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many First performances of Beethoven's music in
England and to Samuel Wesley we owe the first knowledge
of J.5. Bach., Haydn wrote some of his best music for the
London audiences.

Young's comment about the amount of musical
activity is most certainly true of London and is also
indicative of many proviancial areas as well:

"The ardent music lover who lived in London during

the reign of George III had no reason to complain

of the lack of opportunity to hear mudsic; indeed
he might well have felt the daager of super-
1

abundance." 7°

In many homes in England conditions were such that
many people could not afford the entertainment provided
at the concert rooms and theatres. Thus there grew up
an area OF music making that was essentially amateur.
The glee and catch clubs are ths most oObvious manifest-
ation of this. In homes where a little more expense could
be supported, the piano was the leading instrument in
music making. |

The attitude of wmuch of society towards music was
to regard it as a luxury. This was a respvnse to the
prevalent rational attitudes of the time. Music ful-
filled no useful function and therefore it <ould not be
regarded as one Of the necessities of 1ife. The wealthy

nobility znd gentry who did patromnise the theatre and

[=4

concert room did so frowm a desire to do the fasnionable

thing rather than from any real interest in the music,

, The concert tradition. p,l4l

Q




lag
4s Hutciings says:

"Ambitious music is scarcely mentioned by Englisy

men of letters of the early 19th century.

I would not give a fig to visit

Sebastian Bach, eor Batci, which is it?

Lamb's verses to his friend Novello nidight well be

truth in the mouths of most of his contempOraries

among the British aristocracy and Intelligentsia,"
The lower classes of society were much more homnest in
their attitude to music., They had no desire to see the
stilted and artificial Italian cperas that were presented,
the more democratic ballad Operas were more to their
taste. 4As previously mentioned the public zlways demanded
that the entertainments presented should not be boring.
Fireworks and other visual spectacles as well as familiar
music were the things that they wished to see and hear.

The contribution of Jane Austen te this thesis has
not been large, but it has been significant. Iusic was
not one of the wain interests of her life and therefore it
does not have an important place in her fiction. 1t has
been mentioned that she was always careful not be become
involved in her writing with topics such as medicine and
politics about which her knowledge was not comprehensive.
This could be one reason why there is not more mention in
her writing about the subject of music. However from the
evidence of her letters in particular it seems more

likely that her knowledge of music and musical activities

2. ROBERTSON, The Pelican history of music. p.206.




was in fact quite ccnsiderable. But it always took
second place in her 1life to her writing and interest in
literature.

Austen's attitude to music is a particularly honest
one. On various occasions she mentions either that she
preferred the fireworks or she enjoyed the music better
if she was some distance away from it. Her comments about
the opera productions that she attended are especially
disceraning. S0 too is her attitude to the attainment of
accomplishments by young ladies.

1t was partly the attitude to music of much of
society that was responsible for the lack of any English
musical tradition. Some critics blame this lack of
tradition on the absence of music schools like those on
the Continent; others think that the failure was owing to
the all-pervasive influence of HHandel, Yet exceyt in the
field of oratorio he had little direct influence from
1750 on. With respect to the cumposers, the period 1775
to 1817 does not seem to have been very distinguished,
Some possessed considerable talent but they canuot be
ranked with composers abroad. Apart from the classical
composers who were writing at this time the years 1786 to
1813 on the Continent produced Weber, Schubert, Berlioz,
Mendelssohn, Choypyin, Schumanu, Liszt, Verdi and Wagner,

