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Abstract

This study focuses in detail on ingrumental chamber musc produced by women in the
early twentieth century, a paticularly fertile and unde-represented period with regard to
this topic and it draws on aspects of women@ history, British musc history and feminist
musdcology. It argues that the Cobbdt competitions ingigated by Walter Willson Cobbet
in 1905and the formation of the Sodety of Women Musciansin 1911 contributed to the
exploson of ingrumental mudc, induding phantasies, written by women in this period. It
highlights women@® place in British musical society leading up to and during the First
World War and investigates the relationship between Cobbsdt, the Sodety of Women
Mudcians and women composers themselves. Chambe works for a variety of
ingrumental combinaionsby six composers, Adda Maddison (1866 1929) Ethd Smyth
(18581944) Morfydd Owen (18911918) Ethd Barns (1880-1948) Alice Verne-Bredt
(18681958) and Susan Span-Dunk (1880192) (al at different stages in thdr
composgtiond careers at this time) are andysed. This is undetaken paticularly with
reference to thar formal procedures, an issue much discussed by contemporary sources.
The individud compogersOreactions (or lack of them) to the debate ingigated by the
Sodety of Women Musicians on the future of women® musc is condgdered in relation to
ther lives, careers and chamber musc itself. As the composers in this study were not a
cohesive group, creatively or ideologically, the dissertation draws on primary sources,
especially the archives of the Sodety of Women Muscians and Marion Scott, as well as
the writings of contemporary commentators, to assess the legacy of the chamber works
produced.
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Preface

During an undegraduge course | took on women composrs, the Sodety of Women
Musdcians (SWM) was mentioned in a footnote in lecture notes on Ethd Smyth (1858
1944) After discovering Smyth® volumes of memoirs, which did not contain detailed
information on the SWM or indeed other women composers, at tha time | was unable to
find any othe sources, which referred to them, further. Completing an undegraduae
dissertation on the 1908 American tour of French composer CZile Chaminade (1857
1944) furthe stimulated my interest in the activities of women mudcians in the early
twentieth century. Yet later, | was frudrated in attempts to find chamber works by British
women for my recitals. Thus | hopel an exploration of the SWM archive at the Royd
College and the archives at the Wigmore Hall would bring to light information on the
composgersinvolved in the Sodety especially those who had written ingrumental musc.
From many months spent in the archives, the names and activities of an
extraordinary group of women emerged; some of these were active members of the SWM
and others were composers who distanced themselves fromit. Many of the names remain
elugve and scores of much of the musc mentionad in programmes no longe exist. Some
doauments and musgc by a small group of women (induding the foundes of the Sodety
and active composr membes) have survived however. These have alowed a very
ovedue in-depth study of the activities, and in paticular the ingrumental music, of

women compors in early twentieth-century Britain.



Introduction

Any assessment of women@® musc and its reception requires congderation of their rolein
mudcal sodety. Early twentieth-century Britain offered women composers a very
paticular set of circumstances, both socia and muscal, in which to create ther works.
Themain pumpo< of the study is to uncmve some neglected works and place them in the
context of early twentieth-century British mugc. This exercise builds on the pionesring
work of Derek Scott, Derek Hyde, Sophie Fuller and Paula Gillett.* The general focus of
these studies and other works in this area, however, has been the necessary collection of
biographical material, the presentation of cultural context and, more specifically, the
promotion of songsand piano works by women. This study, therefore, is pat of a second
wave of mudcological investigaion into British women® musc. In this spirit it will
condder some aspects of women@ history and feminist criticism as well as feminist
muscology.

Congderation of women composers as a separate entity from thar male
counerpatsis anecessary divison for this andysis. Thisis not to arguetha women did
not face many of the same chdlenges as male composers, rather tha therangeof bariers

facing creative women and the female experience of interacting within a (ariarchd®

! Derek Scott, The Singing Bourgeois. Songs of the Victorian Drawing Room and Parlour
(London: Open University Press, 1989), Derek Hyde, New Found Voices: Women in Nineteenth Century
English Music (Ash: Tritone Music Publications, 1991), Sophie Fuller, @omen Composers During the
British Musical Renaissance 1880-19180) (upub. PhD Diss. Kings College University of London, 1998) and
Paula Gillett, Musical Women in England, 1870-1914: Encroaching on all Man® Privileges (Basingstoke:
Macmillan, 2000).



