosopher F. C. Bauer maintains that “the true goal of any self-reflective scientific endeavour” must be “to approach the idea of the unity of knowledge.” This idea is “prefigured in the organism of the human mind” (quoted in Zachhuber 2013, 64).

For the Tübingen theologians and German Idealists more generally there is an organic continuity between the particular individual and the universal whole evidenced by history: “Despite all their differences,” Zachhuber suggests, “Hegel, Schelling, and Schleiermacher all agreed that the mind that examines nature and history encounters itself in the object of its reflection, and this ultimate identity of subject and object is the very condition for any such reflection” (2013, 84). The mind that examines music and history encounters the same self in the object of its reflection. Schleiermacher would call this “immediate self-consciousness,” and apply it to the idea of Gefühl—“the feeling of absolute dependence” on God. Jeremy Begbie (2014, 114) characterizes this as “being conscious-of-oneself-as-being-in-relation-to-God.” In Schleiermacher’s Christmas Eve, music’s “true content is the great chords of our mind and heart, which so marvellously and with the most varied voices ever resolve themselves into the same harmony” (Schleiermacher [1826] 2010, 32). Critics of Schleiermacher stress the confusion over his substitution of religious feeling for experience of identity between subject and object (Lamm 1994, 67) and the general absence of Christological import in favor of religious transcendentalism (Mariña 1996, 177), but he defined feeling when science, religion, and musical identities were undergoing similarly methodological transformations. Now along with science the religious mind felt, rather than just simply thought, inverting the conventional certitudes of the Enlightenment. Spencer (“Origin and Function of Music”) perhaps even more than Darwin, summarizes this position when he claims that music combines mental and muscular excitement, as impassioned speech, an ideal life, a meeting point of “the idealized language of the emotion and its natural language” ([1857] 1951, 69).

Schleiermacher and Spencer emotionalize the mind at a transitional moment in history, when readings of God’s own emotional mind were beginning to change through new theologies of kenosis. In the same way that Romanes “ejects” subject and object, kenosis teaches that the subject of Christ empties himself into the object of Jesus and becomes fully human without affecting the integrity of his divinity. Kenosis reaches an apogee in the increasingly emotionalized mentality of nineteenth-century theology, which sought “to mediate an integrally human Jesus of more modern awareness and sensitivity with the Christ of confessions” (Thompson 2006, 95). A good example of this is found in the trajectory of Victorian hymns, where impassible theologies of atonement and the Christ of faith give way to passible readings of incarnation and the Jesus of history (Bradley 1997, 109). Manifestly emphasizing the heart, “Thou didst leave Thy Throne and Thy kindly crown” passes the ejectivity test of mind (unlike Sally the chimpanzee), and captures the transition in a brief encapsulation of Jesus’s life, death, and resurrection. He (Christ) is conscious of his being, makes his choice (Jesus), and through scripture (the Bible), provides evidence of antecedent uncertainty of adjustive action. He is immediately self-consciousness and feels absolutely dependent—“true deity, true humanity” yet “relinquishes all divine attributes, powers, prerogatives, and glory”:


Thou didst leave Thy throne and Thy kingly crown,

When Thou camest to earth for me;

But in Bethlehem’s home was there found no room

For Thy holy nativity.

O come to my heart, Lord Jesus,

There is room in my heart for Thee.

Heaven’s arches rang when the angels sang,

Proclaiming Thy royal degree;

But of lowly birth didst Thou come to earth,

And in great humility.

O come to my heart, Lord Jesus,

There is room in my heart for Thee.

The foxes found rest, and the birds their nest

In the shade of the forest tree;

But Thy couch was the sod, O Thou Son of God,

In the deserts of Galilee.

O come to my heart, Lord Jesus,

There is room in my heart for Thee.

Thou camest, O Lord, with the living Word,

That should set Thy people free;

But with mocking scorn and with crown of thorn,

They bore Thee to Calvary.

O come to my heart, Lord Jesus,

There is room in my heart for Thee.

When the heav’ns shall ring, and her choirs shall sing,

At Thy coming to victory,

Let Thy voice call me home, saying “Yet there is room,

There is room at My side for thee.”

My heart shall rejoice, Lord Jesus,

When Thou comest and callest for me. (Thompson 2006, 79, 87)






The Musical Soul


Nineteenth-century science responds variously to what is a religious idea of the soul. The closest Spencer came to believing in anything approximating a religious idea was his much criticized concept of the “Unknowable” (Lightman 2015, 231–241). The Unknowable is Spencer’s attempt to reconcile religion and science:

If both Religion and Science have bases in the reality of things, then between them there must be a fundamental harmony. There cannot be two orders of truth in absolute and everlasting opposition. To understand how Science and Religion express opposite sides of the same fact—the one its near and visible side, and the other its remote or invisible side becomes our problem. 
(quoted in Collins 1894, 5)


In musical terms, the answer produces a solution not unlike idealism more generally, not least when Spencer claims like Wackenroder, Hegel, or Schopenhauer that music is effectively the “idealized language of the emotion.” Unlike other idealists, however, Spencer makes no genuinely spiritual claims for music. Music for Spencer is not transcendent but, if anything, is immanent in the way it is embodied in Small’s concept of musicking. For Spencer, if music has a soul at all it is not in the music itself but in the people who musick it individually and/or collectively; that is why music is so important in the construction and evolutionary survival principle of human sympathy. It is part of what is in essence a progressive liberal ethicism in which “various modifications of voice become not only a language through which we understand the emotions of others, but also the means of exciting our sympathy with such emotions” (Spencer [1857] 1951, 57).1 Yet the evolutionary purpose of sympathy cannot alone explain the “true” Unknowable function or meaning of music:

Those vague feelings of unexperienced felicity which music arouses—those indefinite impressions of an unknown ideal life which it calls up, may be considered as a prophecy, to the fulfilment of which music is itself aids. The strange capacity which we have for being so affected by melody and harmony may be taken to imply both that it is within the possibilities of our nature to realise those intenser delights they dimly suggest, and that they are in some way concerned in the realisation of them. If so, the power and the meaning of music become comprehensible, but otherwise they are a mystery. 
(Spencer [1857] 1951, 75–76)


Vague feelings, indefinite impressions, unknown ideal life, prophecy, mystery— surely this is theological language masquerading as transcendentalism.

Spencer never actually attributes music to anything other than the evolutionary principle of sympathy, and so the mystery of music remains unsolved and certainly not located in a soul as conventionally understood. Darwin (“Recollections … ,” 1876, 62–63) is no less uncertain about the presence of a soul—he at least had the intellectual honesty to call his views on religion a “muddle.” But like Spencer, he attributes to music properties that in other circumstances might be deemed to have spiritual—if not religious—origins: musical notes must be “amongst the most mysterious with which he [man] is endowed,” he suggests; love is “still the commonest theme of our own songs” ([1871] 1974, 2:333, 336) and sympathy with music can even bring people to tears (Moore 1979, 218–220). Christian non-Darwinists come in many denominational and creedal varieties. They usually accept some or all the basic tenets of Spencerian evolutionism (progression from simplicity to complexity, recapitulation, and survival), and inflected by Christian theology they ascribe to God what Spencer ascribes to the Unknowable. Christian Darwinists might accept the scientific validity of natural selection yet reconcile it with divine design or origins. Christian Darwinists adopt an altogether more metaphysical approach. A good example from the spectrum is musicologist W. J. Treutler, avid follower of evolutionary science and probably one of the first Victorians to attribute evolutionary properties to the musical soul: “there is a necessary something more than the external organ of hearing and the cerebral auditory centre, however highly these may be developed and exercised in the individual, and this ‘something more’ is a sensitive, feeling, impressible, and highly organized soul” (Treutler 1998–99, 83). Treutler is not unique in proffering the idea of a musical soul; however, his conceptual reach takes the idea further than most. Like many others at the time, Treutler believed that all animals had a soul (Magnum 2007, 22), even if that soul was in a state of lower development: “the intelligent comprehension of music, even by the higher animals, will always be more or less imperfect, because their soul is of a lower order, their intelligence is unable to grasp and comprehend the sequences and rich combinations of musical sounds. And hence the effect of music on animals cannot be other than fragmentary and imperfect” (Treutler 1998–99, 83). The effect of music on humans is similarly variable, because not all humans are equally advanced. Reflecting a long history combining music and racist developmental prejudice,2 Treutler finds optimistically that the “musical soul of man is capable of progress and development by education, cultivation, and training, and has been so developed from one generation to another and from the days of primitive man” (83).

Treutler is clearly a scientific friend of religion, not just because he believes in a musical soul but also because his musical soul unites the whole of the animal kingdom spiritually. Yet God is an absent presence from his musical considerations. Others, like putative Christian Darwinist Joseph Goddard, were less circumspect. Goddard’s work is wide-ranging philosophically and reflects a serious commitment to German Idealism: “Music,” he asserts, “imparts the sentiment direct. That it does not copy the natural features of form, but only the spirit, or any influence. That music is itself emotion’s natural form” (Godddard 1862, xiv). At the same time, Goddard delves into the spiritual world without the present absence of God, even if the musical soul is a creation of the human spirit: “In the case of Music … man not only bestows the soul, but, to all appearances, the form also; for where in Nature do we find a musical effect bearing anything like a close resemblance to the effects of the Art?” (xiii). Goddard not only acknowledges the presence of a soul but also uses the heyday of the oratorio to describe the telling, changing theological conditions of the time: “when it was habitual to practically and externally acknowledge that relationship of God to humanity which is mostly inwardly understood;—if we consider these circumstances, we are more than ever impressed with the fitness and appropriateness of these incidents and conditions of humanity for representing those circumstances, amidst which the great tide of man’s feeling towards God and his brother man would mostly arise” (134–135). These and Treutler’s words epitomize the unrepentant hybridization of scientific and religious thought within musicology of the time: on the one hand, the soul and God; on the other, evolutionary fitness and appropriateness, all strung together by the cooperatively unifying force of transcendental feeling and the emotions.



The musical soul also offers a window onto the progressive, humanizing secularization of a musical emotion instantiated through nineteenth-century changes in the theology of divine simplicity and impassibility. According to the Rev. Haweis, the individual soul is deeply co-implicated in the emotions of human nature, but the emotions reside not in the mind, nor in the body, but in the soul itself: “there was a region of abstract emotion in human nature constantly indeed traversed by definite thoughts, but not dependent upon them for its existence—that this region of emotion consisted of infinite varieties of mental temperature—that upon these temperatures of the soul depended the degree, and often the kind of actions of which at different moments we were capable” (Haweis [1871] 1912, 47). In his Music and Morals (1871) musical emotions press “the subtle atmospheres of the soul” (82) and later, in My Musical Life, (1883) they would become the “mother of sympathy” (Haweis [1883] 1886, 118). For Haweis, as for Spencer and Darwin, sympathy not only unites man and his emotions, it also unites man and society. But for Haweis it also unites man to his God in a way that provides an underlying, implicitly incarnational message in which man becomes simultaneously the object and subject of God’s action: “we must stand upon the holy hill with hands uplifted like those of Moses,” he preaches, “and see the battle of Good against Evil with a deep and inexhaustible sympathy for righteousness, and a sense of triumph and victory in our hearts. The highest service that art can accomplish for man is to become at once the voice of his nobler aspirations, and the steady disciplinarian of his emotions” ([1871] 1912, 46). Like Schleiermacher, Haweis extols the religious virtue of musical emotion and locates its sympathy in the centripetal dynamic of an individually, yet corporately unifying soul.

For Schleiermacher, the composer’s greatest triumph “is when he bids adieu to language altogether and embodies, in this endlessly changing wealth of tonal sequences and harmonies, all the tremors of life that can pass through the soul” ([1831–32] 1984, 174). For Haweis, similarly, that soul not only unifies an individual’s mind and body with God through feeling, it also unifies minds and bodies in the formation of a congregation of people. The congregation of an orchestra provides him with the perfect musical analogy:

To the eye of an uninitiated spectator that uniform drawing up and down of bows all in the same direction and all at once—that simultaneous blare of horns, trumpets, and flute-notes sounded instantly at the call of the magic wand, may seem like human mechanism, but it is not, it is sympathy. The individuality of each player may be merged in a larger and more comprehensive unity of thought and feeling; but it is a unity with which he is in electric accord, and to which he brings spontaneously the faculties of personal appreciation and individual skill. ([1871] 1912, 74)

The soul of Haweis’s orchestra is, however, as much a statement about the cultivation of emotional sympathy as it is the liberation of divine simplicity and progression toward passibility. The classical doctrine of divine simplicity imagined a changeless, emotionless God, but Haweis’s simplicity defines a unity positively buzzing with (electric) individual action—and action predicated on the developmental creativity in performance, composition, and listening. Indeed, if as Stephen Holmes suggests, the theology of simplicity were undergoing “a fundamental shift in the doctrine of the divine perfections that occurred in the nineteenth-century” (Holmes 2007, 65), Haweis’s deeply humanizing orchestra reflects the new face of that theological imaginary by ejecting subject and object, to use Romanes’s term, and defining the ensemble the way Berlin theologian I. A. Dorner describes God’s simplicity—as “eternal self-identity” (1888–90, 1:215). For Haweis, this is the musical soul: of Schubert he claims that

It reveals us to ourselves—it represents those modulations and temperamental changes which escape all verbal analysis—it utters what must else for ever remain unuttered and unutterable—it feeds that deep, ineradicable instinct within us of which all art is only the reverberated echo, the craving to express, through the medium of the senses, the spiritual and eternal realities which underlie them. ([1871] 1912, 286)



Conclusion


“Evolution is not just an inert piece of theoretical science. It is, and cannot help being, also a powerful folk-tale about human origins” (Midgley 2002, 1); so are various parts of the Bible (Gunkel 2015, 35). If science and religion both produce folktales, surely they must have something in common. Surely nineteenth-century science and religion were not at war—not mutually cancelling, non-overlapping magisteria; surely they were more positively entangled, interpenetrating and co-existingly enriching, as Alistair McGrath suggests. This chapter uses music to prove McGrath’s point. In nineteenth-century intellectual culture, music became a site of reconciliation, not just wrangling, within and between the seemingly separate spheres of science and religion. Both used music to configure the mind, body, and soul, often with strikingly similar languages, methodologies, and metaphysical aspirations. For Spencer, the origin and function of music were interrelated. Music was impassioned speech that developed an evolutionarily favorable adaptation—sympathy. For Darwin, the function and origin were reversed; the function was sexual selection, but its origin lay in the emotion of love. For Spencer, the musical body was largely reactive and the mind proactive; for Darwin, the musical body was reproductively proactive and the mind to some extent reactive to a long past emotion. Both, however, considered music mysteriously indefinable in some way, and so did their followers wherever their place on the evolutionary spectrum.

Christian evolutionism produced no less diversity over the musical body, mind, and soul. The musical body was a theologized voice; the mind, a locus of “immediate self-consciousness” and Gefühl; and the soul a place where divine simplicity and emotion are reconfigured. Behind these opinions are systemic transitions in the practice and theory of science and religion: science, from pre- to post-Darwinian ideas unchaining evolution from the Great Chain of Being; and religion, from the doctrine of divine simplicity to humanized theologies of God’s emotion.

What with the advent of very highly specialized disciplinarity, when it comes to music, science and religion seem even further apart today than they were in the nineteenth century. The psychology of music treats transcendence and religious feeling with expected scientific objectivity. According to Alf Gabrielsson (2011, 193–227, passim), categories of transcendent experience include magical, supernatural, mysterious, and spiritual experiences; ecstasy and trance; cosmic experiences merging into something greater and dissolution into one ego; experiences of other worlds and realities. Music and religious experiences include visions of heaven, paradise, and eternity; spiritual peace, holy atmosphere, and Christian community; conveyance of a religious message and contact with divinity; and meeting the divine or God. Music Theology is as largely uninterested in hard science as music psychology is in theology. Maeve Heaney (2012, 58) comes closest perhaps, by revealing some of the scientific methodologies lurking beneath music theological constructions of an aesthetic nature, especially those linked to ethnomusicology such as social science, linguistics, cognitive structuralism, psychology, philosophy, and anthropology. Semiologist Jean Molino is useful to Heaney, for example, because his methods are scientific; as he says “every human science has a semiological dimension” (quoted in Heaney 2012, 76). Perhaps, lastly, the real division evidenced in this chapter is not between science and religion, but between science and theology. Perhaps theology is the disciplinary outlier when it comes to nineteenth-century musical culture because theology is “at its broadest thinking about questions raised by and about the religions” (Ford 1999, 3), whereas religion is the province of “historical an structural enquiries, such as sociology, phenomenology, etc.” (Smart, quoted in Wiebe 1999, 55). In the nineteenth century, this division was arguably less pronounced—though in many ways no less strongly felt—in the nascent discipline of musicology, born as it was of scientific and religious parents.3 As this chapter has aimed to prove, science and religion may have constructed nineteenth-century British musical identities, but equally music affected the construction of disciplines in a crucial, formative stage of transition—not only in the mind, body and soul of music but also in the body, mind, and soul of the creation myths used to describe its intellectual culture.






Notes






1.
 See also Zon 2018.




2.
 See Zon 2007.




3.
 See Zon 2019.







References





Bauckham, Richard 1984. “Only the Suffering God Can Help: Divine Passibility in Modern Theology.” Themelios 9.3: 6–12.


Beer, Gillian. [1983] 2000. Darwin’s Plots: Evolutionary Narratives in Darwin, George Eliot and Nineteenth-Century Fiction. 2nd ed. Cambridge: Cambridge University Press.


Begbie, Jeremy. 2014. Music, Modernity, and God: Essays in Listening. Oxford: Oxford University Press.


Blasius, Leslie David. 1996. Schenker’s Argument and the Claims of Music Theory. Cambridge: Cambridge University Press.




Blitz, David. 1992. Emergent Evolution: Quantitative Novelty and the Levels of Reality. Dordrecht: Springer Science+Business Media.


Bowler, Peter J. 1988. The Non–Darwinian Revolution: Reinterpreting a Historical Myth. Baltimore, MD, and London: Johns Hopkins University Press.


Bradley, Ian. 1997. Abide With Me: The World of Victorian Hymns. Chicago: GIA Publications.


Collins, F. Howard. 1894. An Epitome of the Synthetic Philosophy. With a preface by Herbert Spencer. 3rd ed. London and Edinburgh: Williams and Norgate.


da Sousa Correa, Delia. 2003. George Eliot, Music and Victorian Culture. Houndsmill and New York: Palgrave Macmillan.


Darwin, Charles. [1871] 1874. The Descent of Man, and Selection in Relation to Sex. 2nd ed. 2 vols. London: John Murray.


Darwin, Charles. 1872. The Expression of the Emotions in Man and Animals. London: John Murray.


Darwin, Charles. 1876. “Recollections of the Development of my Mind & Character.” Autobiography 4.1882. CUL-DAR26.1–121, 62–63. http://darwin-online.org.uk/.


Dawkins, Richard. 2006. The God Delusion. London: Black Swan.


Doleza, James E. 2011. God Without Parts: Divine Simplicity and the Metaphysics of God’s Aboluteness. Eugene, OR: Pickwick.


Dorner, I. A. 1888–90. A System of Christine Doctrine. Translated by Alfred Cave and J. S. Banks. 4 vols. Edinburgh: T&T Clark.


Duby, Steven J. 2016. Divine Simplicity: A Dogmatic Account. London: Bloomsbury.


Edwards, John Harrington. 1903. God and Music. New York: Baker and Taylor.


Ford, David. 1999. Theology: A Very Short Introduction. Oxford: Oxford University Press.


Fubini, Enrico. 1964/1991. The History of Music Aesthetics. Trans. Michael Hatwell. Houndsmill. Macmillan Press Ltd.


Gabrielsson, Alf. 2011. Strong Experience with Music: Music Is Much More than Just Music. Oxford: Oxford University Press.


Romanes, George John. 1883. Mental Evolution in Animals. London: Kegan Paul, Trench, & Co.


Glyn, Margaret H. 1909. Analysis of the Evolution of Musical Form. London and New York: Longmans, Green.


Goddard, Joseph. 1862. The Philosophy of Music: A Series of Essay. London: Boosey & Sons.


Goehr, Lydia. 1998. The Quest for Voice: On Music, Politics, and the Limits of Philosophy. Berkeley: University of California Press.


Gould, Stephen Jay. 1997. “Non-Overlapping Magisteria.” Natural History 106 (March): 16–22. http://www.stephenjaygould.org/library/gould_noma.html.


Gunkel, Hermann. 2015. The Folktale in the Old Testament. London and New York: Bloomsbury.


Haeckel, Ernst. 1900. Riddle of the Universe at the Close of the Nineteenth Century. Translated by Joseph McCabe. New York and London: Harper and Brothers.


Harrington, Anne. 1987. Medicine, Mind, and the Double Brain: A Study in Nineteenth-Century Thought. Princeton, NJ: Princeton University Press.


Hatfield, Gary. 1990. The Natural and the Normative: Theories of Spatial Perception from Kant to Helmholtz. Cambridge, MA: MIT Press.


Haweis, H. R. [1833] 1886. My Musical Life, London: W. H. Allen.


Haweis, H. R. [1871] 1912. Music and Morals. London: Longmans, Green.


Heaney, Maeve Louise. 2012. Music as Theology: What Music Has to Say about the Word. Eugene, OR: Pickwick.




Hegel, Georg Wilhelm Friedrich. 1895. Lectures on the Philosophy of Religion together with a Work on the Proofs of the Existence of God. Translated by E. B. Spiers and J. Burdon Sanderson. 3 vols. London: Kegan Paul, Trench, Trübner.


Hegel, Georg Wilhelm Freidrich. [1935] 1975. Ästhetik. Edited by Lukács. In Aesthetics; Lectures on Fine Art, translated by T. M. Knox. 2 vols. Oxford: Clarendon.


Helmholtz, Hermann von. 1867. Handbuch der Physiologischen Optik. Vol. 3. Leipzig: Leopold Voss.


Hodge, Charles. 1872. Systematic Theology. 3 vols. New York: Scribners.


Holmes, Stephen R. 2007. “The Attributes of God.” In The Oxford Handbook of Systematic Theology, edited by John Webster, Kathryn Tanner, and Iain Torrance, 54–71. Oxford: Oxford University Press.


Jackson, J. Hughlings. Aprial 1887. “Remarks on Evolution and Dissolution of the Nervous System.” Journal of Mental Science 33: 25–48.


Keating, James F., and Thomas Joseph White. 2009. Divine Impassibility and the Mystery of Human Suffering. Grand Rapids, MI, and Cambridge: William B. Eerdmans.


Lamm, Julia A. 1994. “The Early Philosophical Roots of Schleiermacher’s Notion of Gefühl, 1788–1794.” Harvard Theological Review 87.1 (January): 67–105.


Levitin, Daniel. 2006. This Is Your Brain on Music: Understanding a Human Obsession. London: Atlantic.


Lightman, Bernard. 2015. “Spencer’s British Disciples.” In Herbert Spencer: Legacies. Ed. Mark Francis and Michael W. Taylor. London and New York. Routledge. 222–243.


Livingston, James C. 2006. Religious Thought in the Victorian Age: Challenges and Reconceptions. New York and London: Continuum.


Lyell, Charles. 1851. A Manual of Elementary Geology. 3rd ed. London: John Murray.


MacPherson, Hector. 1900. Herbert Spencer: The Man and His Work. New York: Doubleday.


Mariña, Jacquieline. 1996. “Schleiermacher’s Christology Revisited: A Reply to his Critics.” Scottish Journal of Theology 49.2 (May): 177–200.


McGrath, Alister. 1989. Inventing the Universe: Why We Can’t Stop Talking About Science, Faith and God. London: Hodder and Stoughton.


Magnum, Teresa. 2007. “Animal Angst: Victorians Memorialize their Pets.” In Victorian Animal Dreams; Representations of Animals in Victorian Literature and Culture, edited by Deborah Denenholz Morse and Martina A. Danahay, 15–34. Aldershot: Ashgate.


Midgley, Mary. 1985. “The Religion of Evolution.” In Darwinism and Divinity: Essays on Evolution and Religious Belief, edited by John Durant, 154–180. Oxford: Basil Blackwood.


Midgley, Mary. 2002. Evolution as a Religion: Strange Hopes and Stranger Fears. Rev. ed. London and New York: Routledge.


Mithen, Steven. 2005. The Singing Neanderthals: The Origins of Music, Language, Mind and Body. London: Phoenix.


Moore, James R. 1979. The Post-Darwinian Controversies: A Study of the Protestant Struggle to Come to Terms with Darwin in Great Britain and America: 1870–1900. Cambridge: Cambridge University Press.


Mundy, Rachel. 2010. “Nature’s Music: Birds, Beasts, and Evolutionary Listening in the Twentieth Century.” PhD dissertation, New York University.


Parry, C. Hubert H. [1893] 1968. The Evolution of the Art of Music. Edited by H. C. Colles. New York: Greenwood.


Pesic, Peter. 2014. Music and the Making of Modern Science. Cambridge, MA: MIT Press.




Peterson, Michael, and Michael Ruse. 2017. Science, Evolution, and Religion: A Debate About Atheism and Theism. Oxford and New York: Oxford University Press.


Pinker, Stephen. [1997] 1999. How the Mind Works. London: Penguin.


Richards, Robert J. 1987. Darwin and the Emergence of Evolutionary Theories of Mind and Behavior. Chicago and London: University of Chicago Press.


Romanes, George John. 1902. Mental Evolution in Man: Origin of Human Faculty. New York: D. Appleton.


Rylance, Mark. 2000. Victorian Psychology and British Culture 1850–1880. Oxford. Oxford University Press.


Schleiermacher, Friedrich. [1826] 1967. Christmas Eve: Dialogue on the Incarnation. Translated by Terence N. Tice. In Resounding Truth: Christian Wisdom in the World of Music, edited by Jeremy Begbie, 141–152. London: Society for Promoting Christian Knowledge.


Schleiermacher, Frederich. [1826] 2010. Christmas Eve Celebration: A Dialogue. Translated by Terence N. Tice. Rev. trans. Eugene, OR: Cascade Books.


Schleiermacher, Friedrich. [1928] 2016. The Christian Faith. 3rd ed. London: Bloomsbury.


Schleiermacher, Friedrich. [1831–32] 1984. Ästhetik: Über den Begriff der Kunst. Edited by Thomas Lehnerer. Hamburg: Felix Meiner.


Shedd, William G. T. 1888. Dogmatic Theology. 3 vols. New York: Scribners.


Small, Chris. 1998. Musicking: The Meanings of Performing and Listening. Middletown, CT: University Press of New England.


Spencer, Herbert. [1857] 1951. “The Origin and Function of Music.” In Literary Style and Music: Including Two Short Essays on Gracefulness and Beauty, by Herbert Spencer, 73–74. New York: Philosophical Library.


Spencer, Herbert. 1867. “The Law of Evolution.” In First Principles, by Herbert Spencer. 2nd ed. London: Williams and Norgate. http://oll.libertyfund.org/?option=com:staticxt&staticfile=show.php%3Ftitle=1390&chapter=99228&layout=html&Itemid=27.


Spencer, Herbert. 1857. ‘Progress: Its Law and Cause’, Westminster Review, 67.132 (April): 446–447.


Spencer, Herbert. [1902] 1907a. Facts and Comments. London: Williams & Norgate.


Spencer, Herbert. [1902] 1907b. “The Purpose of Art.” In Facts and Comments by Herbert Spencer, 31–34. London: Williams & Norgate.


Stanley, Matthew. 2015. Huxley’s Church and Maxwell’s Demon: From Theistic Science to Naturalistic Science. Chicago and London: University of Chicago Press.


Steege, Ben. 2012. Helmholtz and the Modern Listener. Cambridge: Cambridge University Press.


Sully, James. 1879. “Animal Music.” The Cornhill Magazine, November.


Thompson, Thomas R. 2006. “Nineteenth-Century Kenotic Christology: The Waxing, Waning, and Weighing of a Quest for a Coherent Orthodoxy.” In Exploring Kenotic Christology: The Self-Emptying of God, edited by C. Stephen Evans, 74–111. Oxford: Oxford University Press.


Treutler, W. J. 1998–99. “Music in Relation to Man and Animals.” Proceedings of the Musical Association 25: 71–91.


Vanhoozer, Kevin J. 2010. Remythologizing Theology: Divine Action, Passion, and Authorship. Cambridge: Cambridge University Press.


Wiebe, Donald. 1999. The Politics of Religious Studies: The Continuing Conflict with Theology in the Academy. New York: St. Martin’s.


Zachhuber, Johannes. 2013. Theology as Science in Nineteenth-Century Germany: From F. C. Bauer to Ernst Troeltsch. Oxford: Oxford University Press.




Zon, Bennett. 2007. Representing Non-Western Music in Nineteenth-Century Britain. Rochester, NY: University of Rochester Press.


Zon, Bennett. 2017. Evolution and Victorian Musical Culture. Cambridge: Cambridge University Press.


Zon, Bennett. 2018. “Spencer, Sympathy and the Oxford School of Music Criticism.” In British Music Criticism, 1850–1950, edited by Jeremy Dibble and Julian Horton, 38–58. Woodfield: Boydell & Brewer.


Zon, Bennett. 2019. “All Arts Constantly Aspire to the Condition of Musicology: Victorian Musicology as Interdiscipline.” In Victorian Culture and the Origin of Disciplines, edited by Bernard Lightman and Bennett Zon, 283–307. New York and Abingdon: Routledge.
















Chapter 19


Popular Song and Working-Class Culture


Gillian M. Rodger





Music scholarship on song, particularly folk song, notes the links between songs, oral history, and cultural memory. Songs are viewed as expressing the social rules, reflecting the boundaries between the decent and indecent, the acceptable and unacceptable, but they can also allow singers and auditors visions of a world with less strict or different social rules. Songs can carry important stories, commemorate historical events, and foster cohesion, particularly for marginalized groups that may not be well represented in official histories. While folk and vernacular songs have been considered by scholars in musicology, ethnomusicology, and folklore, commercial popular songs were largely ignored until the 1980s and 1990s, and then the focus has tended to be on twentieth-century popular music because both printed sheet music and sound recordings survive, allowing researchers greater access to the music.

The ephemeral nature of songs poses a problem for researchers. Song texts survive in printed form, either as single song sheets or bound into small books, and archives hold a small number of handwritten books of texts associated with particular performers.1 But relatively few sound recordings of performances survive, and then only from the end of the nineteenth century and early twentieth century. At the same time, archival collections contain thousands of songs and other music from the nineteenth century. Popular songs of the past, particularly songs associated with professional performers in theaters and other venues that catered to a working-class audience, make up only a small proportion of these songs, so determining which items to examine is crucial. Because music notation is prescriptive rather than descriptive, and does not convey elements of performance style such as the avoidance of pitch, the insertion of spoken monologues, or other stage business, it is necessary to determine how these songs worked in stage performance. It is necessary to consider the kinds of characters depicted in these songs and how these reflected the lives and aspirations of the working-class audience, and the ways they fostered working-class solidarity or articulated shared values. I will also consider the ways that performers could shape the audiences’ understanding of songs during the performance. Because these songs relied on comic archetypes, many of which were derogatory, performers needed to be able to soften the critique or quickly change the intended message of the song if they performed in front of a hostile audience. While I will discuss repertoire and performers who were active in Britain, Australia, and New Zealand, and other parts of the English-speaking world, my focus will be on the working-class audience in the United States, primarily because this is my area of study, but also because there is much less research in this area.

One of the difficulties in the United States, especially in the last third of the nineteenth century, is determining what portions of the population were viewed as working class. Immigration had complicated the already fluid class system in the United States, beginning in the 1840s. While the Irish were largely unskilled immigrants who were viewed as working class and worked in laboring jobs, German immigrants varied greatly. The wave of German immigration that occurred after the political uprisings during 1848–1849 included many professionals and tradesmen, who joined an established German middle-class already in the United States. This period the country also expanded westward. Northern European immigrants such as Swedes and Norwegians moved into the upper Midwest and Plains states, clearing and homesteading land and providing the population that allowed new states to form. The California Gold Rush drew men westward from the 1850s through the 1870s, as did the Silver Boom in Colorado in the 1870s and 1880s. The extraction of natural resources allowed men of all classes to hope they might strike it rich. But westward expansion also allowed men to move for jobs in new territories, and to invent and reinvent themselves on each occasion.

Geographic mobility and cultural diversity were features of American life that were less common in other parts of the English-speaking world, and these factors worked against working-class cohesion. This was most obvious in American cities, where people lived in close proximity to each other and competition for housing and for factory and laboring jobs was fierce. The white, native born working-class still had a cohesive identity at the mid-century, but by the 1890s and early 1900s, “working class” increasingly referred to an urban population of immigrant laborers that was divided largely along ethnic lines. Popular songs published during this period reflect this change. By the 1890s, lavishly illustrated song sheets were being produced for the new English-speaking native-born middle class whose parents and grandparent had been part of the working class. These songs centered on the kinds of characters that had long been popular in the atrical forms that catered to this population. Before the 1890s, similar songs had been printed for theatrical professionals with plain covers, while the lyrics were printed in small books with illustrated covers called “songsters” that were sold at low cost, as well as in single sheets of lyrics that sold for a penny.2

Archival collections in many parts of the English-speaking world are home to many thousands of items of sheet music dating from the mid- to late-nineteenth century. The most expensive pieces of music had covers decorated with beautiful lithographs that made them particularly suitable for the middle-class parlor, but archives also hold songs with plain covers that list other songs available from the publisher, or indicate the names of performers associated with the songs. While the songs with illustrated covers tend to be sentimental, those with plain covers represent a broader range of topics and depict a diverse range of characters. These were songs intended to be sold to members of the theatrical profession to be performed in popular theatrical entertainment, and they addressed a broad range of topics and featured a wide range of characters, most of whom were familiar to urban audiences because they reflected the kinds of people found in cities. These included old and young men and men of different ethnic and racial groups; the range of female characters was narrower, and was confined to young working-class women or older, comic female characters. While younger female characters were performed on the stage by actresses, broadly comic female characters were more likely to be performed by actors cross-dressed in female clothing.

In order to fully appreciate the appeal and the connection these songs had with their audiences, an approach that seeks to place the song in its social context is needed, and we also need to be sensitive to cultural differences between the hegemonic culture and working-class or minority cultures. On their surface, song texts seem frivolous and escapist, but read against the sentiments expressed in populist newspapers, some songs reveal the concerns of the working-class audience, as well as hostility toward higher social classes. This is particularly true in the United States, where class and authority was publicly contested through a tradition of debate that was also reflected in partisan newspaper reporting, as well as in satire, literary burlesque, and other forms of popular culture. Treating these songs individually as works of art misses the fact that songs sung in popular theater relied on the audience’s knowledge of archetypal characters, as well as on contemporary current events, on other songs circulating in the popular sphere, or fashions of the moment, or on the performer’s ability to subtly or radically change songs during performance through the use of dialect, physical comedy, and the interpolation of improvised spoken text that both commented on the song and its central character and helped govern the pace of performance.3

Studies of song and performance in Music Hall by scholars such as Peter Bailey (1986, 1998), J. S. Bratton (1975, 1986), Anthony Bennett (1986), and others are valuable in gaining an understanding of how song functioned in the context of British music hall, as well as the ways in which songs connected with the primarily working-class audience. Much of this work has focused on social class, and both aspiration and antagonism in an English setting. Considerably less work exists on song in American variety entertainment and vaudeville. Studies by popular song scholars such as Jon Finson (1997), William Williams (1996), and Charles Hamm (1979) have tended to concentrate on song lyrics and sheet music, and include little if any discussion of the ways these songs functioned in the context of staged performance. The business of song writing and distribution has also been a focus, tracing the formation of a centralized song writing industry, known as Tin Pan Alley; the recording and distribution of these songs; and their influence on popular song of the later-twentieth century (Sanjek 1988).4 The depiction of ethnic and racial stereotypes in American entertainment has been a dominant theme in works by non-music scholars, and in these studies individual performers have tended to be the focus.