England was certainly devoid of good composers for
the orchestra, In the vocal field, however, the native
composers could stand against tie foreign cowmposers who
were not interested in the anthem or the glee and who
Wwere outwritten by the English writers of oratorio. The

difference, for example, between Samuel Wesley's instru-
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mental compositions and his vocal masterjieces is quite

obvious. English composers were little affected by the
instrumental work of Haydn, Mozart or even J.S. Bach. No
attempt was made to compete with or even copy the great
masters. Church composers can hold their own against
comparison with those of other countries, but the same
cannot be said for theatrical composers. The names of
some composers has been remembered only through the
individual song which has become part of the folk music
of the country. During the Napoleonic wars English
theatre music reached its lowest level of all time,
There is little consolation in the knowledge that apart
froit Beethoven music¢ was in a low state all over Europe.
Although it must be agreed that there was no great
composer the equivalent of Haydn, Mozart or Beethoven, many
writers, Fiske for example, do not believe that English
composers were markedly dinferior from the creative
artists in other fields., There was no one the equivalent
of Fielding or Gainsborough, but maybe if Thomas Linley,

junior, had lived he would have been a coniposer of

similor calibre, Young similarly suggests that Cipriani

Potter just missed being a very good composer indeed,
partly because of the English attitude that English music
as such did not exist. As for Arune and Boyce, Green and
Storace, they stand in the same class as Thompson and
Jowper in the field of poetry and the painters Hayman agd
Wilson. The last decade of the 18th century contained
almost as wiuch new thinking in the arts, philosophy and

industry as in all the other decades put together. This

was the time of the great Romantic wave of poets, inciud-
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ing Wordsworth, (oleridge, Shelley and Keats, as well as

the great landscape painters Turner and Constable, No
country can expect many such creative artists. England
certainly had her share in fielids other than music. It
is Hutchings again who says:
"The dearth of great composers was no shame. Why
should even one be granted every century to a small

country when not a dozen are allocated to the whole

of Burcpe in two centuries or three? The shame lay

in general Fhilistinism as reflected in education,"3°
The main socurce of the bad reputation was a nuwber of
scholars of the succeeding generation such as Grove and
Fuller-imaitland, Most 20th century writers now admit that

the period was not such a cultural desert as has previously
been ciaimed.

The late 18th century was an exjpanding period in the
field of music. The practice and appreciation of it was

at least as much, if not more, widespread than in any

other country of Burope. By the beginning of the 1S¢h

e
)

century England could justly be described as one of the |

most musical countries in Burope, Unfortunately one of
the results of this popularisation of music was that
composers were forced to submit to the needs of the
situation. As we have seen in the theatrical business,
unless the composers wWrote the kind of music both the
audiences and the mansigers wanted their work would aot be
produced.

By the end of the 18%th century it is possible to

3. dibid. p.2086,
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see a noticeable change in emphasis within the overall
field of music. The main impulse was now secular nmusic,
given at concert rooms and theatres despite the infliuence
of the oratorio and the new evangelical religious wove-
ment., Similarly noble patrons had been replaced by
collective sponsors, both upper and middle class., As

the 1Sth century progressed it became agparent that the
wealthy industrial middie class offered better yrospects
of support than the aristocracy. Amateur musicians were
replaced by professionals, which was partly a result of
the change in style of wusic from baroque to galante.

The less expert amateurs were unable to perform the more
complex and difficult wmusic that demanded greater skill
in execution. Jonditions of the time also favoured the
establishment of an active jrovincial musical life. The
increase in population and wealth of the towns lead to
the establishment of musical societies, concert halls and
theatres.

The guestion that needs to be asked is what is the
basis for the assessmeunt of any musical period? 1Is it
necessary to have a great native composer who produces
many musical masterpieces or does considerable musical
activity and development in other fields of music apart
from composition compensate for the lack of a great
composer? We have agreed Englaand produced no such
composer during Jane 4susten's lifetime, but I feel this
deficiency is outweighed by the considerable amount and
variety of activity that was obviously happening during
the period, English music has always had strong vocal

tendencies but it was at this time that the growth of




choral societies and festivals began. There was no
comparative development in France for example. The
English choral tradition has renained strong and is
undoubtedly partly responsible for the 20th century
Renaissance of English music. This reason alone is
enough to comgensate for any lack of a great native

composer in the 18th and 19%th centuries,
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