mudgcal society warrant further investigaion. At the same time, while many of theinitia
feminist mugcological studies have taken for granted dichotomies such as male/female,
public/private and equdity/difference, this study® methodobgy aims to investigate and
decongruct such binary relationships within the context of early twentieth-century musc.
This project therefore raises a nunbe of important questions which may ussfully be

addressed at the outset:

Why focus on vomen®
Is there something tha binds GvomenOas a group or is the category of GvomenO
maintained because it is the basis of feminism as a condruct and withoutit the discipline
would not exist? This is a much debated issue as Judith Butler argues, in her influential
book,Gende Trouble,:
[T]here is the political problem tha feminism encounirs in the assumption tha
the term women denotes a common identity. Rather than a stable signifier that
commandsthe assent of those whomit purports to describe and represent, women,
even of the plural, has become a troublesome term, a site of contest, a cause for
anxiety.
This is more than jug a semantic issue many writers have highlighted their concern that
the term Qvomen(is always defined in relation to Gnen.OIn the 1950sone of thefirst to
investigate this in terms of vomenQes @therOwas Simonede Beauvoir who argued that
therelationship between the terms @nanCand @vomanQwas not an equd binary:
In actudity the relation of the sexes is not quite like that of two electrical poles,

for man represents both the positive and the neutral, as is indicated by the
common use of man to designae human bangs in genera; whereas woman

2 Judith Butler, Gender Trouble: Feminism and the Subversion of I dentity (London, New Y ork:
Routledge, 1990), p.3.



represents only the negative, defined by limiting criteria, without reciprodity.

More petinently for this study, the assumption that there are enoughsimilarities
between GvomenCof differing age, class, race and historical period to judify the category
GvomenQas a useful distindtion has also been contested. Is the only thing tha binds
women the oppression tha they have expeienced, or is thee something more to the
female experience of being?As de Beauvoir argues, the fact tha women® oppression is
based on biological differences rather than a specific historical event has made the
oppression far more difficult to detect and decondruct.

When a man makes of woman the Other, he may, then, expect to manifest deep-

seated tendendes toward complicity. Thuswoman may fail to lay claim to the

status of subject because she lacks definite resources, because she feels the

necessary bondthat ties her to man regardless of reciprodty, and because sheis

often very well pleased with her role as the Other.*
Germaine Greer asserts that the concepts of the QisterhoodCof women, with common
ideals and even politics, isadangeousone

[E]ven more questionable than the suggestion tha sisterhoodunites women across

class and ethnic lines is the claim tha sisterhood binds women of different

generations Sisters, by definition, bdongto an age set.”

Greer, however, does advocte a GemaleOexperience and she is convinced tha
f]eminism exists outside the realm of political ingrumentality, as an ideal?

The définition of @vomanOwithin a male domain has repercussions for those

involved in academic research. Beverly Thiele expandson Artemis March@® three forms

3 Simone de Beauvoir, The Second Sex, ed. by H. M. Parshley (Harmondsworth: Penguin, 1972),
p.15.

*|bid. p.21.
® Germaine Greer, The Whole Woman (London: Anchor, 2000), p.292.
6.

Ibid. p.11.



of invisibility of women; @xcluson, pseudoindusion and alienaion 3 Thiele indicates
tha even academic work tha indudes women does not Qpeak of the paameters of
women@ lives without distortion. Women® experience is interpreted through mae
categories because the methodobgy and values of the theorists remain androcentric.®
This has particular relevance for how musicologists structure their andyses of women®
musdc, asit may betha certain methods of andysis will notyield consdered and fruitful
results. Thiele goes onto advocate a greater development of gynocentric themes before a
universal political theory can emerge. She writes @s Mary O®rien@ theorizing in The
Politics of Reprodudion (1981) illugrates so well, gynoentric theory is more than a
mere counerbaanceE it istheturn of a spiral, notaflip of acoin.®
Y et this area of feminist theory merely sets up yet anothe binary of gynoentric
versus androcentric andyses. Here six women composers are consdered within the
context of the mudcal sodety in which they were working induding interaction and
compaison with male compogrs. As Susan McClary argues:
[T]he women who have composd musc throughout Western history have
coexisted within the same cultural contexts as thdr better-known male
counerpats. Thus if we are to undestand how they might have opeated
differently within the same stylistic and syntactical procedures as men, we have to
begin unpicking wha and how thos appaently neutral procedures themselves
signify.’©
This study, therefore, attempts to avoid simplistic categorisation of voman®the women