One of the factors working against the consideration of song in the context of American variety and vaudeville has been the fact that the tradition had long passed by the time scholars began to work on these forms in the 1970s. American vaudevillians were loath to make sound recordings at the turn of the century because the phonograph was touring in vaudeville, taking the place of a live performer on the bill. While some younger vaudevillians eventually used recording as a means of supplementing their income from the stage and for self-promotion, others did not, or only recorded while touring in England. As a result there are a limited number of recordings of vaudevillians. The situation was similar for film—moving pictures began to replace live performance in theaters in the early twentieth century. Vaudevillians were more likely to move into early radio, which could accommodate the skills they had developed on the stage, and radio, like live staged performance, was an ephemeral form that has left few traces.

Similarly, the business records of variety and vaudeville, and records relating to theaters, have generally not been saved in the United States. Memoirs written by theatrical managers around the turn of the century show the complex and interconnected world of the American theater—managers often had interests in a range of theatrical genres, sometimes spanning the divide between decent and indecent. Minstrel managers such as Michael Leavitt (1843–1935), who was well practiced at moving touring troupes around the nation, branched out to new forms such as female minstrelsy or burlesque. The variety manager Tony Pastor (1837–1908), long associated with respectably, family-style entertainment, also had interests in female minstrelsy that was seen as a less respectable form catering primarily to men. Finding these connections takes careful reading of local, national, and trade newspapers. Greater access to newspaper sources also makes following individual performers possible, and reveals the degree to which these individuals crossed between genres into the early twentieth century and later. This new evidence casts doubt on late twentieth-century histories of vaudeville that asserted hard divides between different branches of theatrical entertainment, such as vaudeville and burlesque.

A more complex view of American variety and vaudeville has only recently begun to emerge, and this allows connections to be made between variety and vaudeville and other forms of musical theater, as well as for these forms to be placed into a broader global theatrical context. By following individual performers through the pages of theatrical trade newspapers such as the New York Clipper and the London Era, it becomes evident that British and American performers frequently crossed between American variety and vaudeville and English music hall. These newspapers, which served the theatrical profession, provide insight into the social rules that governed the theatrical profession, not only at the local level but also around the world.

The class distinctions adhered to by audiences were of little consequence for actors and actresses, although they had to understand the desires and biases of the audiences they entertained. So, for example, extra-marital dalliances or having a child out of wedlock did not result in adverse consequences for actors or actresses, unless it disrupted their workplace relationships or caused them to miss performances with little notice. And, given that there was little way for the audience to glean personal details about actors and actresses, the only way in which they could offend their audiences was through their on-stage actions. Theatrical reviews in local newspapers sometimes registered moments in which performers displeased the audience, and they also conveyed criticism directed at the performers on the stage. For example, the actress and dancer Ella Wesner appeared dressed as a male blackface minstrel in a performance of Under the Gaslight staged in Galveston, Texas, in 1869. The review of Wesner’s performance noted: “Miss Wesner never appears without a hearty reception from her many friends, but we candidly confess we would rather see her take any shape rather than the one she is now sustaining—the burnt cork business may attract the attention of part of the audience, but her judicious friends are always grieved to see her in such roles” (“The City: The Theater,” Galveston Daily News, October 13, 1869, p. 3). In this brief criticism, the reviewer is warning Wesner not to cater to the lower tastes of some men in her audience merely to please them but, rather, to trust that the majority of the men in the audience did not desire to see her in a role that required her to perform grotesque comedy and dance that was more traditionally performed by men.

The British theatrical trade newspaper London Era was primarily dedicated to theatrical news, while the New York Clipper offered a combination of theatrical and sporting news. The Clipper was one of a number of men’s sporting papers published in the United States during the nineteenth century, and all these covered some level of theater reporting. The oldest was Spirit of the Times, which offered a broad range of sports news but covered New York theatrical activities at the theaters catering to the social elite. While the Spirit of the Times included news about boxing and baseball, it also had coverage of rowing, fox hunting, and yachting, which were pastimes for the wealthy. The New York Clipper also covered some elite sports, but to these it added billiards and bowling, as well as baseball, football, boxing, and even chess. The theater coverage was equally diverse, covering serious drama and opera, but also minstrelsy, circus, and variety entertainment. These lower-class entertainments were ignored by the Spirit of the Times, and reported in only a cursory manner by the Dramatic Mirror, which first appeared in 1879 and sought to cover theater separately from the elements it felt had debased the profession, which included more sensational shows and sports like boxing or dog fighting.

From the 1870s on, the newspaper that most fervently celebrated low-class entertainment was the National Police Gazette. This newspaper, which was lavishly illustrated and included pictures of semi-naked actresses and sordid and not entirely factual gossip about actors and actresses engaged in the most respectable theatrical forms, was unabashedly populist and nativist. In addition to reporting on sensational crimes, the exploits of criminals, and celebrating sporting heroes, it included items that were distinctly anti-moral-reform, anti-temperance, anti-feminist, and racist. The audience for the Police Gazette was male, and it was the kind of newspaper that barbers kept in their shops for their customers to read (Reel 2005, 63). It did not offer any kind of sustained class critique beyond criticizing portions of the middle class for their hypocrisy. When reform-minded ministers or advocates of temperance were caught attending the theater, drinking, or otherwise misbehaving, the Police Gazette gleefully covered the event. Their theatrical coverage targeted actors and actresses who were favorites of elite audiences, who were also associated with moral reform in the pages of this newspaper.

The sympathies expressed in the Police Gazette, and in the New York Herald, another newspaper with Know-Nothing and Democratic sympathies that also tended toward sensationalist coverage, can be found in the comic songs sung in variety and other forms of popular theater in the United States. Like Police Gazette articles, these songs offered a critique of upper-middle-class hypocrisy, while also celebrating the kinds of lavish leisure that the wealthy could afford to buy. Upward mobility or upward aspiration was not discouraged, but both songs and the Police Gazette encouraged the lucky few to remember their origins, and to work to benefit those who were less lucky. Pretension and superiority were mocked mercilessly, which is why temperance was a frequent target. But both comic songs and newspaper coverage offered traditionalist views of gender, ethnicity, and race, presenting white men as naturally superior and seeing women’s activism for both temperance and suffrage as a sign that middle- and upper-middle-class men had lost control of their women, and were thus inferior to working-class men.

Comic songs and populist newspapers had ample reasons to target the middle-class and moral reformers with their humor. From the perspective of moral reform forces active in the United States, popular entertainment such as variety represented a potent threat to decent society, in part because of the presence of theaters in the poorest urban neighborhoods and because of the presence of alcohol in the theater auditorium. In New York City, these forces were particularly active and they forced changes to licensing laws for variety entertainment in the early 1860s, resulting in alcohol being banned from the theaters altogether (Rodger 2002). While alcohol was not entirely absent from some theaters, particularly in frontier regions of the United States until late in the nineteenth century, there was a growing trend toward alcohol-free and orderly auditoriums from the 1860s onward. This change did not placate moral reformers, who viewed all entertainment that catered to a working-class population as both exploitative and morally dangerous, but the persistence of variety, and the many developments in the business models employed by managers, shows the dedication of poorer populations in the United States to an evening of entertainment in which they could see people not unlike themselves represented on the stage.



Popular Song on a Global Stage


During the 1860s, a period of expansion for American variety, a number of English performers were tempted to cross the Atlantic. Similarly, during the Long Depression of the 1870s, American variety performers fled to Britain, hoping to find more certain employment in music halls. Once the depressed economic climate passed and the theatrical scene began to expand in the United States, English performers increasingly returned to American variety, some opting to remain permanently in the country. This connection between the American and British theatrical world is not surprising, given that America was a former colony and the countries shared a common language and theater history. The United States was also connected via trade to Mexico and Cuba, and there is evidence of performers traversing routes into Central and South America, although the kinds of acts that succeeded best in Spanish-speaking areas were musical and novelty acts that did not rely on the audience’s understanding English. Theater routes followed trade routes in the nineteenth century, and theatrical guidebooks published by managers such as Henry C. Miner (1842–1900) reveal the distance touring troupes could travel, particularly by the 1880s. In addition to theaters in the United States and Canada, Miner provides what he calls a “world route” that included information about theaters in Japan, China, regions of mainland and insular Southeast Asia, Mauritius, and English colonies such as Australia, New Zealand, and India (Miner 1884, 5–10).

American variety performers traversed these routes, especially during the 1880s and later, when early musical comedies toured broadly throughout the English-speaking world and in colonial centers. One of the things that enabled these performances to be understood by a wide range of audiences was the standardized form employed by popular songs. These forms had grown from a shared heritage of Anglo-Irish folk songs; these songs, and particularly ballads, were designed to tell a story and employed relatively simple melodies with narrow ranges and simple rhythms. In the United States, these songs had developed in the context of blackface minstrelsy in the 1830s and 1840s, adding a chorus, which was typically sung in four-part harmony. By the later-1840s, when variety entertainment emerged as an independent form, solo singers performed songs with an easy-to-sing chorus in order to encourage their audience to join in and sing along. In the period after the Civil War, variety performers increasingly relied on imported English songs, or on locally written songs that were modeled on them. These had a similar structure, with a short introduction followed by a verse and chorus. The chorus was often in a different meter than the verse, or was separated from the verse by a short, spoken interpolation or a chromatic slide through two or three semitones. These musical features allowed the performer remain in control of the performance, preventing the audience from jumping in early to sing along during the chorus.



Ethnic Characters and Comic Popular Song


While English and American performers and their material traveled widely, especially in the English-speaking world, it should not be assumed that audiences always understood their performances in the same way. Songs sung in American variety entertainment were based on a number of archetypal characters that were not always universally understood, even within the United States. Most of the characters and situations depicted were familiar to urban residents, but as variety expanded into smaller towns away from the East Coast, songs depicting immigrants may have represented the audience’s first encounter with foreign character types. Spoken comic interpolations within songs allowed performers to shape the audiences’ understanding of songs, or to reflect audience sentiment toward characters depicted; the primary goal of variety performers was to please the desires of the audience, and as the variety audience came to include members of different ethnic groups, variety performers who depicted characters from those groups needed to be able to perform more complex characters through song. By the later-1870s, performers had begun to embed their songs in short sketches, and these later grew into early musical comedy, such as the topical urban dramas staged by the comedians Edward Harrigan (1844–1911) and Tony Hart (1855–1891) that centered on Irish characters, but also included a wide range of people found in large cities.

The increasing diversity of the variety audience in the United States can be seen in the songs of the 1870s. Songs depicting ethnic characters in the 1840s and 1850s did not flesh out the central character. They relied on simple derogatory humor, depicting the Irish, Germans, and African Americans in simple, two-dimensional terms as ignorant and inferior, relying on stereotypes and nonsense lyrics to make their point. The earliest of these songs date from the 1840s and 1850s and were sung by performers active in both blackface minstrelsy and variety entertainment, which had begun to be staged in saloons during the 1840s. Minstrelsy featured Irish characters in addition to blackface characters, and Irish jig and clog dancers were also particularly popular in that context. The earliest Irish songs were primarily derogatory, depicting Irish characters as foolish and lazy, but they were also marked by nonsense lyrics, particularly in the chorus, that were clearly designed to foster cohesion through group singing (Rodger 2010, 100–101).

By the 1870s, songs depicting Irish characters had begun to reflect an Irish American identity, expressed through local celebrations of St. Patrick’s Day. The Irish were proud of having proved themselves to be good and loyal Americans through their participation in the Civil War, and they were increasingly impatient with the discrimination they faced from Anglo Americans. During the 1860s, multiple versions of a song with the title “No Irish Need Apply” appeared in print, often as song sheets that were sold for a penny. These songs reflected both the discrimination the Irish faced in finding work and housing and their pride in their bravery as soldiers. A version of this song, written by John F. Poole (1833–1893) and performed by Tony Pastor, circulated as a song sheet.5 Written in ballad form without a chorus, this song relates the experience of an Irishman in six verses. The central character faces discrimination in finding work and housing, but he stands up for himself. He also does not view himself as being in opposition to American society, seeing the country as a land of opportunity:


Sure, I’ve heard that in America it always is the plan

That an Irishman is just as good as any other man;

A home and hospitality they never will deny

The stranger here, or ever say: No Irish need apply.

But some black sheep are in the flock: a dirty lot, say I;

A dacint man will never write: No Irish need apply!





Despite his experience, this character is optimistic about his new home, seeing those who discriminate against him as anomalies. The final verse of the song celebrates the fierceness of the Irish in Michael Corcoran’s Brigade and the New York 69th Militia who fought during the Civil War. This war proved the loyalty and patriotism of the Irish, and the verse celebrates the fear they elicited from the Confederate troops:


Ould Ireland on the battlefield a lasting fame has made;

We all have heard of Meagher’s men, and Corcoran’s Brigade.

Though fools may flout and bigots rave, and fanatics may cry,

Yet when they want good fighting men, the Irish may apply,

And when for freedom and the right they raise the battle-cry,

Then the Rebel ranks begin to think, No Irish need apply!



During the late-1860s and the 1870s, the depiction of the Irish in American songs became more complex. While older styles of derogatory songs continued, there was also a greater presence of songs that articulated an Irish American identity that celebrated some of the characteristics derided in earlier songs, and depicted Irish characters as a valuable part of the community.6 St. Patrick’s Day was depicted as a quintessentially Irish American celebration in a number of songs (Rodger 2010, 102–103). In these songs, as well as in the topical dramas of Harrigan and Hart, the Irish were viewed as an essential part of the urban landscape—distinct as an ethnic group and yet also part of the wider American scene, although not completely assimilated into it.

Similarly, Germans came to be depicted as “regular” Americans, distinguishable only by their accents and incomplete mastery of the English language, as well as by their choices of food (figure 19.1). The earliest German songs I have found date from the 1850s and 1860s, and appear to have been modeled on Irish songs; they also feature nonsense lyrics (Rodger 2010, 106–107). I have found many fewer songs featuring German characters in the period before the Civil War, which likely reflects the fact that Germans had their own institutions, separate from those catering to an English-speaking population. In the period after the Civil War, an English-speaking population with German heritage began to emerge, and the 1870s saw a number of German- or Dutch-character singers appearing in variety. Their songs often featured the peculiar dietary habits of German, including their love of sausage, sauerkraut, and beer, as German characters spoke in fractured English, often making the wrong choice of word or growing flustered due to their inability to communicate. This stereotype was long-lived, continuing into early twentieth-century film (see figure 19.1). For example, Lullaby of Broadway (1951), starring Doris Day and Gene Nelson, also featured the Hungarian-born actor S. Z. “Cuddles” Sakall in this kind of character.
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Figure 19.1 Gus Williams, German character performer, Dana, New York, c.1872


(Author’s collection)





Beer, the beverage with which Germans were most closely associated, traveled a similar path. Before the Civil War, beer, often spelled bier in advertising copy, was a clearly ethnic drink, but during the 1870s and 1880s it grew in popularity and was viewed as a working-man’s drink by the end of the century. Songs about beer reflect this shift. The number of songs featuring beer increased during the 1870s, and they show both the association of beer with Germans and its broadening popularity. For example, in the song “Lager Beer Jacob” (J. L. S. 1871), which is a parody on the popular English song “Champagne Charlie” (Leybourne and Lee, n.d.), Jacob is depicted as a fairly typical German man who loves sauerkraut, as well as his beloved girlfriend. The song text is written in a broad comic German dialect. But, despite the dialect and the ethnic food, Jacob is also depicted as an ordinary workingman and he is not treated cruelly in the song text; indeed, he engages in the kind of oneupmanship typical of working-class culture in which he challenges Charlie to a drinking contest, declaring that he would win when it came to drinking beer. He also declares the swell’s love of fine wine to be foolish because of the expense:


Unt now I speak mit you, mine friends, und I dell you vat is drue,

Dese swells dey all are humbugs ven dey speak so big mit you

Dey dell you of der large wine bills; now don’t you dink it queer

Dat ven de druth leaks out at last: it’s a dime for Lager Beer!



In this song Jacob sees himself as superior to higher-class men, whom he sees as foolish or fakes for their love of expensive alcohol. Despite the comic dialect, this kind of commonsense logic was compelling for men who could only dream of drinking champagne, and allowed poorer working-class men to turn the logic of moral reformers who argued that all conviviality was a waste of money back on men of a higher class and to find themselves frugal and sensible and therefore superior.

In another song published at around the same period, beer is shown as being the preferred beverage of ordinary working men. In “I Likes a Good Drop of Beer” (Pearson 1871), the central character depicted is English or American and introduces himself as Roger Rough, a ploughman. In four verses he introduces himself, his wife, and his father, all of whom love to drink beer, and then encourages the men in the audience to join him in drinking the beverage. There is no obvious comedy here, just the invitation for all to bond through shared song and conviviality. By the beginning of the twentieth century, beer was so ubiquitous in the United States, and so associated with the ordinary working man, that a song published in 1919 in anticipation of Prohibition promised: “No Beer, No Work!” (Ballmann et al. 1919). In this song, beer no longer had any ethnic associations, and the Eighteenth Amendment to the U.S. constitution, which outlawed alcohol in 1920, was seen as an attack on the ability of the ordinary man to exercise his right to leisure. It is telling that when Prohibition was repealed in 1933, the first alcohol permitted was 3.2% low-alcohol beer.

Songs featuring African American characters had been a part of variety entertainment since its beginnings in the late-1840s, but unlike blackface minstrelsy, blackface characters did not dominate the stage. Variety featured solo blackface performers, and also sometimes minstrel quartets singing in close harmony, and the repertory was identical to that sung in the context of blackface minstrelsy. The major difference between these forms was the proportion of men in blackface on the stage, as well as the potential for the presence of African American performers. Where African American performers, particularly dancers, could perform in minstrelsy, there was no option for them to do so in variety, which was a form that featured female and male performers on the stage together. This meant that there was little way for blackface characters in variety to be anything but the butt of the joke. While blackface characters could be shown to outsmart wealthy men or immigrant men in the context of minstrelsy, especially in the comic afterpieces that ended the show, the more diverse makeup of the variety audience and the presence of women on the stage meant that African American characters could only be portrayed by white men in blackface, which resulted in their being depicted only as inferior. In the context of variety, there was no way for African American characters to become more three-dimensional until the early twentieth century, when small numbers of African Americans began performing in vaudeville, and even then, they often faced hostility from their audiences.7

Blackface performance also played a role in whitening the performers who took these roles. Irish performers were well represented in the earliest generations of minstrels active through the 1850s, 1860s, and 1870s. By the end of the century, Jewish performers took on this specialty—some of the best known blackface performers included Al Jolson and Eddie Cantor. While Eddie Cantor abandoned the blackface makeup, much of his comedy was marked by minstrel humor. Other performers took on characters of a different ethnicity, such as Weber and Fields, two Jewish performers who performed a “Dutch” slapstick act. In taking on comic characters that relied on ethnic or racial stereotypes, performers who came from immigrant families were able to signal their insider knowledge of American culture and find kinship with an American audience of a wide range of backgrounds. And these performers were also able to reinvent themselves, taking on Anglo or less ethnic names. When African American performers began to appear in vaudeville in the early twentieth century, they did not have these opportunities, and were limited to the stereotypes that had been shaped by minstrelsy during the previous half-century or more. These roles could become more complex and nuanced when they performed in front of an African American audience, but only a small number of black performers managed to perform more complex characters in front of a white audience.8

All these ethnic characters were common on the American variety stage in the period after the Civil War, and the later decades of the nineteenth century saw the addition of Jewish or “Hebrew” characters, as well as Italian and Chinese characters to the repertoires of comedians. The ethnic diversity represented, albeit often satirically, on the variety stage reflected the growing ethnic diversity of the nation owing to increased immigration around the turn of the twentieth century. There appears to have been less diversity represented in English music hall, and the Irish character was the only one of these that was common in Britain. This does not mean that performers specializing in other ethnic characters could not be understood by British and colonial audiences—much of the comedy was formulaic and performers were practiced at adapting to audience needs. U.S. performers had already begun to construct short sketches to give context to their songs during the mid- to late-1870s as they sought to broaden their audience and to move into smaller cities with a more homogeneous population, and this tactic may well have been employed when touring outside the United States. Similarly, the structure of the songs sung by performers throughout the English-speaking world was formulaic, which allowed touring performers to quickly add local material to their act or to adapt their existing repertoire by substituting local place and character names familiar to their audience. For example, while touring Australia and New Zealand, the male impersonator Ella Shields sang the song “I’m Going Back Again to Wanganui,” which was quickly transformed to “I’m Going Back Again to Yarrawonga” for her Australian audience (McBeath and McGlynn 1919).9 This song, published in 1919, expressed the relief of a soldier returning home after World War I, and his desire to be back in the familiar surroundings of his homeland. The song was designed to elicit emotion and national pride from audiences who had lost a significant number of their young men during the war, but who also felt a sense of national pride at having proved themselves during the conflict.

While a repertoire comprising songs with humor that relied less on specific ethnic characteristics allowed unfamiliar characters to be understood across a broader English-speaking audience, and also more broadly within the United States, the presence of a larger number of songs featuring ethnic characters also reflected the degree to which immigrants were becoming part of the larger variety audience in the United States. Managers of polite vaudeville houses began banning ethnic stereotypes by the end of the nineteenth century because they did not want to alienate potential audiences. Performers were able to respond to their audience by increasing or decreasing the hostility to various ethnic groups in performance through the insertion of spoken monologues, but at the end of the century vaudeville managers had begun to frown on improvised comedy, particularly in the most respectable houses, and this left performers relying on a kind of generic comedy in which stereotypes could not be deepened or move beyond a shallow comedy. So, while songs became less explicitly derogatory to immigrants at the end of the century, they also allowed a persistent low level of anti-ethnic and openly racist feeling to circulate as a central part of popular culture and encoded this in American comedy.



Female Characters and Working-Class Femininity


There were very few female characters represented in variety and also in music hall, although there may have been a greater range of women in music hall because of the presence of regional character types. During the 1870s, female ballet dancers and acrobats also performed in American variety, and while the men in the audience may have admired their performing skills, their costumes also allowed the men an unfettered view of the women’s bodies (figure 19.2). Female performers of all kinds were extremely popular in variety in part because men vastly outnumbered them on the bill. Because variety was largely an urban form in the United States, and the audience comprised mostly men, the primary expectation of female singers was that they be pretty and tuneful. Female singers represented the kind of young woman men in the audience might hope to marry, and most of their songs centered on love and courtship, although they also often depicted young women traversing an urban landscape with supreme confidence and without a chaperone. Female characters were assumed to be American born for the most part, although some women also portrayed young Irish women; unlike male singers, female Irish characters were not comic, and tended to be featured in ballads and other sentimental songs. This also appears to have been the case in British music hall, although women were able to perform a greater variety of regional characters.
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Figure 19.2 Clinetop Sisters, dancers, pantomimists and Zouave drills


(unnamed photographer, probably Gurney, New York, c.1870; author’s collection)





Songs sung by women in variety during the 1860s and 1870s were often teasing, and showed women as supremely confident in courtship. Songs depicted women encouraging the advances of young men, and also rejecting them. While appearance was important, so too was pragmatism and the desire to have fun, and at times women’s songs seemed to suggest that women wanted to be treated as almost the equal of their husband. For example, Emma Alford’s song “Show Me the Man” (Walker 1871) describes the ideal qualities of a husband:


Show me the man who loves a jest, oh show me such a one

Who’s not above a jolly lark, at honest hearty fun

Who never pulls a lengthened face at mention of a spree

When such a man presents himself, why that’s the man for me

Chorus: Show me the man, that is if you can, whatever his rank may be

I’ll love him for life, and make a good wife, but show such a man to me.



This song depicts the young woman as desiring to be part of her husband’s leisure activities after marriage. She does not want to remain at home while he goes out during the evening to drink and have fun, and the song suggests that, if times were to grow tight, she would work as hard as her husband to ensure the well-being of the family. In this song, there is no suggestion that men and women should occupy separate spheres after marriage—indeed, the relationship appears more like a modern marriage than the middle-class ideal from the nineteenth century.

While this song is more explicit than most, women’s songs of the 1860s and 1870s depict remarkably autonomous young women who freely flirted with men and often initiated courtship when the men appeared to be too afraid or unwilling. The chorus of a song associated with the singer Jennie Hughes who was popular during the 1870s urged her suitor:


O squeeze me Joe, O squeeze me, Joe,

It makes me feel so jolly you know

O squeeze me Joe, O squeeze me, Joe,

And if you love me, tell me so. (Hudson and Miers 1872)




There is nothing explicit about this song, and yet the young woman is clearly an active and enthusiastic participant in courtship, encouraging physical contact. Songs associated with female singers from later in the nineteenth century show more restraint, suggesting that by the 1890s, the expectations for white working-class women in the United States were beginning fall closer to those of the middle class.

The 1880s saw the advent of more broadly comic songs for women in American variety, and these featured ethnic stereotypes. One of the first singers associated with comic songs was Maggie Cline, who performed a tough Bowery working-class girl and Irish characters. There was nothing sentimental about Cline, whose best-known song “Throw Him Down, McCloskey” (Kelly 1890) depicted an epic fight between two Irishmen that Cline illustrated by mimicking fisticuffs as she performed. Photos show that Cline was a formidably built woman who showed little concern with appearing as pretty or glamorous on the stage. Later funny women tended to be generously built women and to take on a tough and belligerent persona that was reminiscent of Cline’s. By the early twentieth century funny women had become common in vaudeville, but singers of serio-comic and sentimental fare portrayed a narrower range of situations and emotions.

Women in British music hall appear to have been able to sing comic and more risqué songs more easily than their American counterparts, particularly toward the end of the nineteenth century. In part, this might be due to the more limited class mobility in Britain, which meant that there were fewer changes to working-class gender construction. At the same time, the older tradition of men performing coarse comedy while cross-dressed as a woman continued. Male-to-female cross-dressing was also part of the American theatrical scene, but until the last decades of the nineteenth century it was more associated with blackface minstrelsy than with variety performance. Blackface minstrelsy was also the origin of the glamorous female impersonator, and this kind of cross-dressing became dominant by the end of the nineteenth century, with performers singing a similar repertoire to young female singers. Glamorous female impersonators did not make inroads into Britain until the mid-twentieth century.



Working-Class Masculinity and Song


Ordinary men with no specific ethnic identity also came to be portrayed quite differently in British music hall and U.S. variety by the end of the century. Songs featuring workingmen that were sung in music hall and variety were fairly similar during the 1860s and 1870s; indeed, many of the songs sung by American variety performers were imported British songs. These songs often centered on the work lives of men, portraying specific careers such as soldiers, sailors, policemen, or, as in “I Likes a Good Drop of Beer” (Pearson 1871), a ploughman. Other songs, known as motto songs in the United States, relied on repeated tag lines that often centered on specific community values. “Don’t You Put Your Foot on a Man While He’s Down” (Marsden 1868) was one of a number of songs that advocated for community solidarity and for helping out the less fortunate in society. Unlike songs written to appeal to the middle class, which sought to elicit sympathy for the impoverished by describing the hardship of their lives, this song reminds the audience that they have either experienced hard times themselves or might do so in the future. Rather than reminding a higher-class audience that they should not have contempt for those of a lower class, this is a song that advises the fortunate among the working class to share their resources because others may need to share with them in the future. This kind of folk socialism was prevalent in songs of the 1860s and 1870s in U.S. variety, but had begun to disappear by the 1880s. The fact that the United States was plunged into a deep depression for most of the 1870s and the working classes were severely affected and unable to share resources, may have caused their decline.



One of the more popular kinds of songs in U.S. variety depicted men about town enjoying leisure activities, and this kind of song was also found in British music hall. Among these were songs that praised specific kinds of alcohol, particularly fine wines like champagne, songs that described expensive clothing in loving detail, and also those that described going out for a night on the town. In Britain, these songs were performed by men known as lions comiques, who specialized in depicting wealthy men about town. Men like George Leybourne (1842–1884) and the “Great” Alfred Vance (1839–1888) appeared dressed in evening dress and fine fashion and sang songs such as “Jolly Dogs, We’re all Jolly Dogs … or, Slap, Bang, Here We are Again” (Copeland, n.d.). This song conveys the excitement and the activities of a night of leisure in five verses, with a repeating chorus that was designed to invite the audience to join in and sing along—it has a narrow range, simple rhythms, and easy-to-remember lyrics. Songs depicting upper-class swells—men about town who had the most money to spend on fancy clothing, fine wines and cigars, and lavish evenings at the theater—could contain a degree of class critique, even as they gloried in these activities; this was particularly the case when they depicted an upper-class man growing inebriated or failing to be a man by working-class standards.

While songs depicting upper- and middle-class men enjoying lavish leisure activities were sung by many male performers, and also parodied by comic performers in ethnic character (see “Lager-Beer Jacob” mentioned earlier), they formed the core of the repertoire of male impersonators, female comic performers who performed male characters dressed flawlessly in male costume. During the late-1860s and 1870s, male impersonators active in American variety performed a repertoire that was largely identical to that of male comic singers. It included a mix of motto songs, as well as songs about courtship and daily life, and song depicting high-class swells and lavish leisure. English male impersonators also shared portions of their repertoire with male comic singers such as Leybourne and Vance, and their repertoires were similar to those of American male impersonators. The major difference between male impersonators in the two nations was that American male impersonators tended to be mature women in their twenties and thirties with a very realistically masculine performance style—short hair, slim build, and low singing voices—while most of the British women were still in their teens, and many performed a mix of male and female characters during their acts. But the critique of masculinity was present in both nations.

By the last decade of the nineteenth century, the difference between the two nations had lessened as younger American women began to perform in this specialty, and by the 1890s, British performers had also begun to tour in American variety. The major change to the specialty in the United States was in the kinds of songs sung by male impersonators. During the Long Depression of the 1870s, male impersonators had begun to concentrate on songs depicting swells and leisure, and to drop the songs in which they depicted working men not unlike the men in their audience. Older performers continued to sing songs with a sharp class critique, and this increased during a period in which working-class men were at a disadvantage and in an economically tenuous position. The 1880s saw the advent of a kind of swell, known as the “dude,” who was even more effete than the typical upper-class swell of the previous decade, although he shared the swell’s love of fine clothing, fine wine, and lavish leisure:


He walks along Fifth Avenue with steps of airy grace

A look of limpid vacancy upon his baby face

His cane he poses in his hand with novel attitude

His collar reaches to his ears, this captivating “dude!”


Chorus: Look at the dude, charming young dude

Sweet scented “baby,” saucy and rude;

Collar so high, pants to him glued,

Sweet captivating dude. 
(Skelly 1883)10




Subsequent verses describe this man as highly perfumed, wearing a flower in his lapel, as lisping, and as “too young to be a man, too old to be a boy.” Given that this song was published just a year after Oscar Wilde’s (1854–1900) visit to the United States and in the wake of the American premier of Gilbert and Sullivan’s comic operetta Patience, it might be tempting to see the “dude” as a reaction to Wilde’s visit. And yet the description of the dude and the pictures on the covers of many different songs agree on appearance of this character—tight pants, thin build, flashy jackets, a monocle, and a high collar—none of which resemble pictures of Oscar Wilde in this period. Dude songs may well have been responding to changes in manhood as the economy improved and urban men began to take jobs in the dry-goods stores that were expanding their businesses in the 1880s to become department stores, forming new shopping districts like the “Ladies Mile” that ran from about 15th Street to 24th Street along Fifth and Sixth Avenues in New York, and also the surrounding area. This shopping district was designed to attract unchaperoned women into public space during the daylight hours, which also represented changing behavior. From the 1880s until the early twentieth century, entertainment and venues catering to men and lower-class specifically male tastes increasingly found themselves limited to certain districts of cities and particularly vice districts that were associated with poverty, coarse entertainment, and prostitution. Songs that attacked the dude sought to fight back against these changes, depicting these men as unmanly, and deriding them. When these songs were performed by women dressed in men’s suits, the critique must have been particularly pointed.

Most songs featuring swells in the 1880s were gentler than dude songs, and as younger women began to take on this specialty in the 1890s, the performance style also became less realistic. By the end of the century, American male impersonators were singing songs that differed little from those sung by female singers—songs centered on love and courtship and were lightly sentimental. Male impersonators portrayed younger and younger men so that their boasts about drinking and pursuing young women and leisure could be seen as empty. By the end of the century, the performance ideal for American male impersonators had moved closer to that of British performers. And yet, there was a major difference in the kinds of characters they could perform. When the British male impersonator Vesta Tilley (1864–1952) appeared in American vaudeville, she performed songs that depicted lower-middle-class men who were not very different to the men in her audience (figure 19.3). Tilley’s repertoire in her first tour included songs like “A Nice Quiet Week” (Harrington and Le Brun 1894), which depicted the respectable pleasures a middle-class man found while on vacation. These songs were not popular with Tilley’s American audience and she replaced them with swell songs depicting fashion and leisure that she had sung earlier in her career, which had fallen out of favor in Britain. Young men began to copy her style of dress, adopting brocade waistcoats and gray morning coats that her British audience understood as “the extreme affectation of her hero,” but in the United States were seen as “the height of European chic.”11 American men were less delighted seeing characters like themselves portrayed by a woman; they preferred to see men who clearly belonged to a higher class. It is also interesting that they were less interested in seeing class critique in swell songs, preferring to read them literally as guides to upward mobility.
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Figure 19.3 Vesta Tilley dressed as a young clerk. Philco Postcard, c.1910

(author’s collection)






The shifting performance style of American male impersonators, along with the more constrained roles for young women singing non-ethnic characters, suggests shifting class formation at the end of the nineteenth century in the American context. People whose grandparents and maybe even parents identified as working class were beginning to affiliate with middle-class culture by the end of the century, and this shift is evident in the songs and performance style they preferred to see in entertainment. Performers active in British music hall updated the kinds of characters they represented in order to reflect the kinds of employment open to working-class and lower-middle-class men and women, but their songs continued to represent people who were like the people in their audience. Class critique continued to be present because upward aspiration was less possible.



Conclusion


It can be seen that, while taken in isolation songs written to appeal to working-class audiences in the nineteenth century seem to be frivolous and escapist, placed in context they can be seen as reflecting and also shaping the worldview and expectations of their audience. Where audiences shared sympathies, even across national boundaries, these songs were well received. Leisure was an interest shared by working-class populations across the English-speaking world, and audiences all had an interest in seeing themselves reflected on the stage. But they also had an interest in seeing the novel or exotic. This is why ethnic character types had some appeal, even before large numbers of immigrants found their way into the audience, and why, once they joined the variety audience in the United States, the character types needed to deepen and grow more complex than merely funny and derogatory. Blackface performance also had this appeal to audiences beyond the United States, evidenced by the success of touring minstrel troupes such as the Virginia Minstrels as early as the 1840s. But the fact that the songs performed by minstrel performers, and also other ethnic character types, were based on a shared repertory of Anglo-Irish folk and popular tunes, made the exotic familiar and allowed audiences to connect with touring acts.

The differences between Britain and the United States appear to have lain in social class and possibilities for class mobility. U.S. performers worked within a system in which their working-class audience could aspire to wealth and upward mobility. The size of the United States and geographic mobility into new regions of an expanding nation also allowed people to remake themselves. Songs about workingmen reflect this difference. Class hostility was a feature of American songs in the mid-century and in the period immediately following the Civil War, which was when the older artisanal system that had allowed men to move from apprentice to journeyman to a master who owned and controlled his own business, to a factory-based system in which trades were being deskilled and social mobility constrained. This hostility could be seen as coming to a head in the 1880s with the appearance of the “dude” song, but in this same period younger men were adapting to the new work situation and finding new ways to aspire upward. This appears to be the reason they no longer wanted to see men like themselves represented by male impersonators, preferring old-fashioned aspirational models of leisure that allowed them to laugh at men who were clearly unlike themselves.

The aspiration to class mobility can also be seen in songs sung by young women in American variety. As the nineteenth century came to an end, young American women in variety entertainment were more constrained in terms of the topics of their songs. While young women had appeared relatively equal and had a degree of autonomy in the 1860s and 1870s, by the 1890s their primary role was to be pretty and tuneful. Women who failed to meet that standard found a place on the stage performing comedy, which mostly meant portraying ethnic roles. English women, on the other hand, could perform a greater variety of songs, including comic and slightly risqué songs, into the early twentieth century without being relegated to lower or coarser forms of entertainment.

The presence of entertainment with no overarching narrative throughout the English-speaking world allowed entertainers and their songs to take part in a larger, global conversation about class, gender, national origin, and identity. Both American variety entertainment and British music hall and its colonial offshoots had a place for exoticism, so that acts that could not easily adapt to the subtleties of a new conversation could still sometimes find a place in this world. But in order to see these subtleties, and the differences between different locations on a global theatrical scene, individual performers and their repertoires need to be viewed in a broader and deeper context, some of which can be found in the pages of trade newspapers and newspapers and other publications that targeted the audience for these entertainments. The world that emerges in the pages of these periodicals is as complex as our own, and it allows us to better understand moments of satire and humor in songs that might otherwise be missed. In reading songs against these publications, we can gain insight into working-class culture in an English-speaking world, and see shared concerns and cultural differences variety and music hall performers needed to negotiate as they appeared on the stage.

Noting the specific differences between working-class audiences across the English-speaking world also allows some insight into the kinds of songs that circulated most broadly. The songs that succeeded best appear to be those that made the least explicit claims. For example, the fact that Vesta Tilley substituted older songs from the 1870s featuring upper-class fashion and leisure, for late nineteenth- and early twentieth-century songs featuring lower-middle-class clerks aspiring to upward mobility when performing in front of an American audience, reveals the very different aspirations of working-class Americans. American men expected to aspire to upward mobility toward the middle class, and their leisure and social life reflects this fact. Participation in social organizations such as fraternal orders or working men’s organizations, as well as in leisure activities including theater-going and conviviality, was viewed as a democratic right in the United States (Clawson 1985, 689). Until mid-nineteenth century, working men engaged in public protests and even riots when they were shut out of leisure activities. The language employed invoked the American revolutionary spirit and the democratic traditions of the nation. A similar rhetoric was used by the Irish in the United States as they forged an Irish American identity that was similarly based in democratic, fraternal, and leisure activities. Songs depicting leisure need to be viewed against these traditions—while the songs were not explicit in advocating for rights, their central place in the repertoires of many singers reflects that these activities were more than merely escapist.

Scholarship is also needed to explore connections between British music hall and American variety entertainment and vaudeville, and also the connections between the popular theatrical scene in Australia and New Zealand and the United States, particularly as musical comedies featuring variety performers and popular songs routinely sung in variety entertainment and music hall began to circulate the globe in the 1880s. To what degree were these shows tailored, through the inclusion of local songs, with particular appeal? Or were the songs sufficiently vague or broad in their message so that local audiences could read their own interests and sympathies into them? The evidence that survives is fragmentary but suggestive of a rich and complex theatrical world whose primary goal was to connect with the laboring classes in multiple countries. At the same time, beyond a shared goal for entertainment, there appears to have been little effort to unite disparate working-class populations in the English-speaking world to fight for more specific political or social goals.






Notes






1.
 The Harry Ransom Center at the University of Texas at Austin holds handwritten books of music and song texts associated with the variety manager Tony Pastor. There is evidence that performers kept notebooks of song texts and were less concerned about music because few variety performers were musically literate, although they were skilled oral musicians.




2.
 The truly excellent scholarship that considers popular song in the nineteenth century includes Hamm 1979, Bratton 1975, and Bailey 1998, as well as the pair of edited collections devoted to music hall performance and song, Bailey 1986 and Bratton 1986. Other important studies of nineteenth-century popular song in the U.S. include Charosh 1997, which responds to several of the weaknesses in Hamm’s study by noting the changing meaning of the term “popular music” from the nineteenth to the twentieth centuries, and also noting that the tools used by scholars were developed to study the art music of Western Europe and privileged the aesthetics of that music. Charosh argues that the study of popular music of the nineteenth century needs to consider a broader range of sources, from vague references in reviews and advertising to printed texts in songsters, to printed sheet music, and also consider the varying contexts for performance that gave songs their meaning.




3.
 For a description of the kinds of skills employed by performers in the context of American variety entertainment, see Rodger 2016.




4.
Sanjek 1988 is probably still the most thorough examination of American popular music and the business models employed by its producers. Comprising three volumes, its value lies in its consideration of the commercial underpinnings of music in the U.S. over multiple centuries, showing connections between different aspects of the business, from distribution to performance.




5.
 “No Irish Need Apply” (Poole, n.d.) is held by the Library of Congress and is available as part of its digital collection.




6.
 This view of the Irish depiction of their place in the United States has also been noted by Marston 1989. She notes that St. Patrick’s Day speeches given at public celebrations by Irish immigrants in Lowell, Massachusetts, were critical of the hostility the Irish faced from Americans, but more often centered on the opportunities given to the Irish through access to the vote and public participation in their adopted country.




7.
 Bound collections of vaudeville managers’ reports that are part of the Keith/Albee Vaudeville Theater Collection, held by the University of Iowa libraries, contain reviews of a number of African American performers active in vaudeville in the first decades of the twentieth century. Their reception varied, depending on geography, and male comedians tended to have the most success, while female singers were most often rejected by audiences. Overall, African American performers were depicted in these reports as succeeding despite their race, but failing because of it.




8.
 For example, the comic performer Bert Williams (1874–1922), while absolutely limited by the racist stereotypes of the period, also managed to portray deeply sympathetic characters in his comedy. Even though he performed using dialect and blackface makeup, his characters spoke to everyday experiences and elicited moments of identification from white audiences. He was greatly admired by white comedians active in vaudeville and praised by theater critics. The stress of performing this kind of act was not inconsiderable, however, and Williams died in his late forties.




9.
 I have a copy of the New Zealand version of this song in my personal collection, and the National Library of Australia record for the song notes that the new Australian title was pasted over the old version in the sheet music it holds in its collection. A digital copy of the sheet music can be seen here: http://nla.gov.au/nla.obj-165,499,681/view?partId=nla.obj-165,499,697#page/n0/mode/1up.




10.
 The Lester Levy collection holds approximately a dozen “dude” songs, all but one published between 1883 and 1885. Similarly, the Library of Congress holds more than thirty songs featuring the dude, most published during 1883 and 1884.




11.
Maitiland 1986, 39–40.
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Chapter 20


Emotions


Michael Spitzer





There are two paradigms for understanding musical emotion in the nineteenth century. Exhibit A is Sir Simon Rattle’s face transfixed with ecstasy at the dominant 13th harmonic climax at bar 731 of Mahler’s “Resurrection” Symphony (figure 20.1).
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Figure 20.1 Sir Simon Rattle, face transfixed with ecstasy at the dominant 13th harmonic climax at m. 731 of Mahler’s Resurrection Symphony. (From a performance by Sir Simon Rattle, City of Birmingham Symphony Orchestra and Youth Chorus; Hillevi Martinpelto, soprano, and Anne Sofie von Otter, mezzo-soprano; recorded in 1998 at Symphony Hall, Birmingham.)






Rattle’s expression is a fitting icon for how the audience might feel at this point, overwhelmed by the sheer physicality of sound emanating from massed choirs and orchestra in a vast public space. The example speaks to the popular conception of the nineteenth century as tearing down convention to unleash musical emotion as a material force. This materialism is epitomized by what Leonard Meyer called musical sound’s “secondary parameters”: dynamics, timbre, and tempo (Meyer 1989, 14). Exhibit B is the final movement of Schumann’s Kinderszenen, “Der Dichter spricht.” The piano solo in its naked delicacy seems to speak from the inner core of the composer’s subjectivity; it presents a model of emotion as spiritual, rather than material. So, is musical emotion a matter of physical nature (Mahler) or of human nature (Schumann)? Of course, it is both. The antinomy of Romantic emotion (to borrow a term from Kant; see Kant [1781] 1996, lvii) sharpens the Baroque dualism of passion versus action (James 1999): the subject passively suffering the assault of emotion as a material force (passion) versus the view of emotion as an emanation from the active will (action). And, at many removes, the dualism survives today in the debate between affective and cognitive approaches to musical emotion. The present chapter examines the nineteenth century’s particular take on this antinomy.

Everyone knows that the nineteenth century associated art with emotion. Wordsworth’s definition of poetry in 1802 as the “spontaneous overflow of powerful feelings” ([1802] 2013, 98) can stand for any number of similar pronouncements on musical emotion by Baudelaire, Heine, Mazzini, or Wagner. If the identification of Romantic music and emotion seems obvious to us, as well as to nineteenth-century artists and audiences—see Exhibits A and B—then it is puzzling why so few contemporary thinkers agreed or approved. Hanslick’s formalist rejection of the received view that music was capable of expressing the specific emotions of everyday life (as opposed to music’s very general emotionalism) is familiar, and need not be rehearsed here. Long before Vom Musikalisch-Schönen (Hanslick [1854] 1986), Kant had set the negative keynote of the age by reviving the Stoic objection to emotion as a hindrance to human freedom. His three critiques deliberately give emotion short thrift, and he doubles down on it directly in his Anthropology from a Pragmatic Point of View ([1798] 2006). Hegel attacks emotion for being static and inward in the preface to his Phenomenology of Spirit ([1807] 1976). And while Schopenhauer is often represented as the philosopher who embraced desire, it should be stressed that he assimilates emotions at the expense of abstracting them from everyday life (Budd 1992, 76–104). Hence, if emotions were literally unthinkable—because none of the great philosophers could theorize them—then they were also politically suspect. After the sentimentalist experiment of 1789–1815, when France put feeling center stage in political life, emotion was discredited and went underground, to erupt sporadically in the revolutions of 1830 and 1848 (Reddy 2001).

All this should remind us that, while the emotionalism of nineteenth-century culture may well seem uncontroversial to us, it originally bore a radical edge. Its novelty and strangeness is revealed by the resurgent discipline of the history of emotions. Thomas Dixon (2004) has shown that the modern category of “emotions” was invented in the nineteenth century. By around 1850, “emotion” had become the most popular standard theoretical term for phenomena that had hitherto been labeled “affections,” “passions,” and “sentiments” (Dixon 2004, 98). The difficulty is that these words continued to be used both in Britain and on the continent, side by side with national idioms such as sensibilité and Gemüthsbewegung (literally, “movement of the temper” or of “the soul”). A further complication is that the concept of emotion changed during the century, gradually losing its moral and metaphysical dimensions as it acquired its modern scientific status. However, this is not to say that the subjective, “spiritual,” pole of the antinomy seamlessly handed over to its materialist pole, despite the historical distance between the Schumann and Mahler examples. These two extremes were in play from the outset of the nineteenth century, associated with an opposition between concepts of “surface” and “depth.” The story of emotion in nineteenth-century music is how this surface–depth model twists and turns in endlessly fascinating configurations. One can easily get lost in the vicissitudes of this rich history. What guides my path through the labyrinth are two “red threads.” The first thread is the idea that emotion in the nineteenth century is essentially transitional, playing into the emergent paradigm of music as dynamic. There is a vigorous counter-thrust of seeing emotion as a stream of discontinuous impulses, just as light can be modeled both as waves and as particles. Nevertheless, I believe that the basis of Romantic emotion in music is processual, and that discontinuity is heard as a figure against that ground. My second guiding thread is to construe emotion from the bottom up, from the viewpoint of compositional practice and the analysis of style. As often as not, the perspective from musical material is reinforced by contemporary theory and criticism, and by the history of ideas. Where tones and words disagree, however, I have sided with tones.



Idealism and Materialism


When we turn from the copious emotion literature of the Scottish Enlightenment to the situation in Germany circa 1800, we are first struck by an appearance of collapse. There is nothing in Idealist philosophy to compare with the detailed taxonomies of the sentiments and passions in the treatises of David Hume and Adam Smith. Hume’s and Smith’s plural approach follows in the great Western tradition of the emotion taxonomies of Descartes, Spinoza, Thomas Aquinas, and the Stoic philosophers. Kant, Hegel, and Schopenhauer show little or no interest in exploring the nature of happiness, sadness, anger, or fear. This is oddly out of line with the emotional realism of so much Romantic music: it is easy to recall songs or piano miniatures which are happy or sad (compare “Die Forelle” with the end of Frauenliebe und -Leben), angry or yearning (Chopin’s “Revolutionary” Etude; Liszt’s Liebestraum). Nevertheless, an impression of loss would be misleading. Rather than classifying its external expressions, Kant and his contemporaries are much more interested in the topography of depth, mapping the interiority of the subject. The subtlety of the German vocabulary of feeling is revealed by Ute Frevert’s exhaustive study of emotion words in nineteenth-century dictionaries and encyclopedias (Frevert 2014). The most important emotion word was Gefühl, reflected in the increasing length of dictionary entries on Gefühlsreligion, Gefühlsmenschen, Gefühlsphilosophie, Gefühlspädagogik, Gefühlspolitik, and other terms. The notion of Gefühl, developed by Kant in his Anthropology, is momentous because it supplies a crucial mediating third term within the dualism which had governed emotion theory since Descartes—the opposition of cognition and appetite or desire (see James 1999). Internalizing the older view of “feeling” as the tactile perception of external objects, Gefühl is an imaginative activity whereby the human mind grasps itself through self-reflection. In other words, Gefühl means what we nowadays call “subjectivity.” By distancing subjective feeling from physiological perception, or idealism from materialism, Kant safeguards the autonomy of human reason.


Gefühl gives Kant a vantage point on the surface and depth of emotions, associated, respectively, with the classical categories of affect and passion. In his view, affects are shallow and fleeting; passions are deeper and more stable. Kant articulates a highly influential hydraulic model of emotion—akin to a fiery liquid erupting from the depths—which would resonate with musical concepts of expressive breakthrough (Durchbruch) best known from Adorno’s Mahler monograph (Adorno 1992). Here is the Brockhaus dictionary’s definition of 1851: “The affects are different from the passions as the latter are constant, firmly rooted in the inside, dispositions towards affects, like a volcanic substrate from which often only the lightest touch can cause the flames of affect-laden feeling and action to break out” (cited in Scheer 2014, 53). While the crux of Kant’s theory of emotion is that surface and depth are related dialectically, it doesn’t follow that the interchange is always violent. The subtlety of in/out relations can be seen in the two most familiar cognates of Gefühl, the emotions of Gemütlichkeit and Innigkeit.


Gemütlichkeit is epitomized in Schubert’s late song, “Der Einsame” (D. 800), although critics have found this emotion in countless points of his music, including seeing his oeuvre against the philistinism of Biedermeier Vienna. A hermit (Einsame) sits by his fire listening to the chirps of a cricket on the hearth. The song is relaxed and light-hearted, tinged with longing. But “cozy”—the common translation of Gemütlich—doesn’t cover its full meaning. The concept blends isolation with aspects of social sympathy and compassion, suggesting that a person is seldom truly alone. Stirring in the additional connotation of Gemüt as character or soul, the 1827 Brockhaus captures the mutuality of the word beautifully: a person was gemütlich if “solely by the expression of his own Gemüth, the Gemüth of another person is put into a pleasant and comfortable state” (Scheer 2014, 48). The hermit and his cricket constitute a tiny society: “In my narrow and small hermitage,” he sings, “I tolerate you gladly: you do not disturb me when your song breaks the silence, for then I am no longer so entirely alone.” Like Gefühl itself, the song mediates the opposition between hermetic solipsism and sociability.

While “Der Einsame” instantiates the enormously significant Romantic trope of home as an emotional center—a spatial analogue of interiority—it also captures the urban distinctiveness of Viennese homeliness. The city of Vienna was much more rural than Edinburgh or London, metropolises whose civic society underpinned Hume’s and Smith’s emotion of sociability. On top of their authoritarian politics, this is another reason why the German-speaking lands were comparatively untouched by Scottish moral philosophy. In this respect, Gemüt affords a more idealist yet personalized variety of emotional sympathy, rooted in affective contagion between individuals (even across species), rather than in artificial customs joining people and society. This was even more the case for Schumann’s provincial Leipzig.


Innig, denoting intimacy and affection, described the emotions most associated with middle-class practices of interiority, such as love, friendship, prayer, and contemplation. According to Ersch and Gruber’s Allgemeine Encyclopädie (1818), Innigkeit was: “a state of significant excitement of the soul [Gemüt] or emotive faculty (heart), in which the sensations or feelings emerge from the most secret (most ardent [innig], i.e., most interior, thus most hidden) depths of our soul” (quoted in Scheer 2014, 58). The second of Schumann’s Davidsbündlertänze is marked “Innig,” expressive of its interiority. However, by labeling the dance “E” for Eusebius, the composer’s introverted avatar, Schumann personifies the emotion. For the Romantics, emotion is character. Whereas, in the wake of Locke’s critique of consciousness as an association of fleeting impressions, the modern notion that a fictional agent owns a stable personality was simply foreign to early eighteenth-century psychology (Fox 1982), the Romantics saw emotion (or passion) as both an emanation of character and a means of stabilizing character. Our contemporary term “subjectivity” amalgamates character and emotion into a single efficacious force, as explored by philosophers of emotion under the rubric of “persona theory” (Robinson 2005). Sulzer and Körner’s theories, in the late eighteenth century, that emotional character inhered in the “ethos” of musical material (Le Hurray and Day 1988), blossomed in Schumann’s critical writings on the programmatic character piece (Lippman 1999, 169), paradoxically by rendering character vaguely suggestive (in the Romantic spirit) rather than distinct.

Personifying an inner emotion also meant rendering character visible within the surface physiognomy of the music. When Innigkeit intensifies to “fervor” (Inbrunst), it has crossed the line from feeling to affect, “which then therefore shows itself externally in the body” (Lippman 1999, 58). Externalization, implicit the first time we hear Schumann’s Innig, erupts when the movement famously returns midway through the penultimate dance, no. 17, and morphs gradually into Schumann’s extrovert persona, Florestan. Marked to be played “Nach und nach schneller,” the dance climaxes with virtuoso physical gestures, tokens of surface affect. At one level, the passage epitomizes the fluidly dynamic quality of Romantic emotion that Wagner would call an “art of transition” (see later). At a deeper level, it signals that the meaning of transition extends deeper than just a step between two points of a line. Transition also has a vertical dimension: a shift from inner to outer, combined with a qualitative transformation as these inner feelings (passions) are objectified in surface materials (affects). Hegel called this process Entäusserung, a hugely influential concept explaining how artists externalized inner emotion by objectifying it in the artwork (Scruton 1997). The Idealist theory of Entäusserung was further developed by Croce and Collingwood, and is the central plank of Jenefer Robinson’s (2005) expression theory of aesthetic emotion.

Idealism never took root in early nineteenth-century France, and it is significant that neither of its foremost philosophers, Victor Cousin and Auguste Comte, developed a distinctive theory of emotion. Moreover, despite the tide of empirical psychology arising from British shores, Comte fenced it off from his positivist system, framed by the dualism of sociology and physiology. Hence the Kantian mediating term of subjective feeling literally had no place in French thought. The first edition of Larousse (1860) captures this dualism perfectly: a dualism which reconstituted the Cartesian materialist theory of emotion, suggesting that late eighteenth-century French sentimentalism was a historical hiatus. “In short,” the entry states, “emotion has two characteristics: a physical one, which is a commotion [ébranlement] of the nerves, felt chiefly by the organ of the heart; and the other moral, consisting of a very lively affection of the soul, of which the physical affection is the external sign.” The physical/moral dualism is reinforced in the 1878 edition of Larousse, which is overwhelmingly indebted to the Scottish psychologist Alexander Bain (1818–1903). It is a paradox that France needed to import its theories of emotion, because its poets and artists virtually invented its practice. The preface to Victor Hugo’s Cromwell (1827) is a manifesto for European Romanticism, and Hugo’s grotesque realism is imprinted on every bar of Berlioz’s Symphonie fantastique (1830).

A touchstone for musical Romanticism, Berlioz’s symphony also ticks every emotional box. According to the “Postscript” to Berlioz’s Memoires, “The prevailing characteristics of my music are passionate expression, inward intensity, rhythmic impetus, and a quality of unexpectedness [imprévu]” (Berlioz 1960, 488). From a dualist perspective, imprévu, the jostling of contrasting impressions, might be understood to engage the external side of emotion as physical perturbation of the nerves, pointing to the aesthetics of shock developed by Baudelaire and Walter Benjamin (Benjamin 2006). Conversely, what Berlioz terms “inward intensity” could be heard in the cumulative waves of passion unfolding both within the Idee fixe and across its increasingly intense variations in the first movement. The theme’s “passionate expression” is encapsulated in the semitone appoggiaturas which form its melodic crux, the archetypal Romantic figure of yearning. Yet Romantic yearning is double-fronted: one face points to an indefinite future, never to be resolved; the other face bids us to enjoy struggle as an emotional end in itself. This is why Berlioz’s process of emotional intensification is based on repetition, sequence and variation as distinct from its German analogue, the Goethian concept of Steigerung which is characterized in music by sentential motivic compression and harmonic acceleration (Spitzer 2004). At its climax in the recapitulation, the Idee fixe is clothed in tutti orchestration, heterophonic textural doublings, and loud dynamics, but it is essentially the same melody. This is why we cannot speak of the subject’s course from tentative beginning to climax as a process of externalization, or Entäusserung. Unlike the shadowy ideas adumbrated, say, at the start of Mendelssohn’s “Scottish” Symphony which break through in the finale, Berlioz’s theme is fully formed at the outset. Adorno’s judgment on Richard Strauss seems equally applicable to Berlioz, that “it thumbs its nose at inwardness [and abandons itself to] unmitigated exteriority” (Adorno 1964, 16).

Berlioz’s fixation on the particularity of musical material, evidenced by his astonishing orchestral neologisms, plays into the painterly aesthetics of his contemporary Delacroix, who wrote in his journal: “The kind of emotion proper to painting is in some way tangible” (quoted in Scott 1993, 135). Baudelaire urged poets to “glorify the cult of images” (129); and the Goncourt brothers spoke of the “spiritual physiognomy of matter” (quoted in Rajan 1997, 190), suggesting that the spirit/matter distinction was moot. In the wake of Hugo’s celebration of the category of the grotesque, Berlioz is a pioneer in the modernist emotion of aestheticized disgust (Menninghaus 2003). Outlawed from art by pre-Romantic aesthetics, disgust now plays a dialectical, multifarious role on at least three levels. First, Berlioz broadens our palate for unusual, hitherto disgusting sonorities. Second, his music is literally disgusting to contemporaries of a Kantian bent such as Mendelssohn. In his letter to Moscheles dated April 1834, Mendelssohn wrote: “For his orchestration is such a frightful muddle, such an incongruous mess, that one ought to wash one’s hands after handling one of his scores” (quoted in Bloom 2008, 105). And third, the unceasing procession of sensations both records and elicits the most refined flavor of disgust, the ennui associated with the fin de siècle, but already established in early Romanticism. We can scrutinize the avowed meaning of the symphony’s ineffably emotional introduction, looking past Berlioz’s decoy that the music expresses “the overpowering sadness of a young heart first tortured by a hopeless love” (16). Whereas “sadness” suggests a clearly defined emotional category, Berlioz’s effect is in reality more in the tradition of the “vague des passions” theorized in Chateaubriand’s Génie du christianisme (1802). Closely related to the ancient category of acedia, a cocktail of boredom, disgust, and melancholy, “vague des passions” denotes the paradoxical emotion of not having any distinct emotion: “a state of the soul which precedes the development of passions, when our faculties, young, active, whole, but withdrawn [renfermées], are only exercised upon themselves, but without any goal or object” (159). It appears that Berlioz originates something extraordinary in the history of musical emotion. As a portrait of an emotion struggling to articulate itself, the introduction is not a transition from one emotion to another; nor a gradual clarification of emotion, as in the Entäusserung model. The music, rather, makes the very vagueness of emotion emotionally apparent. It puts interiority on display. Chateaubriand’s and Berlioz’s tactic fits into the politics of post-1815 emotion outlined by William Reddy, a time when French artists and intellectuals, disgusted with the weakness of the subject, hankered after a restoration of rational conservative government. Key figures in Reddy’s narrative are the philosopher Maine de Biran (1766–1824) and the weak men in George Sand’s fiction, one of whom could have been Chopin himself (see Reddy 2001, 249–256).

To identify the subject of Chopin’s Nocturne in C Minor, Op. 48, No. 1, as emotionally “weak” is not to denigrate the music. It is a factual comment on the music’s dependency on an ultra-rational, 24-bar framework in the ternary form’s outer sections, which supports the nocturne like a mollusk’s shell. The da capo keeps strictly to this shell, so that its emotional intensification is solely a function of harmonic variation: its intoxicating coloristic layering displays Delacroix’s emotional tangibility of painting. The ribs of the shell are transparent voice-leading descents from G to C, far more tangible than in the majority of Schenker’s graphs, where structural notes are abstract projections of a depth model. In Chopin’s surface model of emotion, even the passion is superficial: the double octaves which overtake the chorale melody in the middle section, “Poco più lento,” do not erupt from within, like a Germanic Durchbruch, but simply expand to fill up the available surface area between melodic steps. The triumphant melody at the close of the section is the same chorale melody as at the start, yet instilled with the octaves’ passionate force. The emotion is magnified, through Meyer’s “secondary parameters” of texture, speed, and dynamics, but not actually transformed.

Maine de Biran is a double-insider in Reddy’s political narrative. Not only is he witness, through his diaries, of self-disgust at the vacillations of his own will, seemingly the passive object of external sensations. Maine is also an important Voluntarist philosopher, parallel yet distinct to Schopenhauer, who paves the way for the characteristically French embodied phenomenology of Sartre and Merleau-Ponty. According to Maine, our sense of self flows from muscular effort and the feeling of resistance (Scheerer 1987, 177). It is through this feeling of resisted physical effort that we understand the externality of the outside world. Such a view deconstructs the duality of inner and outer emotion. The pianist’s muscles overcoming Chopin’s technical challenges resonate with listeners’ ecological experience of force and resistance in their everyday lives. While Maine and his contemporaries grappled with these concepts, we nowadays have fully developed theories of embodied cognition to understand how listeners imbibe Chopin’s emotions by empathizing with the performer’s fingers (Leman 2008).



Individual and Social Emotions


In the nineteenth century, musical emotion was individuated in human subjects and bodies. Earlier, people had tended to talk of being in the grip of external passions or social sentiments, diffused around the person like an ether (Fisher 2002). The concept of Gefühl stipulated that emotion was owned and defined by character. A symptom of that is the mutation of emotion scripts, as in the anger stereotype. Under the Aristotelian model of anger as an offense to dignity calling for revenge, the emotion was split between the judgment of offense and the will to vengeance. Little or no account was taken of how the social sleight affected personal feeling as long as outward decorum was upheld (Lehmann 2015, Spitzer 2017). This is why so many Baroque and Classical rage arias—from Handel’s “Why Do the Nations” to Figaro’s “Aprite un po’ quegli occhi”—are joyful: they are fixated abstractly on the idea of future retribution, rather than on what the subject is feeling in the present moment. This is the empty space in the emotion schema that Gefühl fills, so that Wotan’s very personal rage in Walküre, Act II, or Chopin’s in his “Revolutionary” Etude, can hold nothing back. The latter is also a good example of how Romantic rage can be instant, rather than consequent on a process of provocation and gradual build-up.

If an emotion could be discharged in a flash in a character piece—a musical analogue of Romantic irony’s favored genre, the fragment—then changes in musical style meant that, for the first time in history, an emotional script could also be unfolded across a large-scale work. Individuating emotion is to treat it as the motion of a persona in a temporal narrative; in music, this meant a compositional “subject” moving across the virtual tonal landscape of the work. Emotional travelogues such as Berlioz’s Harold in Italy or Liszt’s Les Preludes, each tracking the subject’s shifting affects, are only conceivable in the nineteenth century. But this is also the time when the specific emotion of fear or anxiety comes of age. No longer restricted to local trembling or Ombra effects, fear can now unfold as a fully fledged process, a “threat imminence trajectory” akin to an approaching storm (Spitzer 2011). The eighth symphonies of Schubert and Bruckner both map fear trajectories onto first-movement sonata forms. In Schubert’s “Unfinished,” the “storm”—rumbling in the ominous double-bass introduction—breaks in the development section; in the Bruckner, it thunders in the apocalyptic Totenuhr (“clock of death”) climax of the coda.

The paradox is that individual emotion was defined partly in anxiety toward the rise of social emotion in crowds and cities. In Elizabeth Gaskell’s words: “It is the town life. Their nerves are quickened by the haste and bustle and speed of everything around them” (1977, 279). Music’s social emotion was particularly blatant in opera. Opera not only put emotions on display; emotions travel faster among theatre audiences than in isolated acts of reading a novel—the paradigm of emotional inwardness. In terms of face-to-face reciprocity, the nineteenth century celebrated particular social emotions which have since fallen out of fashion, such as intense yet nonsexual male friendship (as between Verdi’s Don Carlos and Rodrigo), or the equally peculiar love-death of Tristan und Isolde. On a level of group emotion, the mob dynamics analyzed in Gustave Le Bon’s influential The Crowd ([1895] 2012) are played out in the massed choruses of French and Italian grand opera. A huge throng of people on a stage can inspire both sublime awe and a feeling of solidarity—an urge to join the crowd. It can also afford a foil for acts of titanic individual will, as when the Doge quells the mob in the Council Chamber scene of Verdi’s revised Simon Boccanegra: “His heartfelt words have the power to calm our anger.” Given the links between sensationalism, urban fragmentation, and popular culture (see Gabriele 2017), an operatic chorus could also be a physical correlative of the crowd of musical impressions impinging on the audience, as could the operatic orchestra. In the following report by Berlioz on Meyerbeer’s Les Huguenots, one sonic inventor doffs his cap admiringly at another: “Every two measures, in the silences that separate each part of the phrase, the orchestra swells to a fortissimo and, by means of irregular strokes of the timpani doubled by a drum, produces a strange, extraordinary growling that arouses dismay even in the listener most incapable of feeling musical emotions” (quoted in in Lacombe 2001, 256).

But there are also quintessentially social emotions suffered by individuals in themselves, such as shame and embarrassment, as with the enervated sopranos blushing under the audience’s collective gaze in Bellini or Donizetti. And individual grief can become socially contagious. According to Glinka: “In the second act [of La Sonnambula] the singers themselves wept and carried the audience along with them” (quoted in Kimbell 1991, 398). Moreover, the strong honor code operating in Ottocento Italy is one reason why so many librettos are focused on sexual jealousy, from La Sonnambula to I Pagliacci. At the deepest level, one might argue that musical emotion was social through and through, since to externalize feeling (Entäusserung) entails mediating it through intersubjective convention, like language. The dialectical interdependency of inner and outer emotion is suggestive for what increasingly happened at mid-century, when political exigencies literally drew music out.

In Vormärz Austro-Germany, as in pre-1848 Paris and Italy before the Risorgimento, emotional “inwardness” was tainted by the suspicion of political irresponsibility. Attitudes toward tearful sentimentality had always been ambivalent. However, the critique of sensitivity in the 1798 Krünitz dictionary entry on “Leidenschaft” makes the auspicious connection between emotion and nation building: it complains of the lack of “active useful virtue” which “harmed the public” and “brought the fatherland into disrepute” (quoted in Frevert 2014, 28), and points to early nineteenth-century endeavors to strengthen the active power of Gemüt. In this light, Wagner’s compliment that “Bellini was all heart” (quoted in Budden 1987, 300) sounds back-handed. And Karol Berger’s (1994) observation that Chopin’s narratives, as in his Ballade in G Minor, tended to collapse into disastrous proto-revolutionary apotheoses throws the spotlight on the pressure-cooker aspects of the Parisian salon. Napoleon had grumbled about Mme. de Staël’s machinations in the salon of 1802 (Reddy 2001); with a “political pianist” such as Chopin, the salon of the 1830s was far from being a sentimentalist emotional refuge. But the links between music, emotion, and politics were most direct in Italy.

In April 1859, when he hears that he has succeeded in goading the occupying Austrian troops into war with France, Prime Minister Cavour throws open the windows of his room and bursts into the opening lines of “Di quella pira,” the cabaletta which concludes Act II of Verdi’s Il Trovatore (Billington 1999, 157). Verdi’s climax is phenomenally stimulating on a physiological level, utilizing every trick in the book: peaking after a Rossini-style dramatic crescendo; dramatically displacing a hesitant earlier emotion through the tempo di mezzo; hammered home through percussive note repetitions; burnished with martial fanfares; and topped with the tenor’s high C (not in the score, but an unshakeable part of performance tradition all the same). The crucial point, however, is that Verdi crosses the threshold from nervous excitation to political provocation: even today, the musical emotion makes the audience feel like leaping out of their seats to take up arms. How does Verdi do this?

One struggles to find a nineteenth-century Italian theory of emotion, just as contemporaries wondered whether Romanticism was a uniquely North European phenomenon. Verdi drew deeply from Hugo, setting several of his plays and adopting his Shakespearian tragi-comic ethos, where the beautiful and the grotesque rubbed shoulders. But he also combined many home-grown tendencies, chiefly from Leopardi, Mazzini, and Manzoni. Leopardi, Italy greatest Romantic poet, is also becoming increasingly recognized for his critical writings, including a systematic treatise on the passions (Alcorn 1996). Bleakly pessimistic and even proto-Darwinian, Leopardi viewed the political fragmentation of early nineteenth-century Italy as a Hobbesian war of all against all, animated by universal hatred. His poetica dell’indefinito e del vago may echo Chateaubriand’s vague des passions, but in a brutally dramatic “sentimento del contrario,” working toward the deliberate destruction of illusion. The politician Mazzini, chief guru of the Risorgimento, wrote a precocious Philosophy of Music in 1836. Mazzini’s treatise finds analogues for Leopardi’s Hobbesian chaos in the state of contemporary opera, a “vulgar tumult of blind sensation and material instinct” (Mazzini [1836] 2004, 58). Mazzini’s main grievance is not opera’s mosaic-like “jumble” (36), but that “the emotion excited is ephemeral” (35): “It bounds from object to object, from affection to affection, from thought to thought; from the most ecstatic joy to the most hopeless grief; from laughter to tears, from love to rage, from heaven to hell; ever powerful, emotional, and concentrated” (42). Verdi’s Risorgimento choruses directly answer to Mazzini’s call for operatic emotion to be both extended in temporal scale and deepened into a social mission. Third, after Leopardi and Mazzini, what Verdi takes from Manzoni—author of Italy’s 1827 national novel, I promessi sposi—is the example of how to concentrate political sentiment within a family romance. Thrilling noises can only go so far: an audience is most deeply provoked when it cares about individual characters.