themselves did not consider themselves a group, but an anayss tha has alowed for

’ Beverly Thidle, &anishing Acts in Social and Politicd Thought: Tricks of the Trade® in
Defining Women Social Ingtitutions and Gender Distortions, ed. by Linda McDowell and Rosemary Pringle
(Cambridge: Polity Press, 1992), p.28.

® Ibid.

% | bid. p.33.

10 sysan Mccl ary, GReshaping a Discipline: Musicology and Feminism in the 1990sQ Feminist
Sudies, 19, 2 (Summer, 1993), p. 409.



issues of genda and sexudity has been ddiberately congructed, to build on previous

biographical research and work onthe canon.

How doestherelationship between sex and gender affect this study?
The dichotomy of sex and gende has implications for this work in relation to the
(Gemal eQexperience. De Beauvoir commented:
It would appear, then, tha every female human beng is not necessarily a woman;
to be consdered so she mug shae in tha mysterious and threatened reality
known as femininity Bls this attribute something secreted by the ovaries? Or is it
a platonic essence, a produd of the philosophical imaginaion? Is a rugling
petticoa enoughto bring it down to earth?*
In the increasing amount of work in this area, the prominent idea tha sex was
biologically determined and that inescapably led to a particular gender for that body,thus
leading to a desire for the opposte sex, has been questionad primarily by Judith Butler.
She argues for a more fluid approach towards gender and desire, so tha the dichotomies
of male/female and masculingfeminine are no longe boundtogeher. She asserts tha
certain gendered behaviours or @erformancesbhave become so dominant that they have
been especialy detrimental to women.
When feminist theorists claim tha gender is the cultura interpretation of sex or
tha gende is culturaly condructed, wha is the manna of mechanism of this
condructiion?If gende is condructed, could it be congructed differently, or does
its congructedness imply some form of soca determinism, foreclosng the
possibility of agency and trandormation?Does @ongructionOsuggest that certain
laws generate gende differences alonguniversal axes of sexud difference?

A decade later Greer goes as far as to arguethat: Qf]emininity has nothing to do

with sex. Men can do femininity beter than women can because femaeness conflicts

"pe Beavoir, The Second Sex, p.13.
12 Butler, Gender Trouble, p.7.



with femininity as maleness does not®® These late twentieth-century explorations of
gende have implicationsfor the andysis of the women in this study, who experienced
the conflict between late ningeenth/early twentieth-century ideas of [female] femininity
and the choice to represent themselves as composers. Applied to a muscal context, it can
be argual tha it was often @asierOfor male rather than female composers to maintain

some notion of femininity in their musc andther lives,

Are public and private mutually exclusive?
This thesis examines the assumptions tha women@® works were more suited to private
performance and that GalongDand G\t HomesOwere exclusvely the preserve of women.
It suggests that it was possible as a woman compaoser to move between public and private
sphaes and in fact there were many links between the two. Feminist theorists have again
questionad the idea tha women are indined to be closer to MaureOand therefore the
family and the private sphae, whereas men are somehow connected to culture and the
public arena Shery Ortne describes this dichotomy:
The family (and hence women) represents lower-level, sodally fragmenting,
particularistic sorts of concerns as oppogd to interfamilial relationsrepresenting
highe-level, integrative, universdistic sorts of concerns Since men lack a
MauralObasis (nursing, geneaized to childcare) for a familial orientation, ther
sphee of activity is defined at the level of interfamilia relations And hence, so
the cultural reasoning seems to go, men are the @auralOproprietors of religion,
ritud, politics, and othe realms of cultura thought and action in which
universalistic statements of spiritud and sodal synthesis are made

However, as Alison Jagga argues, Qve cannot say that hiology determines sodetyO

because we cannotidentify a clear non®dal sense of (riologyOnor a clear, nonbblogical

13 Greer, The Whole Woman, p. 87.

14 Sherry B. Ortner, @s Female to Male as Nature is to Culture?) in Key Concepts in Critical
Theory, ed. by Carol C. Gould (Atlantic Highlands New Jersey: Humanities Press, 1997), p. 21.



sense of GodietyO® It is therefore nonensca to suggest that woman is closer to nature
or tha activities traditiondly assodated with women are somehow more Gaural &' This
is not to suggest tha bdiefs surrounding @rivateOand PublicOwere not pervasive in
early twentieth-century muscal sodety, as has been explored in relation to women
composrs by Sophie Fuller, but rather tha the level of complexity and movement

between thetwo, for differing pumposes, deserves further consderation’’

How might the @quality versus differenceOdebate apply to early twentieth-century
women composer s?
This question has been extremely important in evaluaing how to assess the muscal
ideologies of individud women composers and the SWM. Linda MacDowell and
Rosmary Pringle define different periodsof feminist thoughtby Ghifts in emphasisGon
equdity and difference, butgo onto arguethat:
Increasingly, feminists have realized the importance of avoiding the either/or;
both forms may be regaded as male-identified. Whether women are defined as
the same as men, or different from them, men remain the reference point, the
ungendeed domGagang which women are compared.*®
Being compared to this @ingendered nomOhas not been beneficial to women and it can

be argued that the supposd @hoiceObetween equdity and difference has made the

exploration of women@ place in sodety more difficult. While difference can lead to

15 Alison M. Jaggar, ®uman Biology in Feminist Theory: Sexual Equality reconsidered®in Key
Concepts in Critical Theory, ed. by Carol C. Gould (Atlantic Highlands New Jersey: Humanities Press,
1997), p. 51.

18 bid. p.53.

Y Euller, GWomen Composers During the British Musical Rennaissanced

18 | inda McDowell and Rosemary Pringle, @ntroduction® Defining Women Social Institutions
and Gender Divisions, ed. by Linda McDowell and Rosemary Pringle (Cambridge: Polity Press, 1992),
p.13.



ghdto-isation, Greer argues agang equdity:
It is virtudly impossible to sepaate the idea of equdity from the idea of
similarity. If we accept tha men are not free, and tha masculinity is as partial an
accountof maleness as femininity is of femaleness, then equdity mug be seen to
be a poor subditute for liberationE The denia of real difference can be as crud
asforcing different-sized feet into asingle-sized shoe™®
Thedecondruction of the binary relationship between equdity and difference has
been much considered but the difficulty in finding a solution is apparent. Joan W. Scott
has attempted this throughpog-structuralist theory:
Theonly adterndive, it seemsto me, is to refuse to oppo® equdity to difference
and ingst continudly on differences B differences as the condition of individud
and collective identities, differences as the congant chdlenge to the fixing of
thox identities, history as the repeated illustration of the play of differences,
differences as the very meaning of equdity itself.%
While this thesis examines QvomenOcomposers, it will attempt not to place them in a
homogeneous grouping and will andyse the differences beween thar approaches to
compostion, thar sense of identity as composrs and ther interaction with a pariarchal

muscal world.

What considerations should be taken into account when applying modern feminist
theory to historical situations?

While consdeation of contemporary feminist thoughtis essential when developing an
appropriate methodobgy for examining works by women, merely tranderring modean
ideas of sex and gende to a specific historical peiod would lead to a flawed

representation. Wendy Cealy Harrison and John Hood Williams write of Denise Riley®

19 Greer, The Whole Woman, pp.395-6.

20 Joan W. Scott econstructing Equality-versus-Difference: or, The Uses of Post-Structuralist
Theory for Feminism® in Defining Women Social Institutions and Gender Divisions, ed. by Linda
McDowell and Rosemary Pringle (Cambridge: Polity Press, 1992), p.262.