Leopardian “sentimento del contrario” is encapsulated in the shock tactics of Rigoletto’s “curse” motive, a chain of monotone repetitions leaping to a tonal surprise (which can be any interval, from a semitone to a diminished 7th). Strictly speaking a gesture rather than a motive—because its core is rhythmic rather than melodic—the curse epitomizes Peter Brooks’s idea that melodrama abrogates transition (1995). It makes a virtue out of Mazzini’s complaint of one affect leaping into another. In its simplicity, the curse is pliable enough to condense every aspect of the drama: the spoken rhythms of Italian with the anacrusic patterns of Verdi’s melodies; the formal principle of tempo di mezzo—the mid-scene intervention where one affect is ambushed by another (see Monterone’s shock entrance in Act I: importantly, Verdi prunes away the long poetic speech Hugo had originally given this character); the Manichean clash of “grotesque” and “beautiful” music, as in the leap from the C minor prelude to the Ab major banda; even Leopardian destruction of illusion, when the final curtain reverses the values of the grotesque and the beautiful, so that we find the hunchback’s anguish sympathetic, and the Duke’s La donna è mobile disgusting. The opera affords audiences a sentimental education in Brechtian Verfremdung, an alienation technique which redeems melodrama’s flirtation with emotional stereotype—that is, sentimentality. To pick two moments out of many, see the start of the Rigoletto–Gilda duet embedded within the Act IV quartet, where Rigoletto’s curse motive shunts the key to B double-flat major (A major), and is placated by Gilda’s redemptive cantabile. And then the point of Gilda’s murder in the D major refrain of the subsequent trio, whose melody finally makes sense of the approaching storm’s intermittent chromatic rumbles. The intermittency of these rumbles is nothing less than the curse motive writ big, projecting the idea of repetition at an architectonic level. At the heart of Verdi’s genius, here and in many other operas, is the ruthless focus on father–daughter relationships, a distillation of the Manzonian family romance, or the ideal of “home.” At the end of Rigoletto, the inwardness of home is detonated, and it is as if its shards fly off centrifugally into a utopian future into which the shell-shocked audience is bidden to follow.

Just as much as Verdi, Wagner relied on emotion in his project of building universal sentiment by extending sympathy from individuals to society as a whole. Yet he reached his goal by drawing opposite conclusions from French sensationalism. Where Verdi’s instinct was to exacerbate emotional contrast into shock, Wagner famously sought to mediate Meyerbeer’s “effects without causes” in processes of transition. Wagner was actually very admiring of French grand opera’s emotional energies. Here is his comment on Auber’s La Muette de Portici: “In the midst of this frenzied chaos, suddenly [come] the most emphatic calls for calm, or repeated appeals; then more furious wildness and bloody affrays, interrupted by a moving, anguished entreaty or by the murmuring of an entire people in prayer” (quoted in Lacombe 2001, 255). He was equally impressed with Scribe’s control of architectonic pacing, as in his libretto for Les Huguenots. The principle of acceleration and collapse, familiar in Chopin’s ballades, is applied by Scribe to the length of the five acts, so that Acts 4 and 5 get progressively shorter, while audience tensions are screwed up further by the overlong celebration scene just before the massacre (see Gerhard 2000, 188). The challenge was to mediate local sensation with architectural design, something Wagner’s “art of transition” achieved in all his mature music dramas (in Berger 2017, 60). In his letter to Mathilde Wesendonck of 1859, Wagner claimed that his “greatest masterpiece in the art of the most delicate and gradual transition is without doubt the great scene in the second act of Tristan und Isolde.” Wagner sought, and surely succeeded, in “mediating and providing an intimate bond between all the different moments of transition that separate the extremes of mood” (quoted in Berger 2017, 60).

Transition foregrounds emotion as a wave, not as a particle or a spark. Wagner writes extensively about emotion (including thirty-eight references to it in Opera and Drama [1851]), and in varying senses, so that the term is essentially a placeholder. However, one can tease out four main ways that emotion can be “transitional.” The first is as a modulation between “extremes of mood,” as in the Wesendock letter. The second is in the Hegelian tradition of a fluctuation in levels of conceptual clarity, with concepts alternately rising up and sinking back into the “watery” depths of musical emotion. In this light, the music waxes emotional at critical points of the drama, affording relief for long stretches of “dry” textual recitation, and marking those moments for consciousness and memory. While Wagner’s practice chimes both with the German aesthetics of the “moment” (Hoeckner 2002) and with the tendency of Aeschylus’s tragedies to drive toward climactic points (Ewans 1983), it also fits modern psychology’s findings that listeners tend to perceive musical emotion at boundaries between structural units (Sloboda and Lehmann 2001). Wagner’s third usage of emotional transition follows Feuerbach’s philosophy of the socially redemptive power of love. The music dramas increasingly highlight the oppositions of selfish, erotic love, and the compassionate love which arises through fellow feeling within a community (Berger 2017, Scruton 2017). Wagner’s fourth use of transition ultimately engages a move between these two extremes of love themselves. This is actually a double movement: from individual to society, and between two kinds of emotion—erotic desire and quasi-religious compassion, or pity (Mitleid).


Parsifal marks the triumph of pity in Wagner’s thought, although the tension between “eros” and “anti-eros,” as Berger puts it (2017, 340) had always been there, as recorded in Baudelaire’s reception of Tannhäuser and Lohengrin (1861). Confronted by the sexual savagery of the Tannhäuser prelude—whose orgiastic tumult shows how mob dynamics can migrate from chorus to orchestra—Baudelaire finds himself raped by the music, “ravished and flooded” with its emotion. By contrast, the Lohengrin prelude expresses an “ardor of mysticism,” “the yearnings of the spirit towards God” (Baudelaire 1981, 342). By calling attention to the music’s “blinding climax of colour,” Baudelaire puts his finger on the intellectually arresting quality of wonder, Wagner’s “Wunder.” Descartes’s premier emotion, wonder was denigrated by Spinoza because it froze attention and impeded thought. Lohengrin’s Wunder epitomizes that anti-intellectual, religious emotion which Nietzsche and Adorno diagnosed at the heart of Wagner’s phantasmagoria, the masking of technique by ideology (Adorno 1996). Yet the technical fusion of stasis and drama is extraordinary. Lohengrin’s sonic magic is viscerally transfixing, and Baudelaire’s reaction to Tannhäuser are equally pertinent here: “From the very first bars, our nerves vibrate in unison with the melody” (342). Wagner’s trick is revealed when we compare the opening with its likely source, the Benedictus of Beethoven’s Missa Solemnis, where flutes and solo violin also represent the dovelike descent of the Holy Spirit. Psycho-acoustically, very high solo violin pitches are heard to “hover” because they are in search of harmonic grounding. By beginning the Prelude with eight high violins in full harmony, Wagner has his cake and eats it, too: the music can shimmer suspended in midair indefinitely because it has no harmonic need to descend to a bass. Yet descend it does, in a seamlessly fluid, subdominant-orientated, progression toward the Grail motive, announced in brass-heavy orchestral tutti which sound like a physical approach in musical space. Overall, the Prelude unfolds the aural illusion of gradual descent and approach followed with rapid ascent and withdrawal. It is a sonic metaphor for the approach–withdrawal shape of the opera as a whole: the arrival and exit of the Swan-knight, accompanied by the dove. The final bars of the opera show Wagner’s uncanny ability to compress drama into sound. As Lohengrin and his dove vanish into the distance, the close of the Prelude is recapitulated, but with the timbre vacillating between full and rarified orchestration. For one bar, it seems as if the opera will end as softly as the Prelude, the final F sharp—A major plagal cadence scored with gentle upper wind and horns. But then the closing tonic is overtaken by full orchestra, swelling via a hairpin crescendo into a fortissimo which seals the opera’s fate with devastating feet of clay. In an echo of Cartesian dualism, Wagner’s wondrous transition is in equal part timbral (material) and harmonic (rational): an orchestral sonic gesture underpinned by an upward shift in the Riemannian Tonnetz from F sharp to A.

It is arguable that, while Elsa’s death is no more absurd than Gilda’s, the audience cares less about her. That is the price of a communal, religious, model of emotion, which both undercuts our investment in the individual and threatens to return to a pre-Enlightenment, de-individuated model of affect. The idea that this was a price worth paying is increasingly the tenor of Wagner’s late music dramas, following Schopenhauer’s philosophy of renunciation. Behind Wagner lies the broader paradox that Romantic emotion is a flight from emotion, as in Kierkegaard’s theory of the stages of existence, the necessary progression from the aesthetic through the ethical to the religious stage (Gouwens 1996, 83–88). The aesthetic plane, in which the subject swings feverishly from one emotion to another, is strongly rejected by Kierkegaard. Wagner’s later music dramas—Tristan und Isolde, Gotterdämmerung, and Parsifal—sacralize love from a variety of angles.

The civilized emotions enshrined in national anthems take emotional progression in another direction entirely. The course from spontaneous and short-lived individual emotions, through the increasing stability of character and chorus, climaxes with the habitualized and carefully cultivated emotions of a people (Volk) or a nation. What remains dubious in Wagner’s case is the projection of the artist into the crowd so that the nation is imagined as the individual writ large, arguably in reflection of late nineteenth-century Prussian militarism under a hero such as Bismarck. This kind of egocentric projection is absent in the French emotion of civilité, founded on “an eagerness to show respect and regard for others, by an inner feeling consistent with reason” (Saada 2015, 63). This French self-image held even when commuted to an imperial, colonial, scale, as expressed in works such as Massenet’s Indian opera, Le Roi de Lahare and Delibes’s Lakmé. Outside the main European powers, the ostensibly less “civilized” nations invoke landscape to naturalize their emotions. For instance, in contrast to those of Britain, France, and Austria, the national anthems of the Nordic countries propose that their emotions are as pure and uncultivated as their forests, rivers, and hills (Jordheim 2015, 25). The anthems of Denmark, Sweden, Norway, and Finland unfold similar plots in which the landscape holds firm and triumphs over foreign invaders. The Danish anthem (words by Adam Oehlenschläger, 1819; music by Hans Ernst Krøyer, 1835) begins: “There is a lovely country, it stands with broad beech-trees near the salty eastern shore.” The land sees off its foe, whose bones rest “behind the mounds’ monoliths.” Krøyer’s pure D-major Folkelighed—a Danish version of the nature-sounding Volkstümlichkeit of innumerable Schubert songs—adds the further dimension of childhood innocence. It sounds the circularity wired into national songs between nation-building and the education of children. This explains the further paradoxes that the Danish national emotion of Hygge, as in much of Carl Nielsen’s choral music, is simultaneously educational and patriotic; and at the same time, the emotion of domestic coziness par excellence (Reynolds 2010). By contrast, German Gemütlichkeit is kept firmly at home.



Aesthetes and Other Animals


He bought white ties, and he bought dress suits,

He crammed his feet into bright tight boots

And to start in life on a brand new plan,

He christen’d himself Darwinian Man!

He christen’d himself Darwinian Man!

But it would not do,

The scheme fell through

For the Maiden fair, whom the monkey crav’d,

Was a radiant Being,

With a brain farseeing

While Darwinian Man, though well-behav’d,

At best is only a monkey shav’d! —Gilbert & Sullivan, Princess Ida




Parsifal’s consciousness awakens after he kills a swan, and Nietzsche collapses into madness embracing a dying horse. One of the many cultural repercussions of Darwinism is the rise of animal rights at the close of the century, predicated upon emotional sympathy across the species divide. The finale of this tale is as packed and colorful as that of any Gilbert and Sullivan opera, taking in Darwin, Edmund Gurney, Schubert’s cricket, Charles Dickens, Oscar Wilde, Richard Strauss, the Munich phenomenologists, and G&S themselves. But the drama begins with Darwin.

Darwin’s The Expression of Emotions in Man and Animals ([1872] 2009), published simultaneously in England and Germany (and two years later in France), was the most sophisticated and influential theory of emotion in the nineteenth century. In terms of the history of emotion, Darwin is important because he leapfrogs over the Kantian interregnum to revive the mainstream idea of emotions as part of surface behavior, rather than of shadowy inwardness. That is, he picks up where the Scottish Enlightenment left off, conceiving of the expressive properties of distinct emotional categories such as happiness, sadness, fear, and anger—an approach which has become mainstream again today. Darwin’s specific theory of music is that it originates in the emotion associated with animal mating cries; that is, musical emotion was a sonic corollary of sexual competition, and musical pleasure evolved from sexual pleasure. Darwin’s theory was taken up by Edmund Gurney in his massive treatise, The Power of Sound ([1880] 2011). Gurney is a fascinating character, as much a double-insider as the composer-chemist, Borodin. While musicology recognizes Gurney as the progenitor of a mode of Anglo-American criticism from Tovey through Kerman and Rosen (Spitzer 2005), he is known in emotion studies as a psychologist, and friend and colleague of James Sully and William James (see Dixon 2004).

Gurney cites “Mr Darwin[’s] remarks on the power of music to excite emotions of tenderness, love, triumph, and ardour for war,” and that “nearly the same emotions, but much weaker and less complex, are probably felt by birds, when the male pours forth his full volume of song, in rivalry with other males, for the sake of the female” ([1880] 2011, 119). He also broadly (despite quibbles) approves of Herbert Spencer’s idea that musical emotion, like “impassioned oratory,” is a “mental reversion” to these primal emotions. How, then, does Gurney deal with the fact that musical emotion at the “cultivated stage of the art” (172) doesn’t sound much like animal cries—indeed, with the very difficulty of labeling or categorizing its ineffable and fluid nature? Ingeniously, Gurney argues that it is this very quality of “fused and indescribable emotion which seems explicable on Mr. Darwin’s view” on account of the evolutionary principle of “differentiation” (120). It is completely understandable that, over eons of time, musical emotion has evolved out of recognition.

Whether or not one is convinced by Gurney’s maneuver, the subtlety of his theory of emotion is best revealed in the chapter “Music as Impressive and Music as Expressive.” Gurney’s argument circles the topic in three dialectical steps. First, he makes a clearer connection than any other nineteenth-century critic between a range of emotions and the structural features of music, including: the “accent of trouble” in Schumann’s Bittendes Kind (322); “passion and vehemence” in Beethoven’s Les Adieux piano sonata (325); “confidence” in Schubert’s B♭ Piano Trio (327); “triumph” in Mendelssohn’s Lobgesang (327); “caprice” in Bizet’s Carmen (234); and “yearning and imploring” in Schumann’s Des Abends (330). And yet, despite pages of sensitive music analysis, Gurney invokes these examples only to dismiss them as being beside the point for a variety of reasons. Musical emotions are too fleeting to be easily captured; and even when they are, “our interest seems to lie in something quite remote from such description” (336). More generally, Gurney can think of innumerable “expressive” pieces which are nonetheless not “beautiful,” and vice versa, so that emotion has as little to do with aesthetic quality (the “impressive”) as fleeting expressions do with the underlying beauty of a human face. Completing the circle, however, Gurney then concludes that key emotions such as yearning and triumph do operate at a foundational level in our perception of musical expectancy. Gurney’s analysis of Des Abends is extraordinarily prescient of Leonard Meyer’s psychological model of musical emotion as a cycle of anticipation, confirmation, or subversion:

The yearning character can, I think, only be due to the fact that … we are yearning, not for inexpressible things, but for the next note, or all events for some foreseen point beyond. Take the place of junction of the second and third bars; in leaving the A, we seem to be stretching out for, straining towards, the F sharp, with a desire which results in an almost imperceptible dwelling on it when we have once arrived. Then in the ascent to the upper F, we have a gradually growing excitement in the approach and the same final strain towards the longed-for point.


(Gurney [1880] 2011, 331)


Gurney’s phenomenological atomism, his notion that, compared to the eye surveying a spatial object in its entirety, the ear is really only cognizant of one note at a time, a “succession of impressions” (Gurney [1880] 2011, 215) of “note-after-note melodic motion” (315), influenced William James’s far better-known concepts of the “stream of consciousness” and the “specious present.” It was also taken up much later by Jerrold Levinson’s theory of musical “concatenationism” (Levinson 1997). It is a case of evolutionary theory applied to psychology, commuting the model of blind, nonteleological struggle from the organism in the field to the datum in the listener’s consciousness. It has expressly nothing to do with any lack of coherence in the musical “organism” itself, a point which needs to be underlined, in view of the deceptive analogy with proto-modernist fragmentation. On the contrary, Gurney has a fairly conservative view of musical style, emphasizing that music inheres not in individual notes but in “coherent groups” (15). As we shall see in due course, the materialist perspective on music as an “agreeable stimulation of the nerves” (14)—fully accepted by Gurney—would become associated in Austro-German music with the perception of decadent incoherence.

Gurney is more in tune, rather, with the aestheticism of Walter Pater and Oscar Wilde, particularly with the Paterish notion of the refined critic as arbiter of the aesthetic impressions bombarding his sensorium. Gilbert and Sullivan modeled their character of Bunthorne in Patience on Wilde, and Darwinism was lampooned in Princess Ida (see earlier). Beyond these overt references, the operas are aestheticist in their seemingly inconsequential patter. Ko-Ko’s song, “Tit Willow” from The Mikado is the Darwinian composition par excellence on a number of levels. First, Ko-Ko’s absurd tale of the tit who drowns himself out of unrequited love instantiates Darwinian sexual selection; indeed, one of the “Darwin plots” that Gillian Beer (1983) discovers in so much late-Victorian fiction. Second, the song enacts the Darwinian evolution of music from a bird’s mating call, not to mention cross-species musical communication from bird to man. And third, there is the nihilistic absurdity of the operatic setting—in particular, the evolutionary gulf between the emotional sincerity of the song and its comic framing. For “Tit Willow” is unsettling precisely because of its surprising emotional authenticity, its Italianate conventionality notwithstanding. Nor can one gainsay the exquisite delicacy of Sullivan’s orchestration, as in the affecting progression from bassoon and cello to flute in the middle section.

The question of whether the song is emotionally authentic or sentimental recalls another lesson of Gurney’s The Power of Sound: the separability of beauty and emotion. Gurney observes that music can convey emotion without needing to be coherent or sophisticated. The traditional word for such emotion is sentimentality. In his defense of sentimentality, the philosopher Richard Solomon (1991) contends that sentimental art can be valuable in offering emotion as an object of contemplation in itself, over and above the artwork’s aesthetic qualities. Solomon’s view helps exonerate the commodified character of much nineteenth-century British music, such as the tradition of domestic piano ballads (Scott 2012). Thus the abiding attraction of Henry Bishop’s 1823 setting of “Home Sweet Home” is its moral didacticism, whatever one might think of its cloying melody. The ethical spirit exuded by a huge range of nineteenth-century music, including Mendelssohn’s comparable Songs without Words, represents the reverse side of sentimentality’s morally questionable character—the Stoic tradition’s suspicion of emotional wallowing. Modern psychologists are careful to discriminate the emotions music expresses from those they induce. In the case of sentimentality, morally sanctimonious music can well induce a reaction in the listener of disgust. Reciprocally, music which is expressive of disgust, such as the Symphonie fantastique, can elicit emotions of sublime joy.

Disgust is perhaps the most interesting emotion at the century’s decadent sunset. As an emotion reacting against the ingestion of a toxic substance, disgust reflects the culinary aspect of sentimental music as a kind of delicious poison: Kitsch or Schmalz (literally, lard). The question is, what sets Schubert’s homely and deceptively sentimental (Gemütlich) Der Einsame apart from songs such as “Home Sweet Home”? It is not Schubert’s infinitely superior formal sophistication in itself—that goes without saying. The marvel, rather, is how his song builds in the self-reflection intrinsic to Gefühl as a dialogue between the hermit and the cricket’s piano chirps. The music’s haltingly unpredictable stop-start flow, punctuated by pauses and silences, evokes the hermit’s listening and enacts the audience’s own listening. By contrast, Carl Goldmark’s 1896 Das Heimchen am Herd (an operatic version of Dickens’s Christmas book, The Cricket on the Hearth) is sentimental because its emotions are fundamentally static and uncritical. Mahler, who conducted Das Heimchen am Herd on many occasions, wrote that “it first opened my eyes to the banality of his music, its weakness and sentimentality” (quoted in Hollington 2014, 18). Conversely, it is curious why Strauss’s Salome, ostensibly the apotheosis of fin de siècle sentimentality, triumphs over an extraordinary barrage of criticism. This key work in the history of musical emotion helps pull together various strands of the narrative.

Salome, a raptor-like femme fatale, is a Tit Willow of biblical proportions, just as the executioner’s axe hovers over the heads of the Mikado’s colorfully plumed characters (the two operas are unlikely satyr plays of each other, with Wilde as the common denominator). The links between the bestial, the gustatory, and the sentimental come literally to a head when she figuratively eats the lips of the decapitated Jochanaan like a ripe fruit, and Strauss serves up the delicious sonority on a silver platter for the delectation of the audience. Reviewing Salome’s Viennese premier in 1907, Robert Hirschfeld wrote that this “music of monstrosity” is a kind of “unorganic [sic] form [which] harms our emotions” (quoted in Gilliam 1992, 333). He also puts his finger on the paradox that this music which “has ascended the highest heights of aesthetic culture” (335) also bears “deep traces of decay” (334). This paradox looks less problematic from a Darwinian perspective, with its dialectics between evolution and descent. Our ability to sympathize emotionally with animals grows with cultural sophistication, just as savoring decadent art predicates the exquisite connoisseurship of Pater, Wilde, and Huysmans. By this light, Salome’s discourse of disgust is quite complex, operating on at least three levels. The first level is its flow of apparently atomized sensations, akin to the Baudelairian ennui of Berlioz’s symphony. The second level is those moments of Goldmark-like sentimental Kitsch which afford the flux deceptive respite and resolution. The third level is the decay of Kitsch back into avant-garde dissonance: the semitones which spike Salome’s triads ventriloquize the audience’s rejection of these sonorities—a disgust summarily enacted by Herod’s being on stage at the very end (she is not killed so much as spat out). The circulation of these levels of disgust (flux to Kitsch, decay back to flux) constitutes a kind of gustatory self-reflection, as if our stomachs became conscious. This is similar to the haptic reflexivity we experience when our hands touch each other, according to Merleau-Ponty’s materialist theory of perception.

A materialist apology for Salome’s emotion aligns it with the new scientific discourse of music led by Gustav Fechner, Hermann von Helmholtz, Wilhelm Wundt, and Carl Stumpf (see Bujic 1988, Hui 2013). Fragmented into acoustic stimuli, and its inwardness de-sacralized into surface effect, Strauss’s music also converged with physiological paradigms of emotion. The scientific body cancels the surface–depth model because, unlike the soul, its interior organs are open to observation and measurement. Nevertheless, what most troubled Strauss’s formalist critics, from Hirschfeld to Adorno, is that his music blurred the line between life and art, or physiology and aesthetics. In short, it was the hoary debate about “program music,” and this is the point to bring Hanslick back into the conversation. Chapter 6 of Hanslick’s Vom Musikalisch-Schönen (The Relation of Music to Nature; 1854) laser-beams its critique of musical emotion on the fallacy of a one-to-one causal connection between physical and aesthetic arousal. Given the alluring myth of listeners vibrating to music in an immediate and unreflective way (see Baudelaire’s Tannhäuser review earlier: “our nerves vibrate in unison with the melody”), this fallacy presented an open goal for Hanslick. Nevertheless, Hanslick oversimplifies, and the clue lies with his reference in Chapter 6 ([1854] 1986, 77) to the physiologist Hermann Lotze, whose work Hanslick actually admired.

Lotze, together with Theodor Lipps and Edmund Husserl, belonged to the “Munich Phenomenologists,” the founders of that discipline (Frechette 2013). It is an imponderable historical coincidence that Munich was simultaneously the birthplace of phenomenology and Straussian program music. Strauss was bored by Stumpf’s lectures at Munich University, so one should speak less of influence than of convergence: Lotze’s ideas reflect musical atomism through the looking glass. Lotze believed that the primitive elements of experience and self-consciousness were feelings (657). Thus the self was the unity of these feelings:

Every feeling of pleasure or dislike, every kind of self-enjoyment (Selbstgenuss), does in our view contain the primary basis of personality, that immediate for-me-ness (Fürsichsein) which all later developments of self-consciousness may indeed make plainer to thought by contrasts and comparisons, thus also intensifying its value, but which is not in the first place produced by them. 
(Frechette 2013, 659)


Crucially, although bodily feelings may be triggered by physiological sensations, they are emphatically not reducible to them; nor are aesthetic feelings. By grounding subjectivity in feelings at a transcendental level distinct from empirical sensation of space and time, Lotze carved out a distinct space for a “phenomenology” of experience. This space of phenomenological emotion isn’t captured by Hanslick’s gross binary between aesthetic and materialist sensation. Lotze’s idea will become extraordinarily significant for future emotion theory, as would Lipps’s equally vital notion of projective empathy, Einfühlung. Lipps argued that the striving self projected its emotions onto stimulus configurations so that, for example, a beholder of a gesture of sorrow or pride in animate or inanimate object (streams, creatures, or persons, or indeed music) can identify with those emotions. Susanne Langer’s theory of musical emotion is the best known early exponent of this approach. Moreover, by abrogating the distinction between subjects and objects, Lipps’s unity of consciousness resonates with the Darwinian continuity between human and animal emotions.

Strauss and the Munich Phenomenologists both set the seal on the story of emotion in nineteenth-century music, and lay the battle lines for another century of argument. The emotivism of Lotze and Lipps was easily picked off by Husserl’s and Heidegger’s stringently ideational approach, whereby art was “bracketed” off from empirical data. There followed nearly a hundred years of critical consensus that aesthetic (including musical) emotion was distinct from emotion in everyday life. With the renewed interest in musical emotion over the last decade, this consensus is only now becoming challenged.
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Chapter 21



Time and Temporality


Benedict Taylor





Music is the art of time. This much we know from aesthetic debates ongoing for much of the last two hundred and fifty years. From the latter part of the eighteenth century onward, music has repeatedly been singled out as having a peculiarly intimate connection with the nature of time and the temporal experience of our lives. Time, so it has often been thought, is a mysterious, perplexing entity. As we will see, it is indeed debatable whether we can even speak of time as a single concept at all. It is also something that historically has been viewed as an increasing problem for the modern world.

The nineteenth century is a particularly pertinent locus for concerns about time and how music may play a role in articulating or responding to them. The present chapter examines some of the debates around music and time from this period (understood here as the “long nineteenth century,” stretching broadly from around the time of the French Revolution to the First World War), and the influence of such discussions on more recent thought. Arranged thematically around a series of conceptual issues, it moves fluidly between different decades and cultural contexts to show that if the nineteenth century did not have a single answer as to what music had to do with time, a limited range of concerns nonetheless continued to recur over this period.

Looking first at the strength of the critical tradition that viewed music as closely bound up with the nature of time, we go on to explore some of the reasons given for this purported connection, including the ways in which music was justified by writers throughout this period as endowed with a remarkable capacity to articulate time. Yet our sense of time, as many realized, manifests itself in different shapes and forms. The inquiry is deepened by examining more closely the links that were proposed between our subjective experience of time and that of music, before looking in turn to the use of music as a metaphor for the temporal course of human history by thinkers and poets in this era. Such was the power of this metaphor that its proponents were not confined to the poetically minded, and we subsequently examine the ways in which music became an important instrument for the explication of temporal conundrums on the part of philosophers and the redemptive potential of the promise it seemed to suggest in overcoming time.

Departing slightly from the historical orientation of the intellectual ideas espoused in the preceding sections, the section “Musical Genres and Temporal Signification” then questions some of the assumptions made by thinkers in this age, suggesting that what the music of this period seems to be doing may appear—at least to us—richer and more diverse in temporal implication than what some contemporary commentators may have allowed. In effect, the evidence seemingly offered by the era’s music is here given priority over the verbal testimony favored in the preceding sections. Finally, an epilogue looks at the legacy of nineteenth-century thought on music and time in the last hundred years, and the impact some of these arguments still have on us today.



The Problem of Time and Music’s Alleged Power


“Time is a strange thing” the Marschallin informs her lover Octavian in Act I of Strauss’s Der Rosenkavalier (Hofmannsthal 1979, 5:41). Hugo von Hofmannsthal’s text, dating from the first decade of the twentieth century, expresses sentiments that were by then aesthetic commonplaces. Time has been a source of wonderment and critical confusion for as long as humans have been aware, but there are substantial reasons why this concept was seen as more of a problem by the nineteenth century than it had been before. It is widely accepted by modern scholars that the later eighteenth century witnessed a “temporalization” of experience in Western Europe, with the notion of time—and the human experience of time—becoming a concern for the new age in a manner not previously apparent. Around 1800, claims Michel Foucault, “a profound historicity penetrates into the heart of things, isolates and defines them in their own coherence, imposes upon them the forms of order implied by the continuity of time” (Foucault 1970, xiii).1 Reasons for this change are numerous. Widespread social upheaval, scientific and technological developments, the increasing secularization of history, and the growth of the idea of progress all contributed to a perceived acceleration in historical passage—the notion that the future was newly open to unforeseen alteration with old truths ever more mutable, and a renewed focus on time as a concept. Coetaneously, music revealed an increased capacity to evoke this new temporal sensibility. As the most “temporal” of arts (according to contemporaneous accounts), music seems to have offered privileged ways of articulating the experience of time.

Time is seemingly inapprehensible; as has often been observed, in contrast to space, we possess no organ by which we may directly sense time. Yet, if time cannot be seen or felt, authors in this period repeatedly suggest that it might—on rare occasions—be heard. We might think of Tennyson’s “The Mystic,” a character described in a poem published in 1830, who, “Remaining from the body, and apart / In intellect and power and will, hath heard / Time flowing in the middle of the night, / And all things creeping to a day of doom” (Tennyson 1968, 839). Echoing Tennyson eighty years later, Hofmannsthal’s Marschallin will similarly confess that “sometimes I hear time flowing—inexorably. In the middle of the night I get up and stop all the clocks” (Hofmannsthal 1979, 5:41).

Obviously the assertion that time can be heard is, taken in a literal sense, a poetic fiction, but it is one that is revealing of deeper aesthetic views that were prevalent in this age. Common to both these accounts is the setting at night, a time of darkness with the resulting downplaying of the visual and material, conventionally associated with spatiality, and the corresponding concentration on the inward, subjective quality of our own temporal existence. Latent here is an aesthetic understanding prominent in the nineteenth century—that, as Arthur Schopenhauer put it, “perceptions through hearing are exclusively in time.” And just as music is considered the art of time, so can it even more evidently be held up as the art of hearing. This aural basis leads Schopenhauer to assert that “the whole nature of music consists in the measure of time” (Schopenhauer 1969, 2:28). Indeed, in more extreme formulations such as his, music practically negates any spatial or material element (“music is in time alone without any reference to space,” he concludes [453]).2 G. W. F. Hegel, in holding that time is the kenosis, or emptying out of space, provides similar support for equating music and hearing with time, and placing this in opposition to the visuality of space and its associated arts. “In sight,” holds Hegel, “the physical self manifests itself spatially, and in hearing, temporally” (Hegel 1970, 383). Thus in music “a note wins its more ideal existence in time by reason of the negativing of spatial matter” (Hegel 1975, 2:795). From this position, Hegel is able to claim that time is the “universal element in music” (2:907).

Now this is not to say that the pronouncements of two post-Kantian philosophers necessarily influenced the views of their contemporaries, and no doubt Tennyson and Hofmannsthal would have expressed the same sentiments whether or not such earlier thinkers had made their (sometimes dubious) justification for equating hearing and time on one side of a divide separating them from sight and space. But both Schopenhauer and Hegel are trying to formulate an important aspect of how our experience of music seems to be bound up so closely with our perception of time, the quality also sensed by the later writers.

Music is seemingly intangible. While sound is necessarily produced in space by some material object, music as such is not a physical object: it cannot be seen, there is nothing visual about it, with a corresponding downplaying of the element of space. Instead of which, it is perceived as pure temporal succession. By removing the visual and spatial, music enables us to concentrate our attention on the perception of succession without any apparent object mediating between us and the element of time (as, for example, would be the case with a moving visual object, where time would be inferred via spatial displacement). Throughout the nineteenth century, music is frequently allied with movement (Eduard Hanslick, with his tönend bewegten Formen, is only the most famous example [Hanslick 1854, 32]), yet it is a movement that does not occur in physical space and thus comes as close to the sense of pure succession and change as we can probably conceive. It is no surprise that by the end of the century music is being used as the exemplary temporal object by a new generation of psychologists, philosophers, and phenomenologists. Music’s immaterial manifestation seems most akin to the abstract, intangible nature of time: both are bound up with a sense of continuity that passes away even as it appears, and a corresponding reliance on memory for its constitution.



Music’s Structuring of Time


In such accounts, music is received as letting us hear or even shape time, a mode of temporal understanding and apprehension. How was this remarkable quality achieved? One can point to both philosophical and technical reasons, to changes in compositional style and shifts in aesthetic paradigms that allowed music to be conceived as a relatively unmediated instantiation of time. This is partly a case of new modes of listening and social structures, including the rise of the work concept, the emancipation of music from social function and its concomitant claims for autonomy. Moreover, the rise in status of instrumental music (above all in German-speaking countries) and the increasing size and scope of instrumental forms produced had a clear impact on such aesthetic shifts. Without the formal prop of a text, instrumental music has to create its own meaningful temporal structure, and free of the referential signification of words, the listener’s attention is focused on the temporal immediacy of the sonic flow. More technical reasons can also be proposed, and on these contemporary writers often left evidence as to their effect.3

It would be commonplace now—and has been since at least the mid-twentieth century—to put forward tonality as the primary agent in investing music with its power to articulate time. By being written in a hierarchical system of organization where future events (harmonies, melodic pitches) are to some extent foreseeable from previous ones, in which a sense of causality is conveyed by dissonances that point to eventual consonances, tonal music offers an especially powerful medium for stylizing our perception of temporal succession. In combination with a constructed logic resulting from an increased use of thematic working and the interaction with meter and phrase rhythm, tonality sits at the center of a complex amalgamation of elements that enable music to structure the listener’s experience of time with immense power. Yet it is worth observing that nineteenth-century accounts consider tonality much less than we would now in describing music’s temporal effect; instead, we read much more often of melody and, especially, rhythm. It is arguable that tonality was seen as so natural in this period as not to require explicit addressing (it should be remembered that the very term was introduced by Fétis partway through the century); it is perhaps only when tonality is set into relief by its negation, atonality, that its constructed basis becomes most apparent. To be sure, a tonal underpinning is normally implicit from the favored example of a melody, whose course through time is clearly directed by tonal expectations. When Schopenhauer, in the second volume of The World as Will and Representation (1835), provides a four-bar melodic phrase to illustrate the nature of music’s mirroring of our temporal striving, he comments on the directionality provided by a central tonic. But it is noticeable that this “harmonious element” is treated as a subcategory of melody, alongside the “rhythmic element” which itself “has the measure of time” (Schopenhauer 1969, 2:455). Harmony as such is considered by philosophers and philosophically minded music theorists at this time as a vertical phenomenon, often with slightly mystical implications of timeless fusion of elements, a quasi-eternity in the moment, whose emanation out into the temporal succession of a melody is akin to the condition of human time.4

Whereas some philosophers and poets tended to prefer the metaphor of melody, other philosophers, particularly at the start of the century, used the concept of rhythm as demonstrating a potential harnessing of and even mastery over time. One of the most prominent of these figures is F. W. J. Schelling, whose 1804 Philosophy of Art provides a forceful argument for musical rhythm or meter as capable of controlling time (based in some details on a late eighteenth-century account by Johann Georg Sulzer). For Schelling, rhythm is “the transformation of an essentially meaningless succession into a meaningful one … whereby the whole is no longer subjected to time but rather possesses time within itself” (Schelling 1989, 111). In his view, poetry and especially music possess this quality of temporal mastery. Later twentieth-century views of music controlling or subjugating time find an eloquent precursor in his account. And just as here in Schelling, since the early nineteenth century the notion that music structures our experience of time, redeems empty time by filling it with meaningful content, and may even do this so powerfully as to suggest an overcoming of time has been in popular currency.