consderation of the historical naure of these categories:
Like Ann Oakley, she describes what she calls historical ®oopby means of
which women cycle between a refusal to inhabit the femininities tha are thrus
uponthem and an assertion of an aternaive, butno less compdling, accountof a
female nature, which, as she says, an older feminism had aways soughtto shred
to bits?*
Pertinent to this study, Riley findstha investigaionsinto the relationship between the
individud and the historical collective aspects of beéng a woman is important in
undestanding tha
@eing a womanO has differing peiodicities which are not only
phenomenological, played out moment by moment for theindividud, but are also
historical B collectivities and characterizations of @vomenQOare established in a
myriad historical-discursive formations®
Historical context is aso important to this investigation as this first era of feminism had a
much greater focus on political rights than the sexud/psychological basis of second and
third wave feminism. Thus as shdl be discussed later, the interaction between sex and
gende in the early twentieth century is, in many ways, very different from tha foundin
contemporary discussions
Historical differences are not aways easy to ascertain, because as Leonore
Davidoff argues, historical source material can often reflect assumed dichotomies,
especialy tha of public versus private, mainly due to methodsof daa collection?® In
order to present as complete a narrative as possible of the woman composr@ role in

sodety, this research utilizes a variety of historical sources from the persond (diaries,

letters) to the collective (minutes, membership lists, speeches, student records) to the

21 Cealy Harrison and John Hood-Williams, Beyond Sex and Gender (London, Thousand Oaks,
New Delhi: Sage Publications, 2002), p.215.

%2 Denise Riley, @oes sex have a History? @omen®and FeminismONew Formations, 1 (Spring
1987), p.38.

%3 eonore Davidoff, cited in McDowell and Pringle, Defining Women, p.16.

10



public (publicity, concert programmes, scores, musical criticism).

How hasFeminism influenced Musicology?
The congderation of feminist theory as a tool for muscologists hgppened somewhat later
than in othe arts criticism, especidly literature and art history. There has been some
concern tha feminist musicologists have actudly been detrimental to the @auseOof
women composrs, indeed many contemporary women composrs have disassodated
themselves from @eminist viewsO The composer Vivian Fine, who had studied with Ruth
Crawford Seeger, stated in an interview @ never thoughtof myself as awoman composer,
and of course, Ruth was a woman composer, so tha was something very fundamental
tha | gotfrom her.3* AlthoughFine dealt with themes of equdity and women@® suffrage
in works such as Meeting for Equal Rights (1975), the above statement highlights the
complexities of identity as awoman and a compoger.®
Historically, women compossrs may have been wary of claming a

distinguishing female QroiceOwithin their work; thisN wha Gilbert and Guba have
classified as the Gemale affiliation complexdN has aso been the case within literature.
Women composersOpasition in thelate 20th century has become more radical and female
identity has started to be seen as bendicid:

®Gounding like a woman(is taking on other connotions now however, at least

amongwomen. To quite afew of thepeople | talk with it implies tha vagueterm,

a sense of the wholeness of the work and a strongly centred work. A postive
term. %

24| edlie Jones, Seventy Y ears of Composing: an Interview with Vivian Fined CMR, 16, 1
(1997), p.23.
Ibid. p.25.

%6 Annea Lockwood et. al. @n Response® PNM, 20, 1 and 2 (Autumn 1981  Summer 1982),
p.305 aso cited in Marcia Citron, Gender and the Musical Canon (Cambridge: Cambridge University

11



Rhian Samud addresses this issue with regard to musc in her foreword to the New Grove
Dictionary of Women Conposrs, citing early twentieth-century composrs Mabd
Whedler Daniels (18771971) and Helen Hopekirk (18561945 who @schewed the
labds GeministOand even Gvoman composr® yet worked for women® suffraged?’
Although Samud feels tha, in genera, women composers in more recent years have
engaged with the concept of a female voice in musgc, there is still some resistance;
successful women composers from the late Priaulx Rainier to the living Kaija Saariaho
informed her that they did/do not wish to be called women composers. Furthermore,
Samud relates that Judith Weir would only appear on a BBC radio programme Samud
made in the process of publicising thedictionay in 1995if the interview were restricted
to (he muscOand did not raise gende issues.®® As will be discussed, however, there
were exceptions to the general reluctance to identify the female QoiceQin the first
decades of the 20th century.

While some may argue tha feminism has hindeed the absorption of historical
women compoErs into the canon, it is extremely unlikely that, withou feminist writings
on musc, this could ever be achieved. Marcia Citron claims tha feminism is actudly
allowing a more critical approach to develop:

Feminism, a relative newcomer, has influenced discursive practices such that

work on historica women, induding newly discovered figures need not focus

solely on documentary recupeation but can utilize more critica approaches as
well .