We find a fanciful literary expression of this idea contemporaneously in a short story by Wilhelm Heinrich Wackenroder. In “A Wondrous Eastern Tale of a Naked Saint” (1799), Wackenroder tells of a hermit driven to despair by the ceaseless whirring of the “wheel of time,” which only he seems able to perceive. “Forever and ever, without a momentary standstill, without a second’s rest, so it sounded in his ears” (Wackenroder 1984, 304–305). Yet all this changes one beautiful summer night, when two lovers come floating down the moonlit river in a little boat. In archetypical Romantic fashion, an ethereal music wells up around them and a song can be heard. “With the first note of music and song the whirring wheel of time vanished for the saint … the unknown longing was stilled, the spell broken” (308). The hermit is liberated from his bondage to time and his spirit rises transfigured into the heavens.5 Music, in this account, possesses the power to organize and aestheticize the empty passing of time. The wheel of time presents an objective, unyielding framework of an external time that consists solely of successive moments empty of any content or worth: yet music fills out their vacant potential, connects them causally together, and introduces a meaningful subjective grouping to these beats.



The Song of the Self: Music and the Subjective Experience of Time


So far, time has been spoken about as if it were one thing or had a single unitary definition. However, this understanding is controversial. “Time,” as Rainer Maria Rilke put it in 1899, “is a many-shaped being” (Rilke 2006, 220). The nineteenth century inherited a range of often contradictory understandings of what time actually was, one that has only further splintered down to the present day. Already by the start of the eighteenth century, divisions had emerged between a scientistic, objective understanding of this concept (most famously in Isaac Newton’s positing of an absolute, invariant, and universal time at the start of the Principia), relativist conceptions which saw time as conditional upon events in time (of which Leibniz is the most prominent advocate, an argument sustained in his controversy with the Newtonian Samuel Clarke), and more subjectivist or idealist accounts that saw time as bound up with consciousness (characteristic of the British Empiricists and exemplified most clearly by George Berkeley). At the end of the century, Kant had attempted to reconcile the subjective understanding with the objective, but his arguments for the necessity of understanding the latter as intuited from the former did not fully convince his successors, and many post-Kantian philosophers take a subjectivist stance. By and large, accounts of musical time from the nineteenth century relate to this subjective understanding, though elements of an older, Pythagorean or Platonic conception remain in figures such as Schelling and many Romantic poets.

In the fifth volume of À la recherche du temps perdu (1909–22), Marcel Proust reflects on the peculiarly intimate relation between music and the temporal course of our lives. Music, for Proust’s narrator, seems “something truer than all known books”: its “sounds seem to follow the very movement of our being, to reproduce that extreme inner point of our sensations” as its themes return in different and unexpected forms, “the same and yet something else, as things recur in life” (Proust 1981, 3:381, 261). Such ideas, far from being original or unique to Proust, are in fact utterly characteristic of the preceding age, being especially prominent in German and British Romanticism from the early decades of the nineteenth century and finding an unlikely new lease on life in scientific discourse around the turn of the twentieth. It would not be too much to claim that for many thinkers, poets, and writers in the nineteenth and early twentieth centuries, music formed the closest mirror of the self, and when they came to conceive of the subjective experience of time, it was most often through the idea of music.

The most favored figurative expression of lived time in the nineteenth century was probably the idea of melody. Human life, it was held, possesses a continuity and meaningful temporal succession, one that irresistibly calls to mind the musical metaphor. Often this takes the form of what we could call the “inner melody of life” trope, though another, related metaphor often encountered is of the “keynote” or “fundamental tone” that sounds throughout and binds together the varied experiences of our lives. To take one example, in an episode from an 1815 novel by Joseph von Eichendorff, the two protagonists are perched in a tree looking in through the windows of a rustic house where a dance is in progress. The movements of the dancing figures can be seen, but the windows are closed and the sound of the accompanying music does not reach their ears. “Is it not a strange feeling,” muses one of these observers, “to look from outside into the colourful pleasures of humanity, without recognising their inner connection; how people move to and fro like marionettes? … Do you not fundamentally have this play-show daily?” he continues in philosophic vein; “aren’t all mankind gesticulating, struggling and tormenting themselves to externalise their own individual fundamental melody, which is given to each in their innermost soul?” (Eichendorff 1998, 64). Music here provides a metaphor for the inner identity and meaningful temporal continuity that characterizes human life. Schopenhauer will similarly utilize the metaphor of music to explain the unity across time in our lives: “The course of life itself retains throughout the same fundamental tone; in fact, its manifold events and scenes are at bottom like variations on one and the same theme” (Schopenhauer 1969, 2:35).

Around 1800, the analogy between music and the temporal being of the self becomes highly pervasive throughout German and British thought. Much of the reason for this purported connection owes to a perceived ontological affinity between music and self-consciousness stemming from their mutual temporal basis and lack of any obvious physical object. For many thinkers in the early nineteenth century the self was conceived as temporal in nature—“the self itself is time conceived of in activity” (Schelling 1978, 103), that “life is only by being a process” (Hegel 1975, 120)—and herein lies the link with music, that much-touted art of time. In Schelling, both self-consciousness (“the principle of time within the subject”) and music are forms of temporal articulation, and thus he argues there is a “close relation” between music and the self” (Schelling 1989, 109). Likewise, in Hegel’s opinion, music’s “own proper element is the inner life as such” (or “subjectivity”), which like music can manifest itself only in time—“an external medium which quickly vanishes and is cancelled at the very moment of expression” (Hegel 1975, 626). As with Schelling, it is rhythm that provides the source of unity and consistency across events distended in time, and thus what speaks to us in musical notes “is this abstract unity, introduced into time by the subject, which echoes the like unity of the subject” (Hegel 1975, 249).

As demonstrated here, music’s intimate association with the subjective experience of time is conspicuous in philosophical positions that might be characterized broadly speaking as Romantic or Idealist, dating from the opening years of the nineteenth century. But similar concerns reemerge later, near the end of the century, in intellectual traditions that are quite distinct. This renewed interest in the reality of internal or subjective time on the part of artists, thinkers, psychologists, and sociologists was in part a reaction to the claims of absolute or world time, which became more prevalent through such events as the standardizing of time zones in the last decades of the nineteenth century, and the possibility of virtually instantaneous communication provided by the new technology of radio transmission. As Stephen Kern sums up, “The thrust of the age was to affirm the reality of private time against that of a single public time and to define its nature as heterogeneous, fluid, and reversible” (Kern 1983, 34). In fact, the most prominent psychological and phenomenological attempts to explain the subjective constitution of lived time in this era insistently return (like an idée fixe or Leitmotiv) to music to illustrate their case.

One of the most important of such figures was the American philosopher and psychologist William James. In pioneering discussions of the psychological notion of the experienced or “specious” present from the 1880s, James uses the apparent temporal wholeness of a melodic phrase to serve as the perfect exemplification of the permeation of the past within the present that belongs to experienced time. In this view, “all the notes of a bar of a song seem to the listener to be contained in the present” (Kelly 1882, 167, quoted and popularized by James 1890, 1:609). A melody appears as a melody and not merely as a collection of notes presented successively across time, which indicates that the listener must be able to sense succession as succession, and thus that the atomistic view of time as consisting of durationless instants is not applicable for the subjective experience of time. Though James’s pragmatic empiricism might seem far from the fanciful flights of Romantic and Idealist thinkers, his links with earlier thought are nonetheless in evidence; in fact, the lines from Tennyson’s “The Mystic,” quoted earlier, serve James as a starting point for his musings on the temporality of consciousness.

Undoubtedly the most famous philosopher of time from the final years of the nineteenth century and first decades of the twentieth was Henri Bergson—an admirer and friend of James (and cousin by marriage to Proust)—and melodic metaphors are omnipresent throughout his writing. As early as 1880 he had argued for the reality of durée—subjective, lived time, qualitative, continuous, and indivisible—against the scientistic abstraction of an objective, clock time. “Pure duration” he claims, “forms both the past and the present states into an organic whole, as happens when we recall the notes of a tune, melting, so to speak, into one another”, whose “totality may be compared to a living being” (Bergson 1910, 100). Music is indeed the closest thing he can conceive to the lived experience of time: “A melody to which we listen with our eyes closed, heeding it alone, comes close to coinciding with this time which is the very fluidity of our inner life” (Bergson 1922, 44). Even the sober German phenomenologist Edmund Husserl starts his 1905 account of the phenomenology of subjective time with the apparent self-evidence of temporal continuity and flow provided by a musical phrase: “We assume an existing time; this, however, is not the time of the world of experience but the immanent time of the flow of consciousness. The evidence that consciousness of a tonal process, a melody, exhibits a succession even as I hear it is such as to make every doubt or denial appear senseless” (Husserl 1964, 23). Music for such authors provides the ideal temporal object for explaining the continuity and organic cohesion of subjective time, assuming a power to illustrate seemingly intractable problems in the metaphysics of time. Indeed, it is arguable that without music such investigations would find themselves without any illustrative example.



The Song of the World: Music and the Sound of History


Although music is most often used in the Romantic era to explain the flow of subjective time and the temporal course of our individual lives, it may also stand as a metaphorical expression of a wider collective time, of the time of the world or human history. In fact, that most misanthropic but musically munificent of nineteenth-century philosophers, Schopenhauer, tends toward the objective view (given that the subject, in his opinion, is merely an illusory individuation of the single Will). For him, music “refers to the innermost being of the world,” but this is a world of transience and destruction in which he elsewhere explains “there is no stability of any kind, no lasting state is possible but everything is involved in restless rotation and change” (Schopenhauer 1969, 1:256; 1974, 2:309). Thus “a symphony by Beethoven presents us with … a true and complete picture of the nature of the world, which rolls on in the boundless confusion of innumerable forms, and maintains itself by constant destruction” (Schopenhauer 1969, 2:450). The early nineteenth-century philosopher who espouses this view most fully is Schelling, however, in whom the legacy of Pythagoreanism and Platonism leaves an unmistakable mark.

Despite linking music with self-consciousness through their shared temporal nature, Schelling also sees music as reflecting the rhythms and proportions of the objective universe (a clear reference to the ancient doctrine of the harmony of the spheres). “Music … is nothing other than the primal rhythm of nature and of the universe itself,” he claims in the 1804 Philosophy of Art (Schelling 1989, 17). What music, crucially, is claimed to do in his early account is thus link subjective time—the time of the individual human—with cosmic time, the connection that ancient philosophy had once posited between the individual soul and the world soul. Moreover, since he points to music’s mastery of time through rhythm (“the transformation of the accidental nature of a sequence into necessity … whereby the whole is no longer subjected to time but rather possesses time within itself”; 111) the implication seems to be that the very temporal nature of the universe is itself musical. In other words, music does not merely connect the internal times of all individual subjects into a single collective (more strongly, cosmic) time, but in a sense might even be a means of articulating or controlling this time.

“Music” here is clearly being used as a general idea rather than referring to a specific piece or repertory. Schelling’s argument is also far from watertight, and he later came to revise the positions espoused here in his early writings from the 1800s, emphasizing in his later The Ages of the World the “universal subjectivity of time” (allgemeine Subjektivität der Zeit; Schelling 1946, 78). But the general ethos of such speculations were appealing for Romantics, especially philosophically minded poets and writers. One thinks of Samuel Taylor Coleridge (later an admirer and translator of Schelling), who uses the idea of music as that which interconnects all beings in a pantheistically conceived world. In “The Aeolian Harp” (1795), it is music that makes audible the oneness of nature, its permeation by a common animating spirit:


O! the one Life within us and abroad,

Which meets all motion and becomes its soul,

A light in sound, a sound-like power in light,

Rhythm in all thought, and joyance every where—

Methinks, it should have been impossible

Not to love all things in a world so fill’d;

Where the breeze warbles, and the mute still air

Is Music slumbering on her instrument. 
(Coleridge 1967, 101)






Coleridge’s close friend, Wordsworth, similarly speaks of music as the unifying temporal thread that runs throughout the course of worldly life. In his famous “Lines Written a Few Miles Above Tintern Abbey” (1798), Wordsworth tells how he has “learned / To look on nature”:


hearing oftentimes

The still, sad music of humanity,

… A motion and a spirit, that impels

All thinking things, all objects of all thought,

And rolls through all things.


(Wordsworth 1940–49, 2:261–262)




This idea of the “song of the world”—that the temporal course of the world and world history is best symbolized by the continuity and harmonious interconnection of voices given by music—is particularly prominent in Shelley. In “Alastor” (1815), the voice of the individual is taken as just part of a larger pantheistic music:


Moveless, as a long-forgotten lyre …

I wait thy breath. Great Parent, that my strain

May modulate with murmurs of the air.

And motions of the forests and the sea,

And voice of living beings, and woven hymns

Of night and day, and the deep heart of man.


(Shelley 1970, 16)




Likewise, Shelley hears the course of worldly time as something capable of sonic manifestation:


That seldom-heard mysterious sound,

Which, driven on its diurnal round,

As it floats through boundless day,

Our world enkindles on its way.


(Shelley 1970, 672)




Similar sentiments can be found half a century later in the American poet Walt Whitman, for whom discerning the course of world history is analogous to hearing a secret, inner music:


from that Sea of Time,

Spray, blown by the wind …

Murmurs and echoes still bring up—Eternity’s music, faint and far


(Whitman 1996, 695)




In true Platonic fashion (the allusion is to book X of the Republic), this sonic reverberation of the cosmos normally goes unnoticed to the uninitiated:




That music always round me, unceasing, unbeginning, yet long untaught I did not hear,

But now the chorus I hear and am elated.


(Whitman 1996, 563–564)




But the poet can hear the stream of music that is human history, and joyfully participates in furthering its course:


Strains musical flowing through ages, now reaching hither,

I take to your reckless and composite chords, add to them, and cheerfully pass them forward.


(Whitman 1996, 182)




In such accounts as these, music is used to describe the intangible sense of guiding spirit behind time, of historical providence, a way of making sense of the events of world history. Throughout the nineteenth century, the idea of musical harmony stands as a potent metaphor for human society, the coexistence of individuals as part of a larger collective, and music’s continuity and flow can thus serve not only to exemplify the time of the individual subject but also the larger “time of times” of a whole people.6



Between Nothing and Eternity: Music and the Immediacy of the Moment


Perhaps the most famous discussion of music and time left by a philosopher in the nineteenth century is Søren Kierkegaard’s account of Mozart’s Don Giovanni in his Either/Or (1843). Despite his antagonism to his predecessor, Kierkegaard (or his pseudonymous “A”) adopts a distinctly Hegelian position in this essay. Hegel had argued that music is the quintessentially temporal art owing to its ephemerality and transience, that it leaves nothing behind:

Unlike buildings, statues, and paintings, the notes have in themselves no permanent subsistence as objects; on the contrary, with their fleeting passage they vanish again and therefore the musical composition needs a continually repeated reproduction, just because of this purely momentary existence of its notes. 
(Hegel 1975, 909)


Kierkegaard’s author takes up a similar aesthetic starting point to argue that Don Giovanni is the greatest expression of musical art since its medium—music—is that most perfectly suited to expressing its subject, erotic love. “Love from the soul is a continuation in time, sensual love a disappearance in time, but the medium which expresses this is precisely music” (Kierkegaard 1992, 101). The reason that Don Giovanni needs a constant stream of new amorous conquests is that his life (an example of what Kierkegaard would call the aesthetic or sensuous life) has no substance of any kind, but “hurries on in a perpetual vanishing, just like music, of which it is true that it is over as soon as it stops playing and only comes back into existence when it starts again” (107–108). (The implication is that Don Giovanni is doomed when the past catches up with him—when repetition intrudes into the sequence of constant novelty—as indeed happens in the opera.) Music, in this account, forms the non plus ultra of sensual immediacy, but this comes at the heavy cost of its transience. Music exists only in the moment, and this moment never points to more than itself. “The moment,” Kierkegaard writes elsewhere, “signifies the present as that which has no past and no future, and precisely in this lies the imperfection of the sensuous life” (Kierkegaard 1981, 87).

Music would seem to be as far from the abiding and enduring as is conceivable, at least in this view. Yet many Romantic authors see music as preeminently suited to expressing the trans-temporal, despite—or even through—its temporality. Music, in fact, provides one of the best examples of the notion of “eternity in the moment” from this period. We might provide some context for this in Hegel’s discussion of time in the Encyclopaedia: “in the positive meaning of time, it can be said that only the Present is, that Before and After are not. But the concrete Present is the result of the Past and is pregnant with the Future. The true Present, therefore, is eternity” (Hegel 1970, 39). Expressed more poetically by Goethe, when “the past is still abiding” and “the future lives on before us,” then “the moment is eternity” (Goethe 2006, 1:442).

Kierkegaard’s “A,” like Kant before him, neglects the role of memory in accounting for music (or conversely exaggerates the difference between musical and verbal art on this matter). But music is nothing if not constituted from memory. For other writers at this time, music provides a perfect medium for temporal epiphany, and this is achieved through the necessary recourse to the listener’s sense of memory and anticipation—to the temporal modalities of past, present, and future—in its perception (this is the point that later psychologists and philosophers like James and Bergson were onto in its use to illustrate the “specious present”). As Coleridge explains,

the present strain still seems not only to recall, but almost to renew, some past movement. … Each present movement bringing back as it were, and embodying the Spirit of some melody that had gone before, anticipates and seems trying to overtake something that is to come: and the Musician has reached the summit of his art, when having thus modified the Present by the Past, has at the same time weds the Past in the present to some prepared and corresponsive future. 
(quoted in Rosen 1996, 74)


Similarly, for Jean Paul, music seems to possess a temporally ecstatic quality: “a note never sounds alone but always threefold, blending the Romantic quality of the future and the past with the present” (Jean Paul 1959–63, 5:466). Elsewhere, in a slightly altered formulation that alludes to many of the themes discussed in this chapter, he remarks “no tone has the present and stands still and is. … Lacking the present which separates the two, in tones the heart’s past and future flow together; thus they are the earthly echo of eternity, and man hears nothing external, but only his inner and eternal self” (Jean Paul 1840–42, 32:316–317).7 And in a letter from 1832 to the composer Carl Friedrich Zelter, Goethe makes the comparable observation that “the character of your talent relies on tones, i.e., on the moment. Now, since a sequence of successive moments is always itself a kind of eternity, it was given to you to be ever constant in that which passes” (Goethe 1987, 3:639).

Music indeed provides for the Romantics an exemplary case of what Goethe would call “permanence in transience” (Dauer im Wechsel). In early German Romantic writing, the introduction of music or verse structures may serve to articulate a sense either of timelessness or a fantasy-like interplay between time and timelessness, the prose broken up by poetic lines that organize time through their varied metric structure and use of rhyme (Brown 1979, 210ff). Music also provides authors such as Novalis with an image of the fusion of temporality and eternity, a marriage of past and future in the present, with which his symbolic spiritual homecomings are often characterized. For the thinkers mentioned here, the temporal nature of music, its ability to suggest an immanent unity within a multiplicity of temporal events, predisposes it to encapsulate eternity in the moment. Music thus held out a possible utopian promise, offering a conceptual instantiation of temporal transcendence that suited the Romantic tendency to imbue art with content once thought the preserve of religion. Not all would agree with such conflation of the aesthetic and religious, of course, but there were still many people at the time that did—and plenty more since then.



Musical Genres and Temporal Signification


Neither Kierkegaard nor, for that matter, any of his pseudonyms would have been likely to follow such arguments, however. Indeed, for Kierkegaard’s “A,” it is its sensuous immediacy that makes music so potent an art of the vanishing present: “music always expresses the immediate in its immediacy,” whereas “in language there is reflection and therefore language cannot express the immediate” (Kierkegaard 1992, 80). But the apparent corollary of this is that unlike language, “what music cannot express is the historical in time” (70). There is a purported lack of detachment between music’s medium and its ostensible message. This may prove to be both music’s strength and its failing when articulating the concept of time—or so some commentators have thought.

“Can one narrate time?” asks Thomas Mann eighty years later in his self-styled “time-romance,” The Magic Mountain (1912–24), a novel which sums up both the epoch that ended with the First World War and its temporal fixations. Mann—or his narrator—appears at first to think not: “that would surely be an absurd undertaking” he quickly responds. But on reflection, he proposes that narrative—in many respects akin to music in its temporal being—might meaningfully “tell a tale of time,” that is make time its content as well as its medium, whereas music cannot. This is owing to narrative’s possession of two types of time—the time of its presentation and the time of its content—while in contrast, Mann believes, “the time element in music is single”: music is confined to the time of its performance, to its presentation (Mann 1999, 541–542).

This may be moving too quickly—though in answering this point we might finally turn from what was said about music in this era to what its music appears to demonstrate to us (evidence that is no less subject to present interpretation than written testimony)—in other words, from discussing an intellectual culture that is verbal to one that is musical. One might immediately think of Mann’s Munich contemporary, Richard Strauss, who in Der Rosenkavalier (1910) offers a striking musical articulation of different temporal levels quite distinct from the time of the music’s performance through his melange of historical styles from the Viennese past (see Lockwood 1992, 243–258). Indeed, in a letter to Hofmannsthal, Mann ironically concedes this very point, in criticizing Strauss’s music for its historically anachronistic—i.e., temporally significative—quality (“Where is Vienna, where is the 18th century in this music? Hardly in the waltzes. They are anachronistic” [quoted in Kennedy 2006, 172]). Certain historical styles are marked or salient with respect to their origin and historicity (in works like Louis Spohr’s Historische Symphonie of 1839, this historicity can become the subject of a whole composition), while music may be able to imply a differentiation in levels between qualities of past, present, and future. A sense of syntactic placement may appear present through cultural association (the use of beginning, middle, or end gestures; antecedent and consequent phrases), and certain passages may appear marked with respect to temporal modality—what later phenomenological accounts would term their “designated time.”8 It is true that compared with language, music is comparatively unsuited to denoting the concepts of “earlier” and “later,” with detaching its “designated time” from the “performance time,” but the distinction is not absolute. However, in practice music is often found in conjunction with the signifying medium of language; and here, the relationship between the two modes of articulating time may often be held in a productive tension.

To take an obvious example, we might look to song. Music’s combination with lyric poetry allows a complex interaction of musical and verbal forms of temporal signification. In Schubert’s Winterreise, for instance, music can underscore the changes between the warmth of past memory and the desolation of present reality, physical activity denoting the passing of time (such as the omnipresent walking figures in the accompaniment) or accentuate the freezing of the protagonist’s sense of temporal passage (for instance, Muxfeldt 1997, Barry 2000). Similarly, in the opening song of Dichterliebe, “Im wunderschönen Monat Mai,” Schumann’s equivocation between the tonal centers of A major and F# minor mirrors the interplay between the earlier moment of happiness and the more melancholy present state from which this past is viewed. Heine’s poetry is written in the past tense; yet music’s apparent expressive immediacy continually threatens to bring this past to present life, as the memories come alive once more.

More complex is opera. The use of music alongside the unfolding of drama on stage offers one of the most readily interrogable examples of how music may contribute to an understanding of temporal passage (albeit one bound up with manifold extra-musical aspects). Perhaps most celebrated in the eyes of posterity is the mature musical-dramatic technique of Wagner (see, for instance, Grey 2008), with the use of Leitmotiv creating an associative web of temporal modes (recollections of the epic past, dramatic foreshadowing of the future), though the use of reminiscence motives in opera in fact extends back to the end of the eighteenth century. In one sense, however, Wagnerian music drama eschews a rich source of temporal articulation, in that the focus on dramatic continuity arising from the breakup of earlier set-piece and recitative structure brings the dramatic time into more direct and regular proportion with the time of the drama. This type of (predominantly) linear dramatic trajectory common in the late nineteenth century from Wagner and the later Verdi has become normalized as a model for what dramatic time should be like. Yet reconsideration of the earlier bel canto repertoire and the earlier conventions of opera seria from which it grew suggests an equally sophisticated means for controlling the unfolding of dramatic time through its greater means of distinguishing between the time of representation and represented time. In the “dilemma” ensemble, for instance, represented time can virtually come to a halt as characters continue for some minutes through performance time.

Still, the differences between texted or dramatic music, on the one hand, and instrumental music, on the other, are not absolute. A similar interplay between temporal intentionalities can be heard in instrumental music across the nineteenth century. Instrumental music may convey a stylized process of remembering through the recall of earlier themes, as found in several works by Beethoven, where earlier movements are recalled at the start of the finale (see Sisman 2000), or as if forming a nostalgic telos and collapsing of time, as exemplified in a number of cyclic works by Mendelssohn (see Taylor 2011). As Proust identifies in the lines cited earlier, throughout the nineteenth century instrumental music may suggest a complex permeation of the past in the present, a present that perpetually presses on toward the future, that makes it highly suggestive of the complexity of human temporality, of the multiplicity of lived temporal experience.



Temporal Legacies: The Twentieth Century and Beyond


When in the middle of the twentieth century Gisèle Brelet states that music is “the temporal art par excellence” (Brelet 1949, 1:25), or Susanne Langer proposes that “music makes time audible, and its form and continuity sensible” (Langer 1953, 110), they are both continuing lines of thought that stem, as we have seen, from intellectual positions exposited in the previous century. Discussions around music and time initiated in the nineteenth century have in many cases proved highly influential, and many current views on this topic are foreshadowed in arguments set out earlier. This final section looks at a few of the more important ideas that still have currency today, and especially the changes or modifications which they have undergone.

To start with one of the most notable examples, claims for music as not merely being “in” time but making or controlling time become far more prominent, both from theorists and from composers, across the course of the twentieth century, though the origins of this idea lie in the nineteenth century, if not earlier. We might point to Theodor Adorno’s notion of structural listening in which “time is abolished and, as it were, suspended and concentrated in space” (Adorno 1998, 165–166), or Claude Lévi-Strauss’s famous remark that music serves as an instrument “for the obliteration of time” (Lévi-Strauss 1983, 16). Similarly with composers, Igor Stravinsky will claim that “music is the sole domain in which man realizes the present,” in which he is “able to give substance, and therefore stability” to his life (Stravinsky 1936, 54); in Olivier Messiaen’s opinion, “music is not in time, but rather time is in music”—“without musicians, time would be much less understood” (Mari 1965, 59; Samuel 1994, 34)—and comparable formulations concerning music’s temporal mastery have been made by many postwar composers, such as Stockhausen (1959) and Xenakis (1989) (but see also Grisey 1987). Such ideas are not new, but are expressed with a newfound confidence. When Adorno claims that “musical time is really musical—in other words not just the measurable time of the duration of a piece—only as time that is dependent on the musical content and in turn determines that content” (Adorno 2002, 143), he is simply providing a more sophisticated formulation of the idea expressed over a hundred and fifty years earlier by Wackenroder’s eastern hermit.

It is noticeable, however, that composers in the nineteenth century did not generally make such strong claims for music as articulating or controlling time in the manner that would become commonplace in the twentieth century—this despite many of the philosophical foundations being in place. In some ways, this situation appears counterintuitive, insofar as a considerable body of the music now involved is atonal or at least post-tonal, and thus negates the significant role played by listener expectations in constructing a regulative temporal order from a common syntax. New theoretical understandings of time, from the perspective of Einsteinian relativity and from quantum physics, also make little headway against the seemingly ineradicably subjective experience of time given by music (indeed, the legacy of Bergsonism endured for a long time in artistic circles, especially in France). Perhaps the acceleration in the last century of the temporalization begun in the late eighteenth century, the ever-greater splintering of our time-sense in the modern world, has intensified our bewilderment faced with the curious concept of time and left a gap in which we are ever more receptive to the role played by art in articulating (an argument made by Kramer 1973).

One apparent corollary of this increase in music’s claims to articulate or control time is its reflection back onto an earlier repertoire, onto the music of the nineteenth century, where such claims find their philosophic origin. In an earlier study (Taylor 2016), I have pointed to how the now commonplace assertion that Beethoven controls time, or takes us to a state of timelessness in his later music, seems in documentary terms to be a manifestation of twentieth-century reception, not something that was demonstrably perceived by his contemporaries (even though this reading was arguably available to them, in that the epistemic conditions existed in this period). Another argument that has proved very popular at the start of the twenty-first century is that the temporal quality of a specific historical style reflects its culture’s temporal sensibilities. As Lewis Rowell put it some time ago, “the organization of music, in a conscious or unconscious way, reflects the preferences, habits, and thought patterns of its parent culture. And nowhere is this more evident than in music’s temporal domain” (Rowell 1979, 97). Even if (as Kierkegaard believes) music is not the best suited to expressing the historical, it nonetheless has been received in recent decades as an ideal mode of accessing a historical culture’s understanding of time.9

Music’s intimate connection with the subjective experience of time has proved a potent model for other art forms to imitate. Long after Friedrich Schlegel proposed that “every art has musical principles, and when completed itself becomes music” (Schlegel 1958–2002, 16:213), and a few decades after Walter Pater’s equally famous dictum (Pater 1986, 86), we find other arts “aspiring to the condition of music” not least in their temporal organization. In the stream-of-consciousness novel we find a counterpart to the musical interweaving of themes and memories in the late Romantic cyclic style (sophisticated examples might be given by Virginia Woolf’s Mrs Dalloway or The Waves). Musical forms are introduced into other, normally narrative arts as a model for structuring time—their temporal succession of events—in an abstract, nonnarrative way (as seen, for instance, in the purported allusions to fugue in Joyce’s Ulysses and Ingmar Bergman’s The Silence, or sonata form and a specific Beethoven symphony in the novels of Anthony Burgess). Music’s status as an art of time remains intact, but the last century or so has seen the rise of other art forms, most notably cinema, about which related claims have been made, and thus music finds competition on a new front for the title of “the temporal art par excellence.”10

Probably the most significant factor in changing attitudes toward musical time, however, has been the rise of recording technology since the end of the nineteenth century, which—in the apparent repeatability of a particular musical performance—in certain ways profoundly altered the nature of how we view this art form (Kramer 1981, 1988). One might also point to the rise in palindromical and retrograde structures in music of the twentieth century (as found, for instance, in Berg or Messiaen), a feature that for centuries had remained the preserve of contrapuntal homage but now may imply an altered perception of time as something capable of grasping and reversing. To be sure, a new freedom from tonal requirements has helped create a musical style that more easily supports such designs, but the idea that time is in a sense reiteratable, reinforced through recording technology, surely helped shape the aesthetic environment for this development. Yet new technologies can also reinforce Romantic notions of music’s ineffability and immateriality and hence underscore its perceived link with time. In early German Romantic authors it is commonplace to read of a mysterious and wondrous music emanating from the ether, without any players in evidence for producing it; now we are far more accustomed to hearing a disembodied background music all around us. Whether writers like Novalis would find Muzak sufficiently mystical may, however, be doubted.






Notes






1.
 The most influential proponent of the idea of “temporalization” during this period has been the German historian Reinhart Koselleck (see, for instance, Koselleck 1985). On the cultural manifestations of this newfound time-sense, see also Wendorff 1983, 253–337.




2.
 This division between arts of time and space is prefigured in the work of Rousseau and Herder.




3.
 Much of this and the following section compress material discussed at greater length in chapter 2 of Taylor 2016. A good account of this change can be found in Wald 2006 and Berger 2007.




4.
 For instance, in the work of Schelling (with Neoplatonic overtones), Hegel, and Moritz Hauptmann.




5.
 This story is also discussed at greater length in Eggebrecht 2001.




6.
 See, further, Bonds 2006, 75–76; Taylor 2016, 110–112.




7.
 See, further, on these ideas Cloot 2001 and Hoeckner 2002.




8.
 Probably the most thorough discussion of music’s designated time is given by Clifton 1983; also see Greene 1982 and Hasty 1997.




9.
 The most prominent recent advocate of this view is Berger 2007; see also McClary 2000, Sutcliffe 2008. Precedent for this position can certainly be found in Adorno, though it is unclear how much further back it can be taken. I provide a critique of this idea in Taylor 2014.




10.
 I think most of Gilles Deleuze’s two books on Cinema: The Movement Image and The Time Image.
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Chapter 22


Ethics


Tomás McAuley






The Imaginary Legacy of Formalism


If the new musicology was anything, it was an ethical phenomenon*. Even if we agree with Nicholas Cook (and many others) that this movement found a common identity only in its reaction against a previous mode of musical research, this reaction itself was undoubtedly driven by ethical concerns. As Cook puts it, having noted that many of the first generation of new musicologists were in graduate school during the Vietnam War, “a crucial source of the negative agenda of ‘New’ musicology [was] to critique the ideology which said that music transcended the napalm and the body bags” (Cook 2008, 50).1

But what was this ideology that said that music transcended the horrors of war? In a word, autonomy. Writing in 1987, as the wheels of the new musicology were just starting to lift from the runway, Richard Leppert and Susan McClary stated confidently that “the disciplines of music theory and musicology are grounded on the assumption of musical autonomy” (Leppert and McClary 1987, xiii). In order to move beyond this ideology, it would be necessary not simply to propose new models for musical research but also to uncover the roots—and effects—of the older ideology. As Leppert and McClary put it, “alternative models can be proposed and elaborated only after such deconstruction of established paradigms has occurred” (xiii).

Insofar as it sought a new disciplinary history, however, this deconstruction soon demanded an act of construction: that of a narrative of the history of musical formalism. As Alexander Wilfing (2017) has shown, the new musicological project quickly came to adapt, with a remarkable unity and longevity, just such a narrative. According to this narrative, the founding father of aesthetic formalism is Immanuel Kant, who put forward a general theory of the autonomy of art in his 1790 Kritik der Urteilskraft (Critique of the Power of Judgment). This formalist doctrine of art, so the narrative goes, was applied specifically to music by Eduard Hanslick in his 1854 treatise Vom Musikalisch-Schönen (On the Musically Beautiful). And the story culminates—perhaps via a detour to Edmund Gurney’s The Power of Sound (1880) and Clive Bell’s Art (1914)—in music analysis as established by, or significantly influenced by, Heinrich Schenker. This music analysis, we are told, embodied a formalist ideology out of which twentieth-century music theory and musicology had not, by the mid-1980s, managed to escape.

Though Wilfing doesn’t put it quite like this himself, this narrative of musical formalism is also a tale of ethical sterility. It is a story of how philosophies of music across the long nineteenth century cut themselves off from ethical concerns – and of the deleterious effects of this nineteenth-century ethical wasteland on twentieth-century musical research. This is a convenient narrative. It is also a narrative that suffers from a number of insurmountable problems. As Wilfing himself shows, its interpretation of Hanslick rests on an almost willful misreading of his Vom Musikalisch-Schönen. Contrary to his reputation as a foundational advocate for instrumental music, for example, Hanslick declared preferences for vocal or instrumental music “an unscientific procedure for which mostly dilettantish bias prevails” (Hanslick 2018, 24; quoted, in earlier translation, in Wilfing 2017; see also Wilfing 2018 on the relationship between Hanslick and Kant). Nor does Schenker fit easily—or even with difficulty—into any textbook picture of musical formalism (see, for example, Cook 2007). Even Kant himself, as I will discuss, had no discernible intention of founding a tradition of strict aesthetic formalism.2

If this formalist narrative is so unsatisfactory, what alternative stories of nineteenth-century philosophies of music might be available? One common alternative is the narrative of musical idealism, the tale of how music came to be believed capable of putting us in touch with timeless, absolute, or ideal truths. Yet if formalist narratives exclude the ethical by design, idealist narratives all too often exclude it by accident. This exclusion is not inevitable (for a compelling counterexample, see Bonds 2006, chs. 4 and 5). Yet to understand nineteenth-century philosophies of music from the perspective of their flights from concrete realities to timeless truths is to run the danger of portraying these philosophies as ethically numb. Indeed, elsewhere in my own work, I portray the rise of nineteenth-century idealist views of music as explicitly tied to the downfall of an older, eighteenth-century view based in large part on the ethical potential of music’s power to move listeners (McAuley, in press).3

Wherefrom, we might ask, this exclusion of the ethical from our dominant narratives of nineteenth-century philosophies of music? Is it simply a reflection of the reality on the ground—of a century whose musical thought was caught irretrievably between the autonomous and the absolute? Or is it a reflection of our own more recent scholarly preoccupations? In this chapter, I suggest that the latter option is the more plausible. I make the case for this conclusion by attempting to give—in the briefest of outlines—a history of nineteenth-century philosophies of music from the perspective of ethics.