Press, 1993), p.162 and Rhian Samuel, @omen® Music: A Twentieth-Century Perspectived) Preface 2 to
The New Grove Dictionary of Women Composers, eds. Julie A. Sadie and Rhian Samuel (London:
Macmillan, 1994), p.xv.

%" Samuel, @Vomen® MusicOp.xiv.
28 Discussion with Rhian Samuel, City University, 2008.
o Marcia Citron, Gender and the Musical Canon (Illinois: University of Illinois Press, 2000), p.4.
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Paula Higgins feels that feminist musicology and especialy Susan McClaryG
work has only scratched the surface when investigaing the sodal reasons for the
difficulties historical, and indeed contemporary, women composers have faced. This
project will consder further wha Higginsdescribes as Gssumptiond

[M]cClary and feminist muscology in genea have yet to interrogae a whole
series of assumptions tha have served to explain the invisibility of women in
mudc such as: (1) thar excluson from inditutiond training; (2) thar failure to
publish (and hence to act as agents of influence); (3) their lack of versatility, in
confining themselves largdy to @ninorOworks; (4) thar lack of professond
status and (5) their lack of origindity.®

Along with other feminist arts criticism, feminist muscology has debaed the
nature of the canon reflecting not only on the lack of female representation but the
gende-divide of genre. Women novdists, for example, have historically consderably out
numbered ther male counerparts. Indeed the novd is till seen as a primarily female
form, especially in terms of its consumption: QReading groups readings breakdowns of
book sdles al tell the same story: when women stop reading the nove will be dead &'
This female prepondeance can be seen to a lesser extent with the mudcal bdlad in the
late nineteenth and early twentieth centuries, whose composers, peformers and audience
were predominantly female.®

Theliterary critic, Mary Eagleton, sees dangea'sin the creation of afemale literary

canon:

Rather than disrupting the individudistic values by which the maingream canon
has been created, feminist critics sometimes merely replace a male first eleven

30 Paula Higgins, @Vomen in Music, Feminist Criticism, and Guerilla Musicology: Reflections on
Recent Polemics() 19" Century Music, 27, 2 (Fall, 1993), p.189.

3 ian McEwan, ®iello Would Y ou Like a Free Book?OThe Guardian Online, 19 September 2005
<www.guardian.co.uk/books/2005/sep/20/fiction.features11> [accessed 18 October 2009].

32 See Derek Scott, The Singing Bourgeois and Derek Hyde, New Found Voices.
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with a female one so you study Aphra Behn ingead of Dryden, Edith Wharton
instead of Henry James, Dorothy Wordsworth instead of William.®

Theliterary and film critic, Viviane Forrester, anticipaes the argument tha there
are no women in the canon because ther work is not good enough by asserting tha
@onsgdering qudity isto miss the point®

The qudlity of vision is not the pointN in the hierarchical senseN it is not better

(how absurd to spesk of a MetterOvision), it is not more efficient, more immediate

(certain women will assert tha it is, buttha@ notthe point), butit islacking. And

this deficiency is suicidd.>

This view is indead applicable to the muscal canon in its present condition and
highlights the dange's of jud giving selected women honoued places in musc history.
Samud discusses this issue in relation to women composers and the attitudes of those
evauaing mugcal qudity:

Some critics assert tha worr)ené music has not survived because it is smply not
goodenough.Theissue of @udityOin musc can provide a convenient means of
dismissing women@ musdc, both heard and unheard, particularly when the critic
overlookssuch vital issues as the fact tha aesthetic judgnents are never absolute
and that criteria for mudgca qudity are inextricably linked to the established
repertoire in a spira tha congantly bypasses women composers.®

Perhgps oneof the mog influential works on the postion of women in the canon
has been Marcia Citron® Gende and the Muscal Canon® Here Citron looks

comprehengvely at the different manifestationsof women compogersOexcluson from the

Western muscal canon. She acknowledges the potential criticism for andyzing @vomenO

3 Mary Eagleton, Gntroduction@n Feminist Literary Theory: A Reader, ed. by