The new musicology is, of course, no longer so new. Though many of its central tenets—such as the refusal of musical autonomy—remain, they have become mainstream to the extent that they need no longer be associated with any particular disciplinary school, and the urge to deconstruct the roots of earlier twentieth-century musicology has long subsided. With that in mind, there’s a danger that this contribution might seem somewhat late to the party—a facile challenge to a moment long passed. Let me state right off, then, that my purpose is not to critique the new musicology. Such critiques are already plentiful, not least from within the new musicology itself, for this was a movement foundationally concerned with sustained self-reflection. To the extent that the new-musicological moment has passed, however, it has itself become a legitimate object of historical investigation. Yet as with so many historical phenomena, its history has been written by the winners. This is why it is all too easy to presume, taking the new musicology’s self-styled history at its word, that the movement really was a liberation from a history of ethical sterility in musical thought reaching right back to Kant. Put differently, few would claim now—writing in 2019—that musicology’s concern with the ethical is new. Yet we can’t quite shake off the lingering belief that, when the movement first emerged in the late 1980s, the new musicology’s concern with the ethical was new. It is this latter belief that I wish to challenge. I do so not by examining the new musicology’s immediate predecessors (for exemplary examples of such challenges, see Agawu 1996 and, noting the ways in which Marxist, and especially East German, musicology anticipated central tenets of the new musicology, Shreffler 2003) but, rather, by examining the longer nineteenth-century history that so many new-musicological tracts saw as culminating in twentieth-century musical formalism.

My primary motivation in challenging this belief, however, is not better to understand the new musicology; rather, it is better to understand the nineteenth century. For the new musicology’s strong narrative of musical formalism (and concomitant ethical sterility) continues to dominate histories of the philosophy of music in the nineteenth century. My purpose here is to show, contrary to this narrative, the persistently ethical character of nineteenth-century philosophies of music.



Toward a Narrative of Nineteenth-Century Musical Ethics


In what follows, then, I provide an alternative narrative of nineteenth-century philosophies of music: a narrative of musical ethics. I focus on three seminal thinkers of the long nineteenth century: Immanuel Kant, Arthur Schopenhauer, and Friedrich Nietzsche. Of these, Kant is commonly taken as foundational to formalist narratives and Schopenhauer’s writings on music are a high point of many idealist accounts. Reading these thinkers instead for their ethical import thus allows me directly to challenge central convictions of formalist and idealist narratives. These thinkers also form a chain of self-acknowledged influence, from Kant to Nietzsche, via Schopenhauer.

These choices, though, come with blind spots. For one, however great the subsequent influence of these individuals may have been, focusing on such a small number of figures inevitably overlooks important contributions from numerous others, as well as the especial importance of Symphilosophie—literally, “philosophizing together”—to early Romantic thinkers such as Novalis and the Schlegel brothers (August Wilhelm and Friedrich) in the years around 1800. Starting as it does with figures central to the formalist and idealist narratives, my own ethical narrative also follows them in remaining stubbornly Germanocentric. To this latter point, I offer three brief observations. The first is that a renewed focus in recent musicology on nineteenth-century philosophy and science outside of German-speaking lands is itself challenging implicitly the dominance of formalist and idealist narratives rooted in German philosophy (among a rich literature, see Versoza 2014, Davies and Lockhart 2017, and Zon 2017). Second, the Germanocentrism of these formalist and idealist narratives makes a reconsideration of the German landscape equally necessary. In that regard, my project here builds on recent debates around the work of Eduard Hanslick, whose reputation as a straightforward arch-formalist has been irrevocably called into question (see Grimes et al. 2013, Bonds 2014, Wilfing 2017, Bonds et al. 2017, and Sousa 2017). My third observation is that Kant, Schopenhauer, and Nietzsche were all foundationally influenced by non-German sources (ranging from Hume and Rousseau, to the Upaniṣads, to the ancient Greeks)—and of near-unprecedented influence outside of German-speaking lands.

It remains to clarify that this focus on Kant, Schopenhauer, and Nietzsche does not mean a narrative of three equal parts. Rather, my most central concern will be with the work of Arthur Schopenhauer, a thinker of whom Lydia Goehr has noted that “no philosopher’s writings about music have proved more influential. … Almost the mere mention of his name has come to stand for an entire worldview about the status, meaning, and value of classical music” (Goehr 1996, 200). To reread Schopenhauer is, to indulge in only a slight exaggeration, to reread the history of the philosophy of music in the nineteenth century. Growing from this, my discussion of Kant is intended, in part, to show some of the lead-up to Schopenhauer’s philosophy of music, and that of Nietzsche to show some of its fallout.



Kant and the Eighteenth-Century Background


One of the many curiosities of formalist accounts of nineteenth-century philosophies of music is that, despite taking Kant’s 1790 Kritik der Urteilskraft as the assumed launchpad for artistic formalism in general, they usually pay scant attention to Kant’s comments, in this work, on music itself.4 The reasons for this are clear enough: Kant’s discussion of music, as found primarily in §53 of the Kritik der Urteilskraft, is brief, somewhat confused, and distinctly unoriginal. Yet this lack of originality is telling, for Kant is providing a summary of what had been the dominant view of music throughout the eighteenth century. Kant writes:

[Music’s] charm … seems to rest on this: that every expression of language has, in context, a tone that is appropriate to its sense; that this tone more or less designates an affect of the speaker and conversely also produces one in the hearer … just as modulation is as it were a language of the sensations (or emotions, Empfindungen) universally comprehensible to every human being, the art of tone puts that language into practice for itself alone, in all its force, namely as a language of the affects (Affecten). 
(Kant 2000, 5:328)5


On the face of it, this is as good a summary as any of the eighteenth-century Affektenlehre (doctrine of the affects). According to this doctrine, the purpose of music is to move the affects (roughly speaking, the emotions) of listeners. For earlier eighteenth-century thinkers, this ability to move affects gave music the power to influence humanity for the better. In particular, music was deemed to have positive medical effects, such as curing the bite of the tarantula or lifting listeners out of melancholy (approximating to what we would now call depression). It was, for many, an essential spiritual aid, encouraging appropriate piety and penitence in religious services. And it was widely believed able to sway human behavior toward ethically meritorious ends. As such, though usually considered the lowest of the fine arts, music was generally taken by earlier eighteenth-century thinkers to have a positive ethical significance.6

Kant, however, seems to miss all of this. Although he retains the view that the purpose of music is to move the affects, he does not see the Affektenlehre as endowing music with a positive ethical significance. To see why, we need to turn our attention away from his Kritik der Urteilskraft, and toward his Grundlegung zur Metaphysik der Sitten (Groundwork of the Metaphysics of Morals, 1785) and Kritik der praktischen Vernunft (Critique of Practical Reason, 1788). In these works, Kant suggests—somewhat schematically, but not entirely without merit—that previous ethical theories had been grounded on the presumption of “heteronomy,” according to which, moral laws are given to the individual, whether by God or, for a small number of radical thinkers, by a universal natural law. Kant, however, roots his own moral theory in the idea of “autonomy,” according to which, moral laws are created by the individual. On the back of this, “it is not enough to do what is right, but it is also to be performed solely on the ground that it is right” (5:327; see also 4:399–400). Following this turnaround, Kant cannot grant music the ethical status it had been accorded by previous thinkers, for even when it leads listeners to moral actions, it does so by wielding affective power over those listeners, thus preventing them from freely following moral precepts for the sake of doing what is right. Yet Kant seems not to have sufficient interest in music to come up with an alternative theory. The result is a strange mismatch: Kant keeps the outlines of the Affektenlehre, but within the context of his new philosophical system, the theory seems not quite to make sense anymore. Hence, Kant’s confusion—a somewhat frustrating confusion for those hoping to find Kantian insights into the musical art, but a telling confusion nonetheless. (For a much fuller account of these issues, see McAuley, in press.)

The exact nature of Kantian ethical autonomy was, and continues to be, a source of much debate (see, for example, the range of contributions to Sensen 2013). This much, however, is clear: Kant’s “attempt to anchor morality in freedom” remained the central philosophical touchstone for German ethical thought throughout the nineteenth century (see Katsafanas 2015, especially 473–476). Crucially, the concept of autonomy denotes here not freedom from ethics but, rather, the rooting of ethics in freedom. On such a picture, a music whose purpose is to exercise ethical power over listeners—that is to say, to take away their freedom—can be greeted with confusion at best.

Although formalist narratives of nineteenth-century philosophies of music tend not to dwell on Kant’s own views on music, they do usually advance the claim that Kant’s Kritik der Urteilskraft founded a tradition of aesthetic autonomy more generally. How plausible is this claim? Kant’s stated intention in the Kritik der Urteilskraft as a whole was not, as many formalist accounts seem to presume, to provide a comprehensive theory of philosophical aesthetics.7 Rather, it was to provide an explanation of the workings of the mental power (or faculty, Kraft) of judgment (Urteil), a project that he believed would unify his radically mind-dependent philosophical system as a whole. Exactly how it is supposed to do so is—due, no doubt, to inconsistencies in Kant’s own thought—a near-impossible interpretative question (for an overview of some of the relevant debates among a vast literature, see Guyer 2009). Yet this central motivating aim cannot be overlooked.

That said, of the two parts into which the Kritik der Urteilskraft is divided, the first is devoted almost entirely to what are undeniably issues in aesthetics. (The second, much less discussed part of the Kritik is devoted to natural teleology.) And Kant does indeed put forward, in §§2–4 of the Kritik, a theory of disinterested beauty, according to which, “if the question is whether something is beautiful, one does not want to know whether there is anything that is or that could be at stake, for us or for someone else, in the existence of the thing, but rather how we judge it in mere contemplation” (5:204). Kant also claims, however, at the culmination of the first part of the Kritik (§59), that beauty is a symbol of morality. Among the reasons that Kant gives for this claim, the most pertinent is that, for Kant, both aesthetics and morality are rooted in the experience of freedom. As Paul Guyer puts it, “it is precisely in virtue of its freedom from all constraint, even that by concepts of morality itself, that aesthetic response can furnish us with the experience of freedom that allows it to symbolize morality” (Guyer 1993, 47).

In the final instance, then, Kant does after all put forward a theory of aesthetic autonomy. Yet this autonomy does not, as narratives of musical formalism have too often presumed it to do, keep ethics and aesthetics at an irreconcilable remove. On the contrary, the very freedom of the aesthetic from the ethical joins the two inexorably together.8



Schopenhauer’s Ethics of Music


At first glance, Arthur Schopenhauer’s view of music, as contained primarily in Die Welt als Wille und Vorstellung (The World as Will and Representation, first edition 1818, henceforth WWV), seems to encapsulate both the absolute and the formalist.9 Music, we are told, has a “serious and profound significance, one that refers to the innermost essence of the world and our self” (WWV I/302). Indeed, music’s significance is so profound that “we can view the appearing world (or nature) and music as two different expressions of the same thing” (WWV I/309). Despite his near boundless disregard for the “drivel and charlatanism” (WWV I/XX) of his German idealist contemporaries, Schopenhauer fits effortlessly into what I have called the narrative of musical idealism. Yet Schopenhauer also claimed that music is a “universal language,” one that must remain dominant in any pairing with words or dramatic action. In a formulation that was to have a famous impact on Richard Wagner, Schopenhauer declared that the libretto of an opera “should never depart from [its] subordinate position” (WWV I/309). Indeed, the human voice itself is “originally and essentially nothing other than a modified tone, just like that of an instrument” (WWV II/512). Here, we have an easy stepping-stone into the narrative of musical formalism: a confident claim that, even when paired with words and action in opera, music remains self-sufficient.

Stemming from vital comments such as these, there is a rich and insightful literature investigating Schopenhauer’s musical thought, and examining its metaphysical aspects in particular.10 Such an emphasis is natural, for Schopenhauer himself regards his project to be one of a “metaphysics of music” (WWV II/511). The fundamentals of Schopenhauer’s metaphysics of music are as follows: Following the picture first laid out by Kant in his Kritik der reinen Vernunft (Critique of Pure Reason, 1781/1787), Schopenhauer believed the everyday, commonsense, temporal, and spatial world around us to be inescapably shaped by the activity of human perception. What we take to be our everyday realities are but appearances. In particular, space and time do not have any independent existence but are, rather, forms of perception that the cognitive subject impresses upon the world. Whereas Kant had believed that the ultimate reality behind these appearances would remain forever unknowable, Schopenhauer claimed—while mocking others for thinking the same—that he had discovered the key to unlock this secret world, the world of the “thing in itself.” The key in question was Schopenhauer’s concept of the will (der Wille), of which all appearing reality is, we are told, a mere representation (Vorstellung). Whereas other arts provide insight into particular aspects of the world as representation, music is “a direct copy of the will itself” (WWV I/310).

These are spectacular—indeed, extravagant—claims for music’s metaphysical significance. Within such a system, can music retain any of the ethical significance accorded to it by the eighteenth-century Affektenlehre? In a word, no. If Kantian idealism was an inhospitable environment for the Affektenlehre, then Schopenhauerian idealism is downright hostile. Although Kant had failed to see the merits of music’s power to guide listeners to ethically meritorious action, he had nonetheless retained at least a belief that one could prescribe ethical laws. More precisely, although Kant believed in the autonomy of the individual, he also believed that there existed a set of laws that free individuals ought to create for themselves. For Schopenhauer, however, this is a “manifest contradiction”—it is “wooden iron” (WWV I/321).

In sharp contrast to Kant, Schopenhauer denies the possibility that philosophy could ever prescribe rules for human behavior. That is to say, in the language of his time, he denies the possibility of any practical philosophy. “In my opinion,” writes Schopenhauer, “philosophy is always theoretical, since what is essential to it is that it treats and investigates its subject-matter (whatever that may be) in a purely contemplative manner, describing without prescribing” (WWV I/319). Here, then, there remain no vestiges of the philosophical ecosystem that had nurtured and sustained the Affektenlehre. Indeed, Schopenhauer seems to be denying the possibility of any ethical philosophy. How could music, on such a picture, possibly retain any ethical significance at all?



Metaethics


In the language of current philosophy, the study of philosophical ethics can be broken down into three branches: normative ethics, applied ethics, and metaethics. Normative ethics attempts to prescribe general guidelines for human behavior. Applied ethics searches, often from the perspective of a particular normative viewpoint, for the best ethical responses to particular ethical situations. Metaethics seeks to investigate the nature of ethics in general. Schopenhauer’s claim that philosophy can never be practical is a denial of the possibility of normative and applied ethics. Under the guise of a philosophy that he claims remains “theoretical,” however, Schopenhauer presents a sustained metaethical analysis of the human condition.11

This metaethical analysis forms the cornerstone of Book IV of Die Welt als Wille und Vorstellung, but is presented with especial clarity in Schopenhauer’s more tightly focused 1840 essay Über die Grundlage der Moral (On the Basis of Morals, henceforth ÜGM). In this latter work, Schopenhauer writes that “the concept ought, the imperative form of ethics, has validity only in theological morals, and outside of that loses all sense and meaning. By contrast, I set [philosophical] ethics the task of clarifying and explaining ways of acting among human beings that are extremely morally diverse, and tracing them back to their ultimate ground” (ÜGM 195).

In response to this task, Schopenhauer goes on to unfold an entire metaethical system. This system is rooted in the claim that all human and animal behavior is driven by egoism, “the urge to [one’s own] existence and well-being” (ÜGM 306). Egoism, suggests Schopenhauer, is “properly identical” with the “innermost core” of the human, yet there remain nonetheless actions of “genuine moral worth” in which egoism is absent. As with egoistic actions, these moral actions are driven by a concern with “well-being and woe” (Wohl und Wehe, an unequal pair for Schopenhauer, since well-being is naught but the absence of woe). Yet whereas egoistic actions are driven by a concern with one’s own well-being and woe, moral actions are driven by a concern with the well-being and woe of another.

If I am to perform a moral action, believes Schopenhauer, then I must identify with the suffering of another. “But,” writes Schopenhauer, “this requires that I be identified with him in some way, i.e. that that total distinction between me and the other, on which precisely my egoism rests, be removed at least to a certain degree.” Schopenhauer calls such identification “compassion” (ÜGM 208). From this state of compassion flow the cardinal virtues of “free justice” (the avoidance of one’s actions causing the suffering of another) and “genuine loving-kindness” (the active quest to relieve another’s suffering) (ÜGM 208, 212). In the main body of his Über die Grundlage der Moral, however, Schopenhauer declines to explain how compassion is possible. He simply calls it a “mystery” (ÜGM 209).

In a short epilogic section at the very end of the work, Schopenhauer goes further and suggests that an answer to the question can be found after all, but that it will require a turn to metaphysics (ÜGM §§260–275). More precisely, Schopenhauer suggests that all plurality–all “numerical difference of beings”–requires space and time, on the grounds that “the many can only be thought and represented either as alongside one another, or as after one another” (ÜGM 267). Yet it is a cornerstone of Schopenhauer’s metaphysics that space and time do not represent the ultimate reality of things but are, rather, frames through which the cognitive subject encounters the world. These are the necessary forms of appearances. If space and time are forms of appearance only, thinks Schopenhauer, then so too must be plurality. As such, the ultimate nature of things must be one: “in the countless appearances of this world of the senses [the essence of the world] can really be only one, and only the one and identical essence can manifest itself in all of these [appearances]” (ÜGM 267–268). And this is how Schopenhauer manages to claim both that all human actions are egoistic and that there are actions of genuine moral worth. Moral actions, suggests Schopenhauer, are simply egoistic at a deeper level. At the ground of all compassion is the realization that my neighbor and I are but the same. Taking up the same theme in Die Welt als Wille und Vorstellung, Schopenhauer writes that “everyone’s fundamental mistake is this: that we are not-I to each other. On the other hand, to be just, noble, and humane is simply to translate my metaphysics into action … all true virtue stems from direct, intuitive cognition of the metaphysical identity of all beings” (WWV II/690). Here, we can see at a flash how everything that Schopenhauer says about music’s metaphysical significance is also ethical. To understand the metaphysical basis of the world is to understand the ethical basis of the world.

In Die Welt als Wille und Vorstellung, Schopenhauer uses a musical metaphor to emphasize the inseparability of ethics and metaphysics:

a mere moral philosophy without an explanation of nature, such as Socrates tried to introduce, is entirely analogous to a melody without harmony, which is all that Rousseau wanted to have … conversely a mere physics and metaphysics without an ethics would correspond to a mere harmony without melody. 
(WWV I/313)12


Despite the inseparability of the two, ethics retains here the upper hand over metaphysics, for Schopenhauer is clear that melody is to be privileged above harmony. This status of melody is communicated most tastefully in his 1851 Parerga und Paralipomena (Parerga and Paralipomena, henceforth PP), the work that finally brought Schopenhauer, less than a decade before his death, the widespread recognition that had eluded him for so long. Here, Schopenhauer describes melody as “the core of music, to which harmony relates as does sauce to a roast” (PP II/459). If ethics takes the place of melody in Schopenhauer’s analogy, then ethics must be the main dish. Metaphysics, on the other hand, is all gravy. Or as Schopenhauer puts it in Über die Grundlage der Moral, “the final summit in which the meaning of existence as such culminates is the ethical” (ÜGM 261). In the final analysis, however, Schopenhauer’s philosophy is intended to lead to what he calls a “higher metaphysical-ethical standpoint” (PP I/333).

From this higher standpoint, the newfound oneness of metaphysics and ethics is reflected in the oneness of the universe. Of what, though, does this oneness consist? It consists of the will, a blind striving with no ultimate goal. The world of representation around us, by contrast, is full of plurality. This world, however, still has the will as its ultimate ground and, as such, forms a coherent whole: it has a “harmony and unity” (WWV I/99). Unlike the other arts, music, for Schopenhauer, is not a copy of any aspect of the world of representation but, rather, “a copy of the will itself” (WWV I/304). Yet there is still “a parallelism … an analogy” between music and the appearing world. Based on this parallelism, Schopenhauer develops a scheme according to which the ascending voices of musical harmony correspond to the increasing complexities to be found in nature. The bass corresponds to “inorganic nature.” Between the bass and the soprano, “those [voices] closer to the bass are … bodies that are still inorganic but that already express themselves in a variety of ways … the higher voices represent the plant and animal kingdoms” (WWV I/305). The scheme culminates in the melodic soprano voice, which represents “the thoughtful living and striving of human beings” (WWV I/306).

It is easy to laugh at this notoriously bizarre picture, this “idea of such unparalleled silliness” (Young 2007, 152). Yet at its root are the simple claims that melody and harmony require one another and that the interconnectedness of musical notes is reflected in the interconnectedness of nature (and vice versa). Further, the picture in which all voices beneath the melody find analogies in nonhuman aspects of the world of representation is a fleshing out of Schopenhauer’s equation of harmony with metaphysics. That the melody represents “the thoughtful living and striving of human beings,” on the other hand, is the ground of Schopenhauer’s equation of melody with ethics. Schopenhauer expands on this notion in a passage worth quoting at length:

Now the essence of a human being consists in the fact that his will [Schopenhauer is referring here to the individual human will, but sees this as grounded in the one, ultimate will] strives, is satisfied, and strives anew, and so on and on, and in fact his happiness and well-being are nothing more than the rapid progress of this transition from desire to satisfaction and from this to a new desire, since the absence of satisfaction is suffering and the absence of a new desire is empty longing, languor, boredom; correspondingly, the essence of the melody is a constant departure, deviation from the tonic in a thousand ways … always followed however by an eventual return to the tonic: in all these ways the melody expresses the many different forms of the striving of the will, but it always also expresses satisfaction by eventually regaining a harmonic interval and, even more, the tonic. 
(WWV I/307)


Here, melody gives us an important insight into the nature of will—whether the individual human will or the one ultimate will—which is that its very nature is striving. In the twists and turns of melody, we are given insight into both suffering (which Schopenhauer sees as unfulfilled desire) and well-being (which Schopenhauer sees as fulfilled desire). And suffering and well-being are at the very root of Schopenhauer’s metaethical system.

Schopenhauer expands this analogy in various ways, the most important of which in the present context is his equation of modulation with death. In his Über die Grundlage der Moral, Schopenhauer lays out two opposing worldviews that one might live by, each of which comes with a distinctive attitude towards death (ÜGM 270–274). According to the first, “I have my true being in my own self alone.” This view, holds Schopenhauer, is the source of all egoism, and he who holds it sees in death “all reality and the whole world perish along with his self.” According to the second worldview, “My true, inner essence exists in every living thing.” This view is the source of all compassion, and he who holds it “loses at death only a small part of his existence: he endures in all others, in whom he has indeed always recognized and loved his essence and his self.” Music, for Schopenhauer, shows the truth of this second view:

Modulation from one key into another, completely different one entirely abolishes any connection to what preceded it, and so is like death in so far as death brings the individual to an end; but the will that appeared in the individual lives on afterwards, just as it was alive before, appearing in other individuals whose consciousnesses nonetheless have no connection to that of the first. 
(WWV I/308)


Just as a modulated theme lives on in a new key, so too does the essence of an individual—indeed, the shared essence of every individual—live on after death.

Yet the idea that death is not final is only one articulation, albeit an especially evocative one, of the broader metaphysical view that all is one. Music also expresses this insight more generally through its expression of emotion. Music, writes Schopenhauer:

does not express this or that individual and particular joy, this or that sorrow or pain or horror or exaltation or cheerfulness or peace of mind, but rather joy, sorrow, pain, horror, exaltation, cheerfulness and peace of mind as such in themselves, abstractly, as it were, the essential in all these without anything superfluous.

(WWV I/308–309)


At first glance, this is a statement avant la lettre of a common position from the analytic philosophy of music. According to this position, represented most famously by Peter Kivy (see Kivy 1980 for an early, canonical statement), the emotion heard in music is not the expression of any actual emotion, such as that of the composer or the performer but, rather, the semblance of emotions in general. Music is expressive of such emotions in its mimicking of their general forms. Kivy’s favorite example is that of the St. Bernard dog, whose facial expression appears to humans as sad, regardless of the emotional state of any given dog at any given time. Hence Kivy’s theory has become affectionately known as the “Doggy Theory.” Schopenhauer’s position, however, is almost diametrically opposed to this view. The reason that music does not express individual emotions is not that it expresses only the surface contours of emotions. Rather, it is because, at the most fundamental level, there are no individual emotions. There are no individual emotions because there are, ultimately, no individuals. To hear in music sorrow or joy in themselves, rather than any particular sorrow or joy, is to become aware that all is one. It is, by extension, to become aware that your neighbor’s pain is your own pain, your neighbor’s joy your own joy.

Music, then, provides another way of communicating that which Schopenhauer communicates in his philosophical metaethics. Yet it is more, it seems, than just another way. For while Schopenhauer alludes frequently to the difficulty of his philosophy, music “is instantaneously comprehensible to everyone” (WWV I/303), it is “powerful and urgent” (WWV I/304). Music, then, can communicate these metaethical truths to listeners who might lack the philosophical vocabulary to understand them conceptually. Indeed, Schopenhauer thinks that philosophical understanding is not enough to breed virtue. But the “powerful and urgent” effect of music, it seems—though Schopenhauer does not say this explicitly—might be able to persuade its listeners where philosophy can only enlighten its readers.



Suffering and Salvation


Yet music does not just speak of well-being and woe: it plays an active role in the creation of well-being and the relief of woe. More than that: it is the “Panakeion aller unserer Leiden”—the panacea for all our suffering (WWV I/309). This phrase takes on great significance given the amount of suffering that Schopenhauer sees in the world. The “fate of humanity overall and in general,” for example, is “want, misery, sorrow, trouble, and death” (WWV I/415). Life, for Schopenhauer, has only one direction: “we have been cast into death ever since birth, and it is only playing with its prey for a while before devouring it” (WWV I/367). Between birth and death, we are either suffering the pain of not having that for which we strive, or the boredom of not having anything to strive for (WWV I/367–368). The experience of beauty, however, can lift us up out of this suffering:

when some occasion from the outside or a disposition from within suddenly lifts us out of the endless stream of willing, tearing cognition from its slavery to the will, our attention is no longer directed to the motives of willing but instead grasps things freed from their relation to the will and hence considers them without interests, without subjectivity, purely objectively; we are given over to the things entirely, to the extent that they are mere representations, not to the extent that they are motives: then suddenly the peace that we always sought on the first path of willing but that always eluded us comes of its own accord, and all is well within us. 
(WWV I/231)


The most vital source of beauty is, for Schopenhauer, art. Art “repeats what is essential and enduring in all the appearances of the world” (WWV I/217), it “wrests the object of its contemplation out from the current of worldly affairs” (WWV I/218). Art in general, then, provides a temporary relief from suffering. Yet Schopenhauer describes only music using the distinctive Greek word Panakeion.13

Schopenhauer, in fact, uses the word Panakeion on only one other occasion in Die Welt als Wille und Vorstellung. He does so in the context not of temporary relief from the pain of the will, but of its complete renunciation. The highest goal of life is, for Schopenhauer, salvation, and salvation consists in a permanent denial of the will. Building on the experience of aesthetic pleasure, thinks Schopenhauer, “we can gather … how blissful life must be for someone whose will is not merely momentarily placated, as it is in the pleasure of the beautiful, but calmed forever” (WWV I/461). There are, suggests Schopenhauer, two paths along which one might reach this elusive state of the permanent denial of the will. The first involves the cognitive insight that lies at the heart of the ethical life: that all are one. From this insight, we can ascend through virtue and compassion to “complete will-lessness (Willenslosigkeit)” (WWV I/448). This state, however, is hard to achieve: it requires the commitment of a saint to avoid the temptations of the will. Yet it is this route to will-lessness, it seems, that art gives us a glimpse of.

The second way comes through suffering itself. Through personal experience of suffering, we can come to realize the futility of willing:

at every turn, fate frustrates all our provisions for a life of luxury—the idiocy of which is already clear enough in the brevity, inconstancy, and emptiness of life as well as its termination in the bitterness of death—scatters thorn upon thorn along our path, and confronts us everywhere with salutary suffering (heilsame Leiden), the panacea for our misery (das Panakeion unsers Jammers). 
(WWV II/734)


Here, it is precisely that which ails us which can cure us: the suffering caused by the will can itself lead us to renounce willing entirely. As such, this suffering becomes heilsam: “salutary” or “healing,” but carrying also in this context connotations of “salvific.” It becomes a “purifying flame” (WWV I/464). The illness, here, is its own cure: suffering is the panacea for all our misery.

It is clear that music goes beyond the other arts in terms of its relief from suffering. What I want to highlight here, though, is that it provides for Schopenhauer not just the temporary relief from suffering that all the arts provide but also something approaching, or at least closer to, a permanent relief from suffering: a Panakeion. For whereas the other arts provide insight into aspects of the world as representation, music presents the will itself. Hence music, we might expect, should be able to take us further along that path—the Panakeion of heilsame Leiden—toward salvation.

But this is not quite what Schopenhauer says. For when Schopenhauer describes music’s representation—music’s uniquely direct representation—of the will, he talks no longer of universal suffering, but of happiness and well-being though the satisfaction of the will: the same will that, everywhere else in Schopenhauer’s philosophy, can never be satisfied. Recall that in his discussion of music, Schopenhauer believes the “essence of a human being” to consist “in the fact that his will strives, is satisfied, and strives anew, and so on and on, and in fact his happiness and well-being are nothing more than the rapid progress of this transition from desire to satisfaction and from this to a new desire” (WWV I/307). The idea seems to be that though the striving of the will can never find complete resolution, there is nonetheless a genuine contentment to be found in the process of willing, finding fulfilment of one’s desires, and willing anew. Yet in the context of Schopenhauer’s darkly pessimistic view of the world as a whole, it is, it seems, only music that can coax this optimism out of him.

For sure, to put the matter in musical terms, we will never find a cadence so complete that it ends not just a piece of music, but all music; a cadence so perfect that we need never hear another. But who would want all music to come to an end? It seems that Schopenhauer’s own enthusiasm for music—he was a keen amateur flautist and regular concert-goer—has led him to another way of understanding the will, one that is absent through the rest of the book. Or perhaps it is not Schopenhauer’s own enthusiasm that has led him to this conclusion, but rather the nature of music itself, as it collides with Schopenhauer’s overall system.

Schopenhauer is, in any case, aware of the contradiction. At the close of his discussion of music in Volume II of Die Welt als Wille und Vorstellung—indeed, as the closing lines of Book III of Volume II—he writes:

Perhaps one or two people might take offence at the fact that according to the metaphysics we are presenting, music, which indeed often has such an elevating effect on our minds and seems to talk to us of worlds that are other and better than our own, serves to flatter only the will to life since it presents its essence, portrays its successes, and ends up expressing its satisfaction and contentment. The following passage from the Veda [cited in Abraham Hyacinthe Anquetil-Dupperon’s Latin translation] might serve to put such thoughts to rest: “And Anand, which is a sort of joy, is called the highest Atma, because everywhere that joy might be, this is a part of its joy.” (Et Anand sroup, quod forma gaudii est, ton pram Atma ex hoc dicunt, quod quocunque loco gaudium est, particula e gaudio ejus est.)

(WWV II/523, translation modified)


The word Atma (a Latinization of the original ātman) here can carry multiple related meanings, but refers in Hindu, Buddhist, and related traditions to the real, essential, or absolute self. The key to this difficult passage, however, lies in the meaning of the term Anand (a Latinization of the original ānanda).14 The term is multivalent, referring primarily to a state of devotional or meditative blissfulness, but able to refer also to sexual pleasure. These two aspects are, Patrick Olivelle has argued, related: within the Vedas, there is an “explicit and unambiguous connection between ānanda as orgasmic rapture and ānanda as the experience of … ātman” (Olivelle 1997, 154). This connection makes sense in the context of Schopenhauer’s philosophy, since Schopenhauer sees sexual desire as one of the fundamental human drives, drives that are formative for the human body itself: just as “teeth, throat and intestines are objectified hunger,” so too “the genitals are objectified sex drive” (WWV I/129). More precisely, seeing sex as an essentially procreative act, Schopenhauer believes that “sexual satisfaction is the affirmation of the will to life beyond the life of the individual” (WWV I/388).15 Elsewhere, Schopenhauer sees such affirmation of the will in almost exclusively negative terms, but here, drawing implicit parallels between musical and sexual satisfaction, Schopenhauer’s love of music seems to give him reason to overcome—if only for a fleeting, climactic moment—his moral fear of sex. Only then, if this reading is correct, can Schopenhauer endorse, as he does, the suggestion that the blissfulness of ānanda is the highest ātman.

Regardless of the exact mechanism, this much is clear: music, for Schopenhauer, can relieve suffering to an extent unparalleled among the arts. As a Panakeion for all our suffering, music can at least hint not simply at a temporary relief from suffering, but at an eternal one. Music can provide an intimation, that is, of salvation. In the end, music, for Schopenhauer, “does not speak of things, but of sheer well-being and woe, which are the sole realities for the will” (PP II/457). Music’s primary import, in other words, is not metaphysical, but ethical.



Schopenhauer and Schelling


Music in Schopenhauer’s philosophy, then, can offer metaethical insight, it can relieve suffering, and it can offer an intimation of salvation. Together these claims put forward what we might call a new ethics of music: a new way of understanding music’s moral significance that went well beyond the goal-orientated outlook of the eighteenth-century Affektenlehre.

Schopenhauer was clearly proud of his vision of music. In his Parerga und Paralipomena, he claimed that “until I came along, no one even attempted seriously to decipher … [music’s] undoubted significance, i.e., to render comprehensible to our reason even in a general sense what it is that music in melody and harmony signifies, and what it is speaking about” (PP II/458). This claim, however, is surely disingenuous. For the central claim of Schopenhauer’s metaphysics of music—that music can provide a profound insight into the true nature of things—had been articulated clearly well over a decade before Schopenhauer started work on Die Welt als Wille und Vorstellung, and by none other than Friedrich Schelling, one of the very “windbags” whom Schopenhauer came to so detest (WWV I/XX). More precisely, in his 1802–03 lectures on the Philosophie der Kunst (Philosophy of Art), Schelling claimed that “The forms of music are the forms of the eternal things … the forms of music are necessarily the forms of things in themselves” (Schelling 1859, 501, trans. as Schelling 1989, 115–116; on the roots of Schelling’s view, see McAuley 2013).16

It is not clear whether Schopenhauer had, at the time of writing his Die Welt als Wille und Vorstellung, encountered Schelling’s Philosophie der Kunst in particular, but it is certainly possible, since the work circulated in manuscript form around this time, and Schopenhauer was well plugged into the right literary circles to gain access to such manuscripts. More pertinently, though, Schelling’s broad view of art was already developed in his widely read System des transzendentalen Idealismus of 1800 (Schelling 1858, 327–634, see especially 612–634; trans. as Schelling 1978, see especially 219–236), and his view of music in particular—itself anticipated in fragmentary form by Novalis and by Friedrich Schlegel—would have been common currency in Berlin and Weimar during Schopenhauer’s stays in those cities in 1811–13 and 1813–14, respectively. This is important in the present context because Schelling’s philosophy of music, at least as articulated in the Philosophie der Kunst, rejects the musical ethics of the Affektenlehre without proposing a new ethical significance for music. To be sure, Schelling sees a deep affinity between the ethical and the aesthetic, writing that “philosophy treats neither truth, virtue, nor beauty alone, but rather the common element in all three, and deduces them from this one primal source (Urquell)” (Schelling 1859, 382; trans. Schelling 1989, 29). But music, in this picture, and in distinction to the dramatic arts, is given no particular ethical potential—it is, if not ethically numb, then at least simply somewhat ethically insignificant.

Many recent critics have painted Schopenhauer as the originator of the nineteenth-century idealist view of music. To do so, however, is not only to overlook Schelling’s contribution to nineteenth-century musical thought. It is also to overlook Schopenhauer’s real contributions to the course of philosophies of music in the nineteenth century, including not simply his imaginative rethinking of Schelling’s musical metaphysics through the lens of will but, crucially, also his reimbuing of music with a deep ethical significance—indeed, an ethical significance even deeper than that which was afforded it by the Affektenlehre.

Schopenhauer, in other words, did not move music from the ethical to the metaphysical. On the contrary, he moved music from the metaphysical back to the ethical once more. He did so not at the expense of the metaphysical, however, but precisely in, with, and through it.



Nietzsche and Musical Ethics After Schopenhauer


How, then, did this new, nineteenth-century ethics of music play itself out? I give here but one example: the case of Nietzsche.17 As with Schopenhauer and Kant, Nietzsche too may seem, on first glance, an odd choice for a narrative of ethics, for he sought to develop a philosophical perspective that stood—in the title of one of his most famous works—Beyond Good and Evil (Jenseits von Gut und Böse, 1886). Nietzsche’s critique of conventional morality, however, was itself an exercise in philosophical ethics, and in its wake, Nietzsche developed more positive ethical perspectives of his own.18

The exact nature of Nietzsche’s ethics is difficult to pin down. This is in part because, unlike Schopenhauer (who spent more or less his whole life developing the position first laid out in Die Welt als Wille und Vorstellung), Nietzsche often changed wholeheartedly his views on the most central issues with which he was engaged. It is also because Nietzsche’s rhetorical style—itself a matter of considerable development across his philosophical career—is frequently opaque, albeit while offering also equally frequent moments of poetic lucidity. In this, too, Nietzsche differs markedly from Schopenhauer who, despite the interpretative difficulties to which his philosophy gives rise, sought always to write with the utmost clarity, while lampooning those who—like Hegel and Fichte—he saw as failing in this mission.

All that said, the central ethical argument that Nietzsche develops across his career is as follows: The core metaphysical beliefs of Christianity were, thought Nietzsche, neither plausible nor widely held in the educated Europe of the later nineteenth century. Yet the system of morality that had arisen from Christianity remained. This, for Nietzsche, was a problem because these values, he believed, denigrate the here and now in favor of a transcendent beyond—a beyond that, he thought, did not exist. In opposition to the supposedly life-denying values of Christian morality, Nietzsche sought to develop a set of values that instead affirmed life.

And music, for Nietzsche, can communicate these values in a unique way. As Aaron Ridley puts it, in an essay I wish to engage with closely:

In Nietzsche’s view, … music is a uniquely potent medium for the transmission of values. Indeed, assuming that a soul could, through music, become so imbued with life-affirmation that this became second nature to it, music might even be the agent by which the worn-out life-denying values of traditional morality are finally laid to rest. It is for this reason that Nietzsche’s central critical preoccupation when thinking about music—as can be seen, for example, throughout The Case of Wagner [Der Fall Wagner, 1888]—is whether this or that work speaks for or against life.

(Ridley 2014, 226)


It would be a mistake to presume, however, as does Ridley, that Nietzsche’s position was wholly novel. Citing Schopenhauer as the prime exemplar of a metaphysical view of music that was already widespread in nineteenth-century Europe, Ridley suggests that

Nietzsche was hardly unusual in thinking of music in the general [metaphysical] terms that he did. What makes his thought distinctive is his connection of these, as it were, freely available elements with questions concerning the valuation of life.

(225)

Recognizing the fundamentally ethical nature of Schopenhauer’s philosophy of music, however, allows a recognition that Nietzsche was not quite so original in this regard as he might seem, for so, too, did Schopenhauer link in music the metaphysical and the ethical.

It should be stressed with this that the ethical ideas that Nietzsche believes music capable of communicating are wholly different from those of Schopenhauer. In particular, Nietzsche believes what he sees as Schopenhauer’s project of a systematic ethics to be fundamentally misguided. But I highlight only one such ethical idea here, one that stands in especially stark contrast to Schopenhauer’s position. For Schopenhauer, we may recall, the recognition that all are one was at the heart of his musical ethics. For Nietzsche, however, the reverse is true. In order truly to love another, thinks Nietzsche, we must recognize fully the individual’s difference from ourselves. And this, it seems, is an insight that music can provide. In §334 of his Die fröhliche Wissenschaft (The Gay Science, 1882), Nietzsche writes that:


One must learn to love.— This happens to us in music: first one must learn to hear a figure and melody at all, to detect and distinguish it, to isolate it and delimit it as a life in itself; then one needs effort and good will to stand it despite its strangeness; patience with its appearance and expression, and kindheartedness about its oddity. Finally comes a moment when we are used to it; when we expect it; when we sense that we’d miss it if it were missing; and now it continues relentlessly to compel and enchant us until we have become its humble and enraptured lovers, who no longer want anything better from the world than it and it again. But that happens to us not only in music: it is in just this way that we have learned to love everything we now love. We are always rewarded in the end for our good will, our patience, fair-mindedness and gentleness with what is strange, as it gradually casts off its veil and presents itself as a new and indescribable beauty. That is its thanks for our hospitality. Even he who loves himself will have learned it this way – there is no other way. Love, too, must be learned. 
(Nietzsche 2001, 334)


For Schopenhauer, then, music shows us that all are ultimately one, the understanding of which is at the root of his ethics. For Nietzsche, by contrast, music shows us that to love another, or indeed ourselves, we must recognize persons as unique, before learning to tolerate and then to love them.

More pertinently, I would suggest that Nietzsche goes beyond Schopenhauer in an important regard, for he sees in music a unique potential to communicate ethical insight to its listeners. To a large extent, this is implicit in Schopenhauer, yet it is developed fully in the work of Nietzsche, who places an especial emphasis on music’s emotional power. To cite Ridley once more:

The way in which Nietzsche envisaged a properly musical philosophy as working—that is, as working directly upon its audience’s soul—owes a good deal to Wagner’s ideas about music, which the younger Nietzsche had imbibed enthusiastically. In the face of a true music drama, said Wagner, “Nothing should remain for the synthesizing intellect to do. … We must become knowers through feeling” [from Oper und Drama (Opera and Drama), 1851]. And this … is exactly how Nietzsche hoped that a philosophy transposed into the “language” of music would affect its readers (or listeners). The priority of “feeling” in this mechanism is noteworthy: both he and Wagner are committed to the view that cognition, ordinarily so-called, is (or can be) consequent upon feeling. And this is a commitment that Nietzsche emphasizes elsewhere: “We still draw the conclusions of judgements we consider false,” he says, “of teachings in which we no longer believe—our feelings make us do it.” And, when it comes to our moral judgments, “We have to learn to think differently—in order at last, perhaps very late on, to attain even more: to feel differently” [from Morgenröthe (Daybreak), 1881]. 
(Ridley 2014, 228–229)




To transform understandings in this unique way is only a step’s remove from transforming behavior: it is to highlight music’s power to effect positive ethical change. In this, there is an utterly foreign but irresistibly compelling parallel to the eighteenth-century Affektenlehre with which we started our story. For, despite the profound differences between ethical perspectives, despite the basic shift from a practical, goal-directed outlook to a more reflective ethical stance, the affective power of music is again a power for ethical good. In the Affektenlehre, however, music’s affective power was seen as acting directly on the behavior of listeners, so threatening, on the Kantian view, their moral freedom. From a Nietzschean perspective, by contrast, music’s affective power can communicate ethical perspectives that will allow listeners to break, where necessary, the bounds of conventional morality, and to make free moral choices rooted in the recognition of human freedom.



Conclusion


This, then, is my alternative narrative—the ethical narrative—of the course of the philosophy of music in the nineteenth century. Kant inherited from the eighteenth century the supremely practical doctrine of the Affektenlehre, according to which music can change the behavior of its listeners to ethically meritorious ends. This doctrine, however, lost its teeth in context of Kant’s ethics of autonomy. At the same time, Kant proposed a theory of aesthetic autonomy, but saw this autonomy itself as serving as a symbol for ethical freedom. Kant having inadvertently disposed of the Affektenlehre, Schelling proposed a new, idealist model of music’s significance, one that paid no explicit attention to the ethical. Schopenhauer rethought Schelling’s model from the perspective of his concept of will, and from the perspective of the supposed oneness of the will in particular. In so doing, he reimbued music with a deep ethical significance, for music in Schopenhauer’s philosophy can offer metaethical insight, it can relieve suffering, and it can provide an intimation of salvation. Nietzsche followed Schopenhauer in believing music capable of offering what I have called metaethical insight, but saw music as communicating a fundamentally different ethical vision, one based not on the oneness of the will but, rather, on the uniqueness of each individual human. Nietzsche also made explicit what was only implicit in Schopenhauer: that music is an especially powerful agent for the communication of moral insights, whatever those insights might be.

In providing such a narrative, I hope to have shown that the course of the philosophy of music in the nineteenth century was not, as a common formalist narrative would suggest, devoid of ethical import but ethically engaged through and through. Or, at least, that this was the case with respect to three key figures of nineteenth-century German musical thought. In so doing, I hope also to have shown that the supposed legacy of this same formalist narrative was, by that fact, merely imaginary.
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1.
 On the ethical stakes of the new musicology, see also Nielsen and Cobussen 2012, 50–54.




2.
 I do not seek to deny that more satisfactory narratives of nineteenth-century musical formalism can be written. For a recent, nuanced account of the complexity of these issues, see Collins, in press; for an account that highlights the interplay of the formalist and the idealist, see Paddison 2001; for a magisterial history of the idea of absolute music, from ancient Greece through to the twentieth century, see Bonds 2014. Such accounts share a commitment to recognizing both the variety of formalist viewpoints that were in circulation and the varying strengths with which they were held. My intention, rather, is to show that accounts such as these can be profitably added to with a history of musical ethics: that musical thought in the nineteenth century was an age not only of formalism and idealism but of ethics, too. In so doing, I hope to challenge the still-common presumption that the philosophy of music in the nineteenth century was predominantly formalist in orientation.




3.
 To this skeletal outline of previous scholarship on nineteenth-century philosophies of music, we might add that recent scholarship has turned its attention also to materialist currents in nineteenth-century musical thought (Trippett 2013, 2017; Dorschel, in press). Though such work does not yet take the ethical as a central concern, it highlights a philosophical tradition—materialism—that engaged deeply with the ethical. More broadly, such work provides another way out of the hegemony of formalist and idealist narratives.




4.
 For an overview of Kant’s views on music, in the context of his broader aesthetic thought, see Fricke 2010. For a remarkably in-depth study of music in Kant’s thought, see Giordanetti 2001, available also in German translation as Giordanetti 2005. For a classic study at the intersection of Kant’s ethics and aesthetics, see Guyer 1993.




5.
 Page numbers are given, as is standard, to the relevant volume of the Akademie edition of Kant’s works (Kant 1900–), in the format volume:page. English translations of passages from the Kritik der Urteilskraft are taken from the outstanding Cambridge Edition translation by Paul Guyer and Eric Matthews (Kant 2000). For equally outstanding translations of the Kritik der praktischen Vernunft and Grundlegung zur Metaphysik der Sitten, see Mary J. Gregor’s renderings, as part of the same Cambridge Edtition, at Kant 2012, 37–108 and 133–272. Marginal page references to the Akademie edition are given in these translations.




6.
 Despite these generally positive attitudes toward music, many eighteenth-century thinkers were concerned also with the medical, spiritual, or moral dangers that it might pose. On debates surrounding music’s potentially pathogenic qualities in this period, for example, see Kennaway 2012, 23–53.




7.
 That the title of this work is still commonly translated as Critique of Judgment (rather than the more accurate Critique of the Power of Judgment) shows the persistence of the desire to portray the Kant of this third Kritik as an aesthetician at heart. Of the available English translations, Kant 1914, Kant 1952, and Kant 1987 translate the title as Critique of Judgment, but the most recent (and most scholarly) translation, Kant 2000, uses Critique of the Power of Judgment.





8.
 We might also note, with Matthew Pritchard, that a theory of aesthetic autonomy does not, in itself, equate to a theory of artistic autonomy. Rather, there is, in the Kritik der Urteilskraft, a “disjunction between the role of art and the essential form of aesthetic judgment.” Further, as Pritchard notes, Kant’s “pure” judgment of taste “reveals itself,” as the Kritik progresses, “as incomplete, as requiring a more mixed judgment that includes a moral or extra-aesthetic component to engage the full measure of our receptive powers, our imagination in particular” (Pritchard 2019, 45, 48). Alongside its intrinsic connection to ethical autonomy, then, Kant’s theory of aesthetic autonomy is also quickly supplemented, by Kant himself, with reflections on the role of other factors, ethical factors included, in our human responses to natural and artistic beauty.




9.
 Schopenhauer’s Die Welt als Wille und Vorstellung was originally published in a single volume in December 1818. In 1844, Schopenhauer published a second edition, in which the single volume of 1818 was expanded and reworked in various places and supplemented by a second volume of commentaries on themes from the original volume. In 1859, a third, much more lightly revised, edition was published. This third edition was taken as the basis of the now-standard German edition of Schopenhauer’s works, edited by Arthur Hübscher (Schopenhauer 1988), which I follow in this chapter. All English translations are taken from the authoritative Cambridge Edition of the Works of Schopenhauer, edited by Christopher Janaway—i.e., Schopenhauer 2009, Schopenhauer 2010, Schopenhauer 2014, and Schopenhauer 2015. These translations are themselves based on the Hübscher texts, but also include, in the case of Die Welt als Wille und Vorstellung, extensive notes detailing changes among the three editions. My thanks go to Judith Norman and Alistair Welchman for sharing a pre-publication draft of their translation, as part of this series, of Volume II of Die Welt als Wille und Vorstellung. The page numbers I give are to the relevant volumes of the Hübscher edition; these numberings are included also in the Cambridge translations. The Payne translation of Die Welt als Wille und Vorstellung (Schopenhauer 1958) has been instrumental in recent decades in bringing Schopenhauer’s philosophy to an English-speaking audience and, for a little while longer, still provides the best published translation of Volume II. The primary passages on music can be found at 255–267 and 447–457 of this translation.




10.
 The most important English-language contributions, which collectively foreground the metaphysical, but by no means restrict themselves to it, are Alperson 1981; Ferrara 1996; Goehr 1996; Goehr 1998, ch. 1; Bowie 2003, 261–270; Lütkehaus 2006; Zöller 2010; Hall 2012; Gallope 2017, 34–49; Watkins 2018, ch. 3; and, from the perspective of music theory, Rehding, in press.




11.
 The distinctions between these three kinds of ethical enquiry are not always as straightforward as this summary might suggest, and indeed much of what I discuss here under the banner of metaethics might be considered instead as a form of high level normative ethics. (Many thanks to Andrew Huddleston for this valuable observation.) Nonetheless, I keep the simple label metaethics here for the sake of clarity, and with the primary intention of communicating Schopenhauer’s desire to address ethical questions lying beyond or behind most of the “practical” ethical discourse of his day.




12.
 Lest it seem that I am placing too much weight on a passing analogy, it is worth noting that this passage—equating melody with ethics and harmony with metaphysics—forms the closing culmination of his main discussion of music in Volume 1 (§52) of Die Welt as Wille und Vorstellung. Everything after that is mere additional notes.




13.
 My thanks go to Armand D’Angour for advice on classical uses of this term.




14.
 As Norman and Welchman note in their translation of WWV II/523, this passage does not, in fact, appear verbatim in the Upaniṣads, the Veda to which Schopenhauer is referring. Rather, it seems to have been spliced together from at least two different passages. Indeed, Schopenhauer is not quoting from the Upaniṣads themselves, but from the Oupnek’hat, the first Latin translation of texts from the Upaniṣads, published in two volumes by Abraham Hyacinthe Anquetil-Dupperon in 1801 and 1802. And Anquetil-Dupperon himself was not translating directly from the Upaniṣads but, rather, from the 1657 text known as the Sirr-i Akbar, or the Great Secret, which was itself a Persian translation, by the Mughal prince Dara Shukoh, of texts from the Upaniṣads, alongside material from other sources. (On the sources of Anquetil-Dupperon’s translation, see Cross 1998.) Even setting aside any questions of renderings into German or English, then, there is what we might call a process of triple translation: from Sanskrit, to Persian, to Latin, to Schopenhauer’s own idiosyncratic citation of that Latin. With that in mind, I do not want to claim that Schopenhauer had any kind of intimate knowledge of the original Upaniṣadic texts. Yet through all of this, two words survived in something at least approaching their original forms: ānanda and ātman. And so I think it is legitimate to set aside, for a moment, concerns about Schopenhauer’s reliance on Anquetil-Dupperon’s translation, and to ask what these words meant in their original Upaniṣadic context.




15.
 Despite the unavoidable heteronormativity of this view, Schopenhauer was one of only a few philosophers of his age to write seriously about homosexuality, in an appendix appearing at WWV II/643–651. On the circumstances of this late addition to Die Welt als Wille und Vorstellung (the passage appears only in the third edition of 1859), see Magee 1997, 346–349.




16.
 Schopenhauer was, as it happens, notably kinder toward Schelling than he was toward Fichte and Hegel, and his metaphysics in general owes much to that of Schelling. As Alistair Welchman and Judith Norman have argued, “the ambiguous attitude Schopenhauer entertains toward Schelling can be explained by Schopenhauer’s awkward consciousness of how much his project genuinely resembled that of Schelling. At the same time, if we take seriously the virulence of his self-distancing from Schelling (and the pejorative terms in which he often describes his evil twin), we can illuminate some of the distinctiveness of Schopenhauer’s metaphysics” (Welchman and Norman, in press).




17.
 For an overview of Nietzsche’s philosophies of music, see Sorgner 2010. For the only book-length study on the topic, see Liébert 2004. For a book-length introduction to Nietzsche’s philosophy of art more generally, see Ridley 2007. For a vital grounding of Nietzsche’s aesthetics in his desire to “revalue” the world, see Came 2014. For important investigations, from the perspective of art in general and music in particular, of Nietzsche’s relationship to Schopenhauer, see Denham 2014; Bowie 2003, ch, 8; and Gallope 2017, 49–52.




18.
 For the definitive overall treatment of these issues, see Leiter 2015. For a critical probing of the—generally accepted—belief that Nietzsche did indeed have a metaethical theory of his own, see Hussain 2013.
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Chapter 23


Music Scholarship and Disciplinarity


Michel Duchesneau






Introduction


When contemplating the nature of musicology as a discipline, it is generally thought that the nineteenth century was the incubator of a specialized discipline whose foundations were mainly laid by a few scholarly geniuses.* Hugo Riemann is certainly one of the most representative of these intellectuals who established the fundamentals of twentieth-century musicology that influence us to this day. But in fact the discipline that formed in France, England, Germany, or Italy seems more to have derived from the actions of a diverse mix of skills that were at the service of music and its study. Musicology should thus see many of its origins in several new scientific approaches that inspired nineteenth-century intellectual thought: history dominates, but philology, sociology, physics, physiology (of hearing), and psychology must also be taken into account, to mention only those disciplines that would contribute to the theoretical and methodological foundations for a science of music.

The need to “specialize” into musicology came, among other sources, from the ideas of young musicologists who very often had remarkably broad general educations and who quickly devoted their energy to developing musical expertise in a subject through the analysis of strictly musical parameters (harmony, melody, rhythm, etc.) within a larger sociological or historical context. The desire to develop a new science was accompanied by the difficulty of obtaining its institutional recognition, leading to a limited distribution of musicological studies in the journals of the time. The music press was primarily of a general nature, and interest in musicology was not sufficient for their attention. Disciplinary specialization would therefore require the creation of increasingly focused media outlets: for example, the Vierteljahrsschrift für Musikwissenschaft (1885), founded by Philipp Spitta (1841–1894), Friedrich Chrysander (1821–1901), and Guido Adler (1855–1941); the Revue d’histoire et de critique musicales (1901), founded by Jules Combarieu (1859–1916), Romain Rolland (1866–1944), Maurice Emmanuel (1862–1938), and Louis Laloy (1874–1944); the Revue musicale S.I.M.1 (1907), founded by Laloy et Jules Écorcheville (1872–1915); and the Zeitschrift für Musikwissenschaft (1918), founded by Alfred Einstein (1880–1952). These journals were part of a general movement to organize intellectual life in Europe, and in France in particular (Loué, 2016, 378–379).

In the 1880s and subsequent years, the scientific press grew as a result of the development of education and the resulting enthusiasm for science in both intellectual and more distant social circles. But this branch of media represented only one outlet for dissemination of musicological knowledge in a network of increasingly important scholarly production. At the turn of the twentieth century, both Hugo Riemann (1849–1919) in Germany and Jules Écorcheville in France saw the possibilities for greater interest in the subject and were supported by their teachers Spitta and Rolland, one a historian, the other a writer, each convinced of the need to develop a true science of music using methodological and theoretical tools, even if these tools were, in fact, derived from other sciences.

This chapter examines some of the leading figures in musicology’s development within a more interdisciplinary context than is usually considered.2 By starting from a national point of view and going progressively toward an international amalgam of thinking and tradition in the humanities at the turn of the century (1900, with the first international history of music conference held in Paris), the chapter will show that, despite being founded and acknowledged as a discipline and gradually receiving the recognition of European academics, musicology during the second part of the nineteenth century was in reality a remarkable patchwork of knowledge (physic, history, philosophy, literature, music, poetry, and new sociology, among others) that grew intensively in the last decades of the century, until 1914.

It is interesting to hypothesize that the contemporary design of interdisciplinary musicology—where the boundaries between approaches fade away in favor of inclusive studies of the musical phenomenon—has deep roots in the nineteenth century, when many disciplines that are regularly brought together today were developed or simply came into being. Acoustics, psychology, and sociology all supply important perspectives for the work of many musicologists today, and we owe much to the pioneers of the nineteenth century, from Hermann Ludwig von Helmholtz (1821–1894) to Sigmund Freud (1856–1939), Émile Durkheim (1858–1917) to Charles Darwin (1809–1882).3 Drawing on the figures of Edmond de Coussemaker (1805–1876), Hugo Reimann, Hermann Kreschmar (1848–1924), Lionel Dauriac (1847–1923), Carl Stumpf (1848–1936), Romain Rolland, Jules Combarieu, and Louis Laloy, among others, the chapter paints a portrait of musicology whose interdisciplinary foundations would ensure a future envisaged like the one the discipline seems to have revived in the twenty-first century.

This view may seem to contradict some pioneering works on the history of musicology, particularly French musicology, in that it was thought that once the discipline of musicology had been defined according to Adler’s terms and solidly anchored in philological and historical scholarly orientations as proposed by Riemann, Rolland, and their disciples, and that it would navigate independently through most of twentieth century.4 However, if we take into consideration the effect of generations of musicologists, national imperatives, and the evolution of thinking in the humanities that occurred between the end of the nineteenth century and that of the twentieth century, we can in fact see a three-part movement materialize: a first period to establish a musicology that owes much to the sciences; a second period of independence based primarily on the study of repertoire and composers; and a third period in which musicology once again shares its topic of study with other scholarly disciplines.



Crystallization of a Discipline


In the remarkable work of Campos et al. (2006) on the history of relationships between music and the humanities, careful attention is given to the specific relationship of musicology and sociology in France between 1870 and 1970. The coming together of these two scholarly disciplines seems to have been a failure, and the authors find that musicology’s autonomy grew by virtue of its topic of study: music studied from its syntax and its acoustic specifics. This scientific orientation would have the effect of isolating it from other social sciences until the end of the twentieth century (Campos 2006, 5–6). As will be shown later, on the side of French musicologists gathered around the figure of Romain Rolland, the strictly sociological approach to music would not be easily accepted. Associated with aesthetic issues, work on the relationship of music to society would seem to depart for a time from the scientific rigor imposed by the history of music, which must be based on the documents of which the handwritten or published scores are a part. It is obvious that in France, the singularity of Combarieu’s works such as La musique et la magie, a “study on the popular origins of musical art, its influence and function in societies” (Combarieu 1909), do not find much resonance among musicologists.5

One hypothesis upon which Campos and his colleagues draw is that “the status granted to music notation since the nineteenth century has allowed musicology to stabilise this topic [music] and to steal it to the investigation of the humanities,” at the very moment in which these disciplines could have “shaken its stability by showing its insertion into contexts and practices” (Campos 2006, 5). This hypothesis is confirmed by a comment regarding the work of the sociologist Alfred Schütz (1899–1959) made by Emmanuel Pedler, who considers “the importance of shared cultural memory (the ‘baggage of musical experiences’ accumulated by the performer without which the score would have no meaning)” and insists on “the altogether secondary role of musical notation” (Pedler 2010, 321). In 1951, Shütz was thus questioning the score and its importance, introducing into reflections on music an eminently social dimension, which is one area of musicology that it seemed not to have done until then, concentrating instead on works detached from their context and composers in a contextual approach limited to the living conditions of geniuses.



Recent work has sought to demonstrate that in France, musicology as a discipline came into being in a dispersed way, initially through a network of amateurs and journalists, and then one of theorists and historians whose institutional affiliations were weak, but whose will to make the study of music a veritable science was strong enough that, little by little, the tools like journals were created or institutions began to integrate the teaching of history into the heart of their mission. Also in France, there is the Paris Conservatory, where history classes were established in 1872, though with limited impact on the discipline, or the Schola Cantorum, where teaching history was closely associated with learning technical skills (Duchesneau et al. 2017).6

Integrating musicological research into the university curriculum would happen slowly in France, while in Germany and Austria, music history professorships started appearing in universities beginning in the first half of the nineteenth century. However, many of these professorships7 were not labeled as “musicology” (musikwissenschaft) and were strictly reserved for music history.8 Moreover, the discipline did not benefit from a well-developed infrastructure. It took until the end of the nineteenth century for the Institut für Musikwissenschaft (1898) at the University of Vienna to come into being, for example. To this day, the disciplines taught bring together harmony, counterpoint, composition, aesthetics and history.

The major variations in the nature of available positions at the universities and conservatories have made it possible to include, in the nonexhaustive list (table 23.1) assembled for this study, certan institutional positions at the Conservatory for figures like Vincent d’Indy (1851–1931), Louis-Albert Bourgault-Ducoudray (1840–1910), or Maurice Emmanuel. This choice in no way alters the imbalance between France and Germany of institutional integration of the discipline, but it nonetheless puts into perspective the difference between the two countries in their importance given to musicological studies. Although d’Indy was primarily a composer, he contributed substantially to the rise of musicology in France by favoring a “Comtian positivist approach” (Fauser 2006, 126). Annegret Fauser reminds us that d’Indy was a student of “law in the tradition of Auguste Comte.” He thus adopted a systematic attitude in the study of early music,9 countering the narrative discourse of musicologists whom he deemed “arrogant” in reference to the books written about Beethoven that he considered “as verbose as they were idiotic,”10 while he himself was writing a “critical” biography of the celebrated German composer for the publisher Laurens (Indy 1911).

Even if d’Indy does not belong to the same sociopolitical milieu as Gabriel Monod, the two men seem to share the same conception of history if we rely on the fact that Monod laid the foundation for a new conception of history called “methodical school” in order to avoid, among other things, the drifts of a history written by “self-taught people [who] impose on history the imprint of their temperament, their personality [and who] are usually, even the most erudite, literary before being scientists” (Monod 1876, 29).



[image: Table_Image]


It may be surprising to realize that this table of music history’s teaching positions includes François-Joseph Fétis (1784–1871). Though he did teach counterpoint and fugue at the Paris Conservatory (beginning in 1821), and he was the Conservatory’s librarian, then director of the Brussels Conservatory (in 1833), he did not integrate music history into his teaching while he was at the Paris Conservatory. Still, his work, particularly that relating to the establishment of his well-known music library, is vast and most certainly impacted his teaching (Campos 2013). In addition to his Biographie universelle des musiciens, the series of historical concerts Fétis organized in 1832 must be mentioned. His involvement in the development of the French musical press through the creation of La Revue et gazette musicale would also have great importance and would provide crucial leverage for the rise of a nascent Francophone musicology (Ellis 1995, Duchesneau 2015).

Fétis’s and d’Indy’s positions, coming at opposite ends of the nineteenth century, eloquently illustrate the variety of ways in which the discipline was established within French educational institutions. Still, the passage from theory and compositional practice to music history is also identifiable for German music historians. This is the case for Oscar Paul (1836–1898) or, later, for Hermann Kretschmar (1848–1924). After having been an orchestral conductor and teacher at the Leipzig Conservatory, Kretschmar turned increasingly toward musicology, which he taught officially beginning in 1904.

Table 23.2 confirms German predominance and the idea that musicology developed there in a favorable university context, while in France, as in England and even more so in Italy, the discipline was dependent on an environment in which universities did not experience the same growth and where its actors formed a much more heterogeneous community composed of amateurs, critics, and musicians whose degree of specialization was more varied (Haines 2001, 22–23 and 32). It would also not do to neglect, as a differentiation parameter, the structure of the education being provided in each area. While in Germany the adopted model was a seminar that favored teaching based on research and its dissemination in a strictly academic setting, in France the applied model was one of public conferences (Sorbonne, Collège de France, Schola Cantorum, École des hautes études sociales) (Campos 2006, 38; Delacroix et al. 2007, 105–107). This latter model was based on research, but did not favor the development nor the creation of a sense of unity as can be found in the context of a seminar.



Initial Multidisciplinary Training: History, Philosophy, and … Law


A distinction can initially be drawn here between “multidisciplinarity” and “interdisciplinarity” in order to better understand how knowledge is organized and applied. Those who today would be known as nineteenth-century musicologists received varied educations, often multidisciplinary, which is to say accessing more than one form of knowledge and, thus, more than one methodology. Certain combinations are more significant than others. Consequently, law appears to have been a discipline studied by more than one future musicologist.11 The lawyer Edmond de Coussemaker (1805–1876) is certainly the most illustrious example. Yet we must not neglect the Italians Francesco Caffi (1778–1874) and Oscar Chilesotti (1848–1916), or the Frenchman Bourgault-Ducoudray and the Austrian Guido Adler, all of whom studied law. Though for many these studies were, to a certain extent, no more than an obligatory steppingstone, most selected figures had a fairly standard education for this era that combined philosophy and history. For students of the French École normale, literature and more were added to this foundation. What emerges from this survey of a few emblematic nineteenth-century figures of the discipline is that training, while being multidisciplinary depending on the institutions and on personal choice, nonetheless revolved around a limited number of traditional humanities disciplines such as philosophy, history, and literature. In most cases surveyed, these studies led to the production of a music-focused doctoral dissertation, defended within the framework of one or another of the affiliated disciplines (see table 23.2).



Table 23.2 Training of “Musicologists”




	
Musicologists

	
Country of Origin

	
Fields of Study






	
Francesco Caffi (1778–1874)

	
Italy

	
Law and music




	
Friedrich Chrysander (1826–1901)

	
Germany

	
Philosophy (he would become a publisher among other things)




	
Edmond de Coussemaker (1805–1876)

	
France

	
Law (composer and “amateur” musician)




	
Louis-Albert Bourgault-Ducoudray (1840–1910)

	
France

	
Law and music (Prix de Rome, 1862)




	
Philipp Spitta (1841–1894)

	
Germany

	
Theology and philology




	
Gustav Jacobsthal (1845–1912)

	
Germany

	
History and music




	
Oscar Chilesotti (1848–1916)

	
Italy

	
Law and music




	
Hermann Kretschmar (1848–1924)

	
Germany

	
Philology, music history, composition




	
Hugo Riemann (1849–1919)

	
Germany

	
Law, literature, history, philosophy




	
Dom André Mocquereau (1849–1930)

	
France

	
Music (cello), palaeography




	
Guido Adler (1855–1941)

	
Germany

	
Law, philosophy, music




	
Edward J. Dent (1857–1957)

	
England

	
Music history




	
Romain Rolland (1866–1944)

	
France

	
History and literature (École Normale) -, dissertation in music history




	
Jules Écorcheville (1872–1915)

	
France

	
History (École des chartes), literature (Sorbonne), composition, student of Riemann, dissertation in music history (Sorbonne)




	
Pierre Aubry (1874–1910)

	
France

	
Law, philology, palaeography, (École des chartes)




	
Louis Laloy (1874–1944)

	
France

	
Literature (École Normale)—Asian studies—theory, harmony, and composition (Schola)








In practice, a multidisciplinary education leads to interdisciplinarity that, rather than the sum of knowledge, involves the interaction of theories and methods concerning a single research topic. One manifestation of this interdisciplinary approach to music research in the nineteenth century—even if it was not considered so at the time—can be found in the establishment of the first works on medieval music produced by Coussemaker and the Solesmes monks, among whom Dom Mocquereau (1849–1930), who was responsible for the volumes of the Paléographie musicale, must be mentioned. These works, as John Haines points out, were based on three branches of knowledge: “palaeography, genealogy of human handwriting; philology, genealogy of human speech; archaeology, genealogy of human activity … come together in the nineteenth century to form a new science of music” (Haines 2001, 31).

It is from this multidisciplinarity that researchers forged a “specialism based on a specific body of knowledge” (Campos 2006, 35). This would be the case for Pierre Aubry (1874–1910), the “archivist-palaeographer” who would work on medieval songs and would justify the use of philology in music “because the study of melodic language presents all the elements of philology: phonetics, morphology, syntax.”12 However, Aubry did not have advanced musical training, a lack which seemed to serve him well if one goes by a comment praising him following his accidental death in 1910, in which Écorcheville emphasizes the impact of Aubry’s works on French musicology:

[This] characteristic of universality, within a specialism, this tendency for nihil a me alienum puto,13 this preoccupation with seeking the beauty in the veracity of the medieval document would, in France, make Aubry an innovator. Compared to his predecessors, like Fétis, Coussemaker, Lavoix, Aubry had the superiority of being a palaeographer both by preference and by profession. Aubry was enough of an artist to fully feel the pull of music, but was enough of a historian to escape the tyranny of his own partiality. This was a rare balance, an example that could not be suggested enough to all those heading down the path of musicology. 
(Écorcheville 1911, 44)


Nonetheless, multidisciplinarity among musicologists can be observed evolving over the course of the nineteenth century. To studies in philosophy, philology, or history the musicologists added advanced musical studies, notably in theory and harmony. Thus, the education of someone like Rolland, whose talent as a pianist greatly helped him deepen his study of musical works without developing in-depth analysis skills, can be distinguished from that of musicologists like Kretzschmar, who was above all a musician, or like Laloy, who studied theory and harmony at the Schola.14





Scholarly Interdisciplinarity


The dispersed nature of music research from the second half of the nineteenth century to the First World War masks the importance of these works for the makeup of the discipline. Though musicologists did not participate directly in this research, especially since in France they were so few,15 they did take it into account, discuss it, and, in some cases refute it, as can be seen in journal articles about scholarly research in music (Duchesneau et al. 2017a). These works did not yet have a very high concentration of interdisciplinarity between music and the scholarly disciplines involved, in that the musical knowledge of the researcher was not always supported by in-depth music studies. Interdisciplinarity was therefore situated elsewhere, often between scholarly disciplines (acoustics-physiology; philosophy-sociology), and it is through its research topic, music, that it would influence the development of the discipline, by a double-resistance mechanism: integration and exclusion.

This was the case for the work of Hermann von Helmholtz and its reception in France.16 In a Europe where new mental frameworks were being established (Yon 2014, 97), science was becoming one of the main drivers of societal transformation. Based on Positivist thought (106–107), the study of natural phenomena and living beings could no longer be done without reference to the scientific method. Music was not exempt from this principle. Research in the sciences (acoustics, physiology) and in the humanities (history, sociology, etc.) that was carried out by renowned scientists was becoming the foundation for development of music research. Helmholtz was one of these leading figures in the world of nineteenth-century science. The German scientist would not be the only one to ponder acoustics, but also he was one of the “first to have looked for the links between … three disciplines, acoustics, physiology, and music” (Fichet 1995, 77).17

Helmholtz’s work would sustain that of entire new generations of musicologists, who would frequently refer to his research, as much in Germany as elsewhere, particularly in France. Simply referring to the Combarieu’s Revue musicale (1901–1912) was enough to be convinced, but clearly the approach was sometimes critical when it came to evaluating the relevance of the scientific approach espoused by the German physiologist. Combarieu devoted a series of articles to the “principal systems of musical aesthetics” and within this context, published a text in 1902 on Helmholtz’s “physiological theory,” in which he developed three critical points (Combarieu 1902a).

Without entering into a detailed analysis of Combarieu’s position, it is useful to focus here on his key arguments, which highlight both the importance of science’s contribution to the understanding of musical phenomena of the period and the doubts that this contribution raised for some musicologists, even if often, as pointed out by Campos, “Combarieu’s generalisations fall short of scientific demonstrations, [the latter yielding] frequently to the tropism of the aesthete” (Campos 2006, 24). Yet Combarieu’s discourse is not necessarily an isolated example—it shows the difficult transition the discipline was experiencing, moving from an amateur undertaking built upon the foundation of a certain rhetoric to a professional endeavor based on advances in the humanities and natural sciences, and that was progressively assimilated by new generations. It is not surprising to observe that Combarieu’s first critique concerned the detachment adopted by the German scientist in relation to the very essence of music:

Theorising consonance and dissonance, graphing and measuring certain vibrations, analysing a given sound with the help of laboratory instruments, etc., is no doubt “carrying the torch of the higher analysis” of interesting phenomena, but it tells us nothing about music. 
(Combarieu 1902a, 46)


While acoustics can explain the musical phenomenon, it cannot explain music’s essence in the sense that, according to Combarieu, there can only be music when there is “a sequence of sounds with meaning” (47). The second critique relates directly to physiology, which Combarieu considered a “science still too underdeveloped, too contradictory to contain all of musical psychology,” all the while setting Helmholtz’s work against that of the psychologist Carl Stumpf. His third critique builds on the previous one:

In terms of the ear’s structure and the function of each of its parts, science has seemingly not yet arrived at complete and definitive results. The ear is still poorly understood; like the great explorers who gave their names to the land, mountains, lakes, and rivers they discovered, physiologists continue studying this little world of wonders and, on many points, they make simple hypotheses. If, generally, it is merely the ear’s organisation that causes musical pleasure or displeasure, we can first ask if artistic intelligence, meaning, and education, rather than being a good thing, are a useless surplus of riches, even an embarrassment, a hindrance to nature’s work. (48)

Nevertheless, Helmholtz’s research did find considerably more positive resonance in, for example, the work of an aesthetician, Charles Lalo (1877–1953). Music was the research topic in Lalo’s first works and would remain as important for aestheticians as for musicologists. In 1908, he defended a doctoral dissertation that would become a book: Esquisse d’une esthétique musicale scientifique. Lalo devoted a chapter to Helmholtz’s physiological theory of music, which he analyzed thoroughly while adopting a critical stance that questioned the possibility of a physiological theory’s taking into account the musical taste and social issues raised by changes in aesthetics. In doing this, Lalo introduced the social dimension into the very heart of the physiological investigation, thereby suggesting that, in limiting oneself to a single perspective, it is not possible to explain musical phenomena, and even less so the historical development of musical practices. Lalo argued for a global approach to aesthetics and based his project on the importance of the concept of “social reality”:

Only in the seventeenth century, with Descartes and Mersenne, did its character change [to no longer be merely mathematical]; and the subsequent generation realised, with Sauveur, Rameau, or Père André, that the science of music is twofold: physical and mathematical. Intellectuals at the time believed they could neglect the first perspective: the recent rise of psycho-physiology to the ranks of the positive sciences had seemed to allow Helmholtz to cease relying on it exclusively. More recently, contemporary scholars have separated and isolated psychology as though it alone is sufficient: for Stumpf, Lipps, or H. Riemann, music theory is essentially psychological, not physiological. At last, and only just now, a few clairvoyant thinkers are beginning to discern a new order of reality beyond all others: social reality.

(Lalo 1908, 9–10)


A student of Émile Durkheim, Lalo believed that sociology possessed a unique characteristic—that of “inferring” things about the other sciences by “supplementing” them while “itself remaining specific and irreducible.” Thus, based on the methodological foundations of Positivism and Durkheimian sociology, he proposed giving aesthetics “an objective and scholarly methodology,” and it was to music that he applied the concept. Of course, the introduction of sociology to the study of music incited debate. After Lalo’s dissertation defense, Rolland, who was taking part, wrote to the candidate to congratulate him, while clarifying that he did not share all the aesthetician’s views:

I congratulate you most sincerely. You have created a powerful, harmonious, rich work. In reading it, I said to myself “At last! Here we have musical aesthetics.” I presently know of none that are not barbarous and ridiculous mutilations of the artistic reality. Yours is both scholarly and deeply human. There are many points upon which we disagree. I even believe that we do not experience music and art in general in quite the same way. But, no matter. Regardless of how interesting the ideas and how solid the system’s construction, I attach even more value to personality; and I am pleased to meet one such as yours.18

When Lalo’s book was published, Combarieu echoed the reticence of historians and undoubtedly repeated certain criticisms that had been articulated by Rolland during Lalo’s defense—notably, that which related to historical “errors.” In his report on the book published following the defense, Combarieu wrote:

Mr. Lalo brings to music philosophy studies the valued benefit of a well-informed and distinguished mind. I would gently reproach him for exploiting the word scholarly, for almost never citing the works of composers (there is no music in his book), and for having a slightly lofty perspective. The conclusions are not easily decipherable to a reader who is merely a musician. We must not forget that in many cases, the best way to philosophise is to put philosophy aside. In Mr. Lalo’s book, there are also dangerous sociological preoccupations from Mr. Durkheim’s school of thought. The Sorbonne jury was displeased. These preoccupations will undoubtedly lead (p. 261) to a categorisation of musicians that is highly contestable. (Thus, the progressions of Gregorian chant placed in Romantic art; Handel and Bach also placed among the Romantics; etc.). 
(Combarieu 1908, 235–236)


Combarieu was referring to what Lalo described as the “law of musical evolution”: a mechanical law, related to a process of progressive accumulation, and an organic law, known as “increasing complexity.” From this system, Lalo divided music history into four periods based on specific musical systems: “Greco-Roman chant of the Antiquity, Christian melody, Medieval and Renaissance polyphony, [and] modern harmony” (Lalo 1908, 259). Each period was articulated using the same automatic schema of three states, each one incorporating two “eras” (pre-Classical [primitive, precursors], Classical [true Classical and pseudo-Classical], and post-Classical [Romantics, Decadents]. This system led to a specific categorization of works that was partially external to the traditional chronology. Thus, the works of Bach and Handel wound up in the third period, characterized by polyphony (originating in the Middle Ages), and were designated “Romantic” works. In Lalo’s aesthetico-sociological system, this is coherent, since something is Romantic when it “is produced after a Classical period (represented here by the works of Palestrina), at a time in which it can only be compared to the Classical style, as long as it truly represents not a relic but the active and fertile life of contemporary ‘high art’” (253). The semantic weight of Lalo’s terminology was clearly too vast for historians to unravel or to follow the aesthetician in his methodical reasoning.

This theoretical exercise drew from the Durkheimian school of thought that renders the social aspect autonomous.19 This therefore was the path taken by Lalo, one that allowed him to conceive the internal laws of musical development so far as he considered “aesthetic life” an “independent organization whose work is separate enough that a certain number of inherent links can be established in its evolution, without having to consider a single other factor more important than the moment preceding this very evolution” (252–253). Lalo’s case confirms that, as with other sciences, the arrival of sociology in Germany, as in France, played an important role in redefining disciplinary boundaries and allowed researchers to envision the study of music from different angles and based on new theoretical foundations.



New Sciences for the Study of Music: From Sociology to Psychology


The relationship between musicology and sociology was not simple to grasp. Initial studies didn’t have an immediate impact, and as seen in Lalo’s case, the new science was hindered by those holding to a strictly historical approach, at least in France or, as seen in the case of Jules Combarieu as studied by Campos, adhering to combination of sociological and musicological approaches that was not very successful. While Combarieu referred in his writings20 to the work of Gabriel Tarde, Henri Hubert, and Marcel Mauss (1872–1950), detailed discussion of the works of these sociologists was often avoided, with sociological theory and method used to benefit the “lone facts” presented in the excerpts chosen by the musicologist (Campos 2006, 23–27). Campos concluded that “there is a major rupture with the leading musicographical discourse, but the use of Durkheimian sociology has ultimately turned out to be superficial” (26).



Is it possible to wholly blame Combarieu for his “superficial” approach? In the absence of foundational works in socio-musicology, this was nonetheless an attempt that deserves consideration. And yet, some German sociologists were already working on sociological issues relating to music. That was the case with Georg Simmel, who in 1882 presented his Psychologische und Ethnologische Studien über Musik (Psychological and Ethnological Studies on Music), which was in fact a doctoral dissertation presented to the Faculty of Philosophy at Humboldt University of Berlin, where the jury—who rejected Simmel’s text—was composed of Julius Zupitza (1844–1895), Eduard Zeller (1814–1908), and Hermann von Helmholtz (Pedler 2010, 305). As Pedler points out, Simmel’s work would soon be forgotten (315), even though it was published in 1860 in the encyclopaedia Zeitschrift für Völkerpsychologie und Sprachwissenschaft, which was edited by Moritz Lazarus (1824–1903) and Heymann Steinthal (1823–1899). The text appeared in volume 13, and would be the subject of an anonymous review in the July 1885 issue of the Revue philosophique de France et de l’étranger, edited by the philosopher Théodule Ribot (1839–1916). The review listed, one after another, the empirical examples studied by the German philosopher and sociologist. Pedler reiterates that this text: “does not constitute a coherent argument or a program of study for a sociology of music [but it offers] two analytical dimensions … social significance that is represented and expressed by music and … the position and function of music in society” (Pedler 2010, 314).

Though the review was limited to summarizing the facts used for making its argument, the very presence in Ribot’s journal confirms that these music studies circulated in some fields, just not likely among musicologists. Based on an analysis by Klaus Peter Etzkorn,21 Pedler suggests that Simmel’s text failed to find favor because “the objectivist approach that dominated in Germany during the last two decades of the century stands in contrast to the ‘qualitative’ Simmelian approach.” As one of Simmel’s early works, this music study would be put aside in favor of subsequent research, but it nonetheless remains an excellent example of a noteworthy work whose impact was temporarily minimal because the scholarly community was not inclined to carry it forward and ensure its dissemination. Socio-musicologists would have to wait for the publication, in 1921, of Max Weber’s (1864–1920) work on music (Die Rationalen und Soziologischen Grundlagen der Musik, 1910–1913 [The Rational and Sociological Foundations of Music]) before establishing an initial frame of reference for the development of sociomusicology (Ravet 2010, 277).

While sociomusicology’s origins were only beginning to appear in Germany as in France during the final decades of the nineteenth century, the situation was similar for the psychology of music. Yet there were significant differences in Germany if one considers, for example, the work of Carl Stumpf. In Spitta, Chrysander, and Adler’s journal Vierteljahrsschrift für Musikwissenschaft, Stumpf regularly submitted studies in the scientific and experimental psychology of music. The journal’s inaugural issue (1885) included a study on the psychology of music in England (“Musikpsychologie in England”). Although the journal ceased operations in 1894, Stumpf’s work would continue to be published since, in 1898, he founded the journal Beiträge zur Akustik und Musikwissenschaft (Contributions to Acoustics and Musicology), whose nine volumes would be released intermittently until 1924. The work of the German psychologist would find resonance within Lalo’s work, but also much sooner in the specialized French media because Lionel Dauriac presented and discussed the work throughout the 1890s (Dauriac, 1891).

A student of the École Normale and holder of an agrégation (high-level competitive examination in France) in philosophy, Dauriac defended, at the Paris Faculté des lettres in 1878, a doctoral dissertation entitled “Les notions de matière et de force dans les sciences de la nature” (“The Concepts of Matter and Force in the Natural Sciences”). He was granted a chair in philosophy at the University of Montpellier in 1882. In 1890, he created a philosophy of music course about the psychology of the musician, a major innovation in the French university curriculum of the period. Dauriac’s writings would have significant national and international impact, since they were regularly published in the Revue philosophique de France et de l’étranger, founded by his friend Théodule Ribot.22 Between 1893 and 1896, Dauriac wrote a series of six articles on the “Psychology of the Musician,” in which he addressed “musical aptitudes,” the concepts of “hearing/listening,” “intelligence,” “memory,” and musical “emotions” (Duchesneau et al. 2017a).23 His interest in Stumpf’s approach led him to undertake a research trip to Germany in 1895 to learn about the development of university studies in musical aesthetics.24 That same year, he relocated to Paris to teach, in the hope of being appointed to the Sorbonne. But just as for musicology, the institutionalization of the psychology of music would be delayed in France because, despite Ribot’s support, the plan for a chair in music psychology and aesthetics at the Sorbonne would not see the light of day, even though Dauriac taught classes on “the evolution of music and musical taste in France from La Muette de Portici to Robert le diable,” whose content would be published under the title Psychologie de l’opéra français (Auber, Rossini, Meyerbeer) (1897). Dauriac’s scholarly objective was to determine the “possible psychological effects [of musical works] on the listener and, since these effects depend, in part, on their cause, the nature of their psychological value or meaning” (Dauriac 1897, viii).



Internationalization of the Discipline: German Musicology under the French Microscope


While the interdisciplinary works of some scholars like Helmholtz, Stumpf, Dauriac, or Lalo were circulated in the music research milieu, their steady availability was uncertain.25 Owing largely to the ease of translation of their most significant works, the German output was more widely disseminated than were French works. However, the flow of knowledge continued by different means, notably through numerous connections among musicologists that crossed national borders. Paradoxically, this circulation of musicological information would benefit from an atmosphere of competition and national affirmation.

In general, there was strong competition between France and Germany in all fields of inquiry after the Franco-Prussian War. Indeed, this competition had nationalist roots, and it certainly led to making both nations exceptional, powerful, and influential. In each case, from a musicological perspective, this competition resulted in differing views of the discipline, with the French assuming a scholarly, philological tradition and the Germans, a linguistic one.26 Still, one common factor—history—united them while simultaneously igniting tensions. Works on music history would circulate much more broadly and would be debated. To be convinced of this, simply read what Rolland wrote to Dauriac the day after the Paris music history congress of 1900:

The primary advantage that I see in this congress, is that it made French musicology aware of its force. I have felt this strength emerging for several years now, and I believe Germany could have a surprise coming. I’m not referring to French superiority, which in my opinion is overwhelming, in the study of music of the Late Medieval Period. However, if Aubry and Expert successfully complete their vast undertakings, it will provide us with imposing monuments of French scholarship and of our ancient art.27

Though Dauriac traveled through Germany to learn about new scholarly studies in music, he was not the only French national to undertake such a voyage. Jules Combarieu studied with Spitta in Berlin, Jean Chantavoine (1877–1952) was a student of Max Friedländer (1829–1872) in Berlin, and from 1904 to 1905, Jules Écorcheville pursued his studies with Riemann at the Institute of Musicology, University of Leipzig. German research garnered particular attention from French scholars, as evidenced by publication in La Revue d’histoire et de critique musicales, in 1902 alone, of eleven critical reviews of German writings, which included the works of Ritter, Riemann, and Adler (Combarieu 1901, Laloy 1902d and 1902e, Trillat 1902). The same journal also published detailed summaries of works for new issues of Neue Zeitschrift für Musik, Der Klavierlehrer, and Bayreuther Blätter. In the 1900s, the journals Le Courrier musical and La Revue d’histoire et de critique musicales reserved significant space for translations of articles, books, and conferences by German-speaking musicologists.

This interest in German musicology was not an isolated phenomenon among the French—it reflects a strong tendency in French intellectual circles to compare themselves to their peers in Germanic countries; it was a dynamic that combined admiration and a sense of competitiveness exacerbated by the defeat of 1870 (Yon 2014, 106–107). French historians such as Ernest Lavisse, Charles Seignobos, and Gabriel Monod would all visit German universities, and historical studies in the German language would be essential references for the French (Delacroix et al. 2007, 103–104).

Riemann’s works must be mentioned as among those of the German musicologists most monitored by the French. Between 1902 and 1906, no fewer than ten articles or series of articles were devoted to his work and his opinions. These articles can primarily be found in Le Courrier musical, in La Revue d’histoire et de critique musicales, and in Le Mercure musical. This “Riemannian moment” coincided with Michel-Dimitri Calvocoressi’s (1877–1944) 1902 translation of the Manuel de l’harmonie (Handbuch der Harmonielehre), but also with Georges Humbert’s translation of the Dictionnaire de musique and Éléments de l’esthétique musicale (Die Elemente der musikalischen Ästhetik) in 1899 and 1906, respectively.28

The attention given to Riemann led to articles on true music theory and analysis. Le Courrier musical published “Analyse harmonique du prélude de Tristan et Yseult,” in which the German musicologist Max Arend (1873–1944) suggested going beyond the analyses put forward by Karl Mayrberger (1828–1881) in 1881 (Mayrberger 1881) and “explaining Wagnerian harmony scientifically,” based on the “revolution led by Moritz Hauptmann” in Natur der Harmonik und Metrik (1858) and the theoretical works of Riemann that “shine a bright light on this mysterious problem of harmonic affinities” (Arend 1902, 101). In La Revue d’histoire et de critique musicales, Calvocoressi and Paul Landormy (1869–1943) reacted as favorably to these theories as Arend had in Le Courrier musical. Calvocoressi characterized them as a “new harmonic system,” allowing the musicologist to break with the “routine [of] harmony as it is applied” (1903, 543).

In Riemann’s work, Paul Landormy recognized “a theory, and no longer just a collection of empirical instructions” (1904, 140), while considering that the principle of lesser harmonies was a “hypothesis that observation of the facts has not confirmed” (139–140). Presentations and discussions of Riemannian theories do not seem to have permanently altered the practice of music analysis, nor did they contribute to giving analysis equivalent importance to music history within French musicology. Nevertheless, Riemann’s work was a subject of discussion and there was a real attempt at adoption of his ideas by the first decade of the twentieth century. This is reflected in the praise that was bestowed on his “numerous and crucially important” publications in “music history and theory” by the editors of Le Courrier musical in 1903,29 by Écorcheville in 1909,30 and by the participation of André Pirro (1869–1943) in the Riemann-Festschrift volume published that same year.31



Interdisciplinary Perspectives


In 1900, despite major resistance on the part of some musicologists, including Romain Rolland, music as a field of study had grown to be quite vast. During preparations for the Music History Congress in Paris, Julien Tiersot (1857–1936) and Romain Rolland received proposals for talks on themes that strayed far from the music history field, in the direction of other areas like pedagogy, sociology, and even arts administration. In July 1899, while Tiersot was organizing the congress, he wrote to Rolland:

My one wish is that we stay focussed on precise and well-defined topics, and stay away from the phraseology that is unavoidable if we lean toward discourse about general ideas. Hence, I believe we must clearly define our subject, which is history, not aesthetics, nor archaeology, nor some rather mystical and fanciful visions of the future.32

Despite the two men’s shared wish to focus on music history, the pressure to vary would be too great and the final program would include a “Musical Aesthetics” section that would bring together everything not strictly historical in nature. This meant topics related to music’s educational and social roles, musical thought and its influence on literature, and even music history’s practical applications for the composing or performing musician (Chasseloup-Laubat 1906, 325–326).

Throughout the nineteenth century, and especially in its final decades, studies on music benefited from significant developments in the social sciences and considerable advancements in the natural sciences. If the fact that musicology developed around a topic rather than as a method itself makes it a science that is unavoidably interdisciplinary, it also means that the first generations of musicologists could not uphold their intellectual independence from other sciences. That Rolland and Tiersot wanted such independence for musicologists did not diminish their desire for a close relationship with music history. In 1902, Rolland wrote to Henry Expert (1863–1952) regarding the courses taught at the École des hautes études sociales:

At the École des hautes études sociales, we have an excellent platform for making the voices of our grand old artists heard, as well as the most intelligent audience in France. Someone like Croiset, Lemonnier, or Seignobos33 would do more for the dissemination of Maîtres musiciens de la Renaissance than all the Breitkopfs and journalists.34

Could it be that Rolland, by evoking Breitkopf, was referring to the fact that Spitta, Chrysander, and Adler’s journal was published by Breitkopf & Härtel, and that it promoted a multidisciplinary, even interdisciplinary approach to music? The famous table dividing up areas of Musikwissenschaft (musicology), as published in the first issue of the journal, draws on the entirety of the social and natural sciences, even if many fields were considered “auxiliary sciences” (Adler 1885, 16–17). While giving an organizational structure to the discipline, Adler’s proposal also shed light on all the spheres of knowledge that must be brought together to study the phenomenon of music. Each of these spheres would come to exist in its own right, developing at its own pace. For example, ethnomusicology is evoked with Simmel’s work, but so could it be with the work of many others, like Tiersot in France, Gaston Knops (1874–1942) in Belgium, and Constantin Brăiloiu (1893–1958) in Romania in the 1930s. However, this claim would make it necessary to go beyond the scope of this chapter. By the same token, it would have been necessary to evoke Max Weber, whose work in sociomusicology, initiated at the very beginning of the twentieth century (Die rationalen und Soziologischen Grundlagen der Musik, published in 1921, but dating back to the 1910s), would be an important part of the sociomusicological future; for as Pedler points out, Weber’s praxeology “remains rich in hitherto unseen developments” (Pedler 2010, 312). Here, though, we are manifestly exceeding the limits of the “long” nineteenth century.

In summary, this long nineteenth century unquestionably laid the foundations for an immense network of musicologists and music scholars, whose bonds, strained by international conflict, would nevertheless remain unbroken. The creation of the Société internationale de musique (1899), which would attract the most attention from musicologists like Jules Écorcheville, would be the source of postwar international initiatives: the Société internationale de musique contemporaine (1922), then the Société internationale de musicologie (1927). It was then that musicologists like Henry Prunières (1886–1942) and Edward Dent (1876–1957) would begin broadening the international scope of a modern and inevitably interdisciplinary musicology.






Notes






*
 This chapter was translated by Stacey Brown, whom I thank for the quality of her work and her pertinent remarks.




1.
 The result of merging Le Mercure musical and the Bulletin de la Société internationale de musique meant the journal would carry different names throughout its long history until 1914. On this subject, see Segond-Genovesi 2015.




2.
 Although the term “interdisciplinarity” could be anachronistic, considering that musicology was not yet unanimously recognized as a discipline at the end of the nineteenth century, it seems useful to structure this reflection and to create a distinction between interdisciplinarity and multidisciplinarity, as will be developed later in this chapter.




3.
 In 1893, the Austrian psychologist and musicologist Richard Wallaschek (1860–1917) published in London Primitive Music. An Inquiry into the Origin and Development of Music, Songs, Instruments, Dances, and Pantomimes of Savage Races, a book in which he criticizes Darwin’s theory that certain animals, including birds, are sensitive to sound quality, that singing, for example, has an impact on the female’s choice of reproductive male (1893, 244–246). In an article published in La Revue musicale, musicologist Jules Combarieu quoted Wallaschek in a discussion about the physical effect of music on living beings (Combarieu 1902b, 119–121). Combarieu’s reflection was then initiated by the philosopher Théodule Ribot, who suggested that “civilized man is sensitive to music (with a few exceptions) to varying degrees, from the popular who prefer well-rhythmic tunes like the wild to the most refined music lover; but for all, the first effect is physical” (Ribot 1896, 105).




4.
 Rémy Campos justly affirms that at the turn of the twentieth century, in France, despite a certain “promiscuity” between work in sociology and in music, “like that of the École d’art with other branches of knowledge at the École des hautes études sociales, it would not lead to a discipline-focussed dialogue worthy of this designation” (Campos 2006, 27).




5.
 The book was published in 1909 and I found no review of it in La Revue musicale S.I.M., the main media at the time for French musicologists. It is necessary to turn to generalist journals such as the Journal des savants to find a commentary developed on Combarieu’s book (Foucart 1910, 231–233).




6.
 It should be remembered that La Tribune de Saint-Gervais, a journal associated with the activities of the Schola Cantorum, was subtitled Revue de musicologie de la Schola Cantorum beginning in 1908.




7.
 These professorships were sometimes labeled “chair,” most notably when this came up in French or English writings—they were in fact positions for an “Ordentlich Professor,” which can be translated as “ordinary” professor and simply means a “regular” position. Since it was a “regular” position that can be equivalent to university professor, there is no distinction made here between chairs and other positions, notably elsewhere in Europe, unless the positions were temporary. In this case, when information was available, I have indicated the position “title” while homogenizing the broadly varied designations. Thus, for “Außerordentlich Professor,” literally meaning “extraordinary professor” but corresponding to the status of lecturer or sessional instructor, I have chosen the expression “adjunct professor.”




8.
 In context, music history is dominated by the study of the progressive development of musical style whose history is examined through works themselves. But this approach is sometimes tinged with broader cultural considerations, such as the role of the church, the royal courts, the evolution of audiences’ social transformations after the Revolution, or the evolution of the organology associated with technological advances.




9.
 Fauser explains: “The musical document offered by publishing, the acoustic reality born of performance, research for traces of authenticity undertaken like a detective: here are the foundations of the archaeological enterprise at the service of human truth through art” (Fauser 2006, 126).




10.
 Letter from Vincent d’Indy to Charles Langrand, March 18, 1911 (Indy 2001, 718).




11.
 The importance of law is not a distinctive sign of future musicologists since for quite some time professional faculties dominated the university landscape. In 1860, in Vienna, 45.7 percent of students were enrolled in the Faculty of Law (Charles 2010, 70).




12.
 Pierre Aubry, La philologie musicale des trouvères par Pierre Aubry, Licencié en Droit et Licencié ès Lettres (excerpted from Positions de thèses de l’École des Chartes) (Promotion de Toulouse) (Toulouse: Imprimerie et Librairie Édouard Privat, 1898), 3, cited by Campos 2006, 35.




13.
 “Nothing is alien to me.” Here, Écorcheville is perhaps adapting the famous Terence quote: “nothing human is alien to me.”




14.
 Here, I refer the reader to analysis articles that Laloy published in Combarieu’s La Revue musicale (Laloy 1902a, 1902b, 1902c).




15.
 Campos estimates that at the turn of the twentieth century, there were around twenty French musicologists (Campos 2006, 38).




16.
 Helmholtz’s 1863 book Lehre von den Tonempfindungen was very quickly translated into French, with an edition appearing in 1868: Théorie physiologique de la musique, translated by Georges Guéroult (Paris: Éditions Victor Masson et fils).




17.
 In his book, Fichet introduces other scientists of the nineteenth century who would attempt to establish scientific theories of musical language: the mathematicians Camille Durutte, Alexandre-Jean Morel, and Charles Henry, who sought to bring together the science of acoustics and physiology. But he specifies that in the case of Morel and Henry, while their work “is situated in the same vein as Helmholtz … their theories are far from having the same scope as his” (Fichet 1995, 61).




18.
 Letter from Romain Rolland to Charles Lalo, July 16, 1907, Romain Rolland Collection, Music Department, Bibliothèque Nationale de France.




19.
 Incidentally, the book is dedicated to the philosopher Octave Hamelin and to Émile Durkheim.




20.
 During the 1902–03 season, Combarieu gave a conference series entitled “La musique au point de vue sociologique” (&quot;Music from a Sociological Perspective”) at the École des hautes études sociales. He published these conferences in La Revue musicale with the title “Esthétique musicale” (“Musical Aesthetics”). The change of title bears witness to the flexibility of the boundaries between the assembled disciplines.





21.
 Etzkorn edited Simmel’s writings in 1968, including his essay on music (Simmel 1968).




22.
 In 1888, Ribot became the first holder of the chair in experimental and comparative psychology at the Collège de France.




23.
 The content of the Revue philosophique de France et de l’étranger reveals additional work on the psychology of music, since it would go on to publish, among others, the studies on chromatic audition led by three psychologists: Henri Beaunis (1830–1921), Alfred Binet (1857–1911), and Jean Philippe (1862–1931).




24.
 The ties that Dauriac formed in 1895 with the German university milieu made it such that, in 1899 when German musicologists founded the International Musical Society (IMG; Internationale Musikgesellschaft), they designated Dauriac the spokesperson in France of the new society. In addition to Dauriac, the French members of the IMG were, in 1899, theologian and musicologist Antoine Dechevrens (1840–1912), Swiss-born pedagogue Mathis Lussy (1828–1910), and music critic Arthur Pougin (1834–1921). Dauriac would attempt to better establish the links between the scholarly milieus on both sides of the Rhine, but during the Music History Congress of 1900, tensions between the French and the Germans regarding the international representation at the event would lead to Dauriac’s being rapidly isolated when faced with Rolland’s and Expert’s refusal to turn control of the congress over to the IMG (Duchesneau 2017).




25.
 For this section, a few passages are drawn from the author’s work published in Duchesneau et al. 2017a.




26.
 As Campos points out, philology is a “compulsory rite of passage for scholarly training in this period” (Campos 2006, 38).




27.
 Letter from Romain Rolland to Lionel Dauriac, August 8, 1900, Romain Rolland Collection, Music Department, Bibliothèque Nationale de France. In 1905, in Combarieu’s journal La Revue musicale, a critical review written by Michel Brenet (Marie Bobillier) of German musicologist Robert Eitner’s dictionary of music and musicians (Biographisch-bibliographisches Quellen-Lexikon der Musiker und Musikgelehrten der christlichen Zeitrechnung bis zur Mitte des neunzehnten Jahrhundert [11 vols., Leipzig: Breitkopf und Härtel, 1900–04]) still describes this opposition between French and German musicology: representatives of “German scholarship” tended to look down on those she considered “feuilletonistes français” (trivial French writers) (Michel Brenet, “La science musicale allemande. Robert Eitner et son Dictionnaire des musiciens. Étude critique,” in Revue d’histoire et de critique musicales, October 15, 1905, p. 480). From 1890 to 1898, Brenet corresponded regularly with Robert Eitner. In fact, she collaborated on A Dictionary of Music and Musicians (483), which changed the way German musicologists perceived their French colleagues.




28.
 Beginning in the mid-1890s, Humbert worked on the French translation of L’harmonie simplifiée ou théorie des fonctions tonales des accords (Vereinfachte Harmonielehre oder die Lehre von den tonalen Funktionen der Akkorde [London: Augener, 1893]).




29.
 Editorial, “Hugo Riemann,” in Le Courrier musical, August 1, 1903, p. 1. The original cover of this issue reproduced a medallion portrait of the musicologist.




30.
 Jules Écorcheville, “Le Professeur Hugo Riemann,” in Bulletin français de la S.I.M. (formerly Le Mercure Musical), October 15, 1909, pp. 823–826.




31.
 André Pirro, “Remarques de quelques voyageurs sur la musique en Allemagne et dans les pays du Nord de 1634 à 1700,” in Riemann-Festschrift, gesammelte Studien (Leipzig: Hesses, 1909), pp. 325–340. Other French musicologists would participate in the Riemann tribute volume: Dom Mocquereau, Dom M. Beyssac, Aubry, Brenet, Écorcheville, Rolland, and Malherbe.




32.
 Letter from Julien Tiersot to Romain Rolland, July 6, 1899, Romain Rolland Collection, Music Department, Bibliothèque Nationale de France.




33.
 Alfred Croiset (1845–1923) was a professor of classical philology at La Sorbonne. Henry Lemonnier (1842–1936) was an art historian and also professor at La Sorbonne. Charles Seignobos (1854–1942) was a historian specialising in political history. He taught at the Sorbonne. The names of these three historians show how close Romain Rolland and several of his musicologist colleagues were to the French methodical school of history.




34.
 Letter from Romain Rolland to Henry Expert, July 4, 1902, Romain Rolland Collection, Music Department, Bibliothèque Nationale de France.
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THE MUSICAL TIMES.—Serrexses 1, 1913.

The musical interpretation, or, as i is preferably
called study of the character of Falstal,
practically in one movement, with two interludes,
fo. be noted later, and falis naturally into four
rincipl dvisionswhich run on ithout break.

hese_divisions are not shown in the score, but
itis convenient to cite them as follows

1. Falsaff and Prince Heory ;
1L Eastcheap, — Gadshill, — The Boar's
Head, révelry and slecp ;
1L Falstaffs March,—The return through
_The new King,
The hurried rde to London ;
1V. King Henry Vs progress, —The re-
ptiaton of Falsaf, and his des.

Some lines quoted from the plays are

occasionally placed under the themes to indicate

the fecling o be conveyed by the music; but it is |

ot intended that the meaning of the music often
varied and intensified, shall be narrowed to &
corollay of these quotations only, and this simple
presentation of the composer’s ideas makes no
Attempt to describe the manifold combinations of
the themes, the contmpuntal devices, and other
compleniies of the score.

1

‘An apartment of the Prince's’—at court,
—“Enter Sir John Falstafi’; we see him ‘in &
green old age, mellow, fraak, gay, casy, corpulent,
Toose, unprincipled, and luxurious” :*

Ben

| The sscending crescndo passage (cell, Ex. 3)
shows Falstaf as cajoling and persuasive:

| 2= ==

s

| et ,,!Jid_g,g‘"«

“Sweet wag, when thou art king, &c.

The gargantuan, wide - compassed_fortissimo
(Ex. 4), st given to the strings in three octaves,
RhoRS s boasflness and olosel memdaciy

X am 2 ogae f £ were ot at bl smord with &
doxen f hem two s togeber”

The Prince is suggested in bis most courtly
and genial mood by ¢

This, the chief Falstaff theme, appears in varied
tempi throughout the work, and. knits together
the whole musical fabric.

Tt will be convenient to place here the rest of |
the personal Falstaff themes, aithough Ex. s does
not occur tll section 1.

=
o

=

The symbol of his stern, military chasacter will be
found later (Ex. 21).

As the scenc is mainly a conversation the music
consiss of a presentation and variation of these
themes, ending with an impetuous rush of Ex. 1,—
the persuasive Falsafl has triumphed,  the
dominating Sie John is in the ascendant.

1w

We are in Eastcheap and plunge into a quicker
tempo commencing with a theme made up of short,
brisk phrases :

am not any wity i myse bt the cante that wit
iinomermen’

g
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" Ce solr nous avons eu:

Della tromba il suon guerriero.
PorrocaLLo.

Frenar vorreile lacrime.
Idem.

Nel cor it on mi sento.
PaisteLLo.

Second Concer, i Milan.

Delfrenate e lacrime.
Pucena

Ombra adorata aspetta.
CaascaTivi.

Nel cor pienon misento
PasikiLo.

Troisiéme Concert,

Dellatromba il suon guerrcro.
PortoaaLio.

Per queste amare lacrime

O dolee contento!
Mozanr.

Quatriéme Concert.
Son Regina.

PoRToGALLO.

Dol tranguillat.
Madame C. a chanté cetaie avee Gall et made-
moisellc Cor, son léve.

Ohcara damre!
de Gugliclmi avc Gall

Sul margine dan rio.
Mutico.

Che momento non pensato,
erzettode Puccit, avee Gall et Remori
de Gall  écrasé cclle de a femme célébre.

La voix

Cinguitme Concert.

Quelle pupille tenere.
Cinarosa.

Che soave zephireto.
Mozarr.

Stanca di pascolare.
Mutico.

Frenar vorreile larime.
Laci darem la mano.
Mozawr,

Dolce tranquillitd.
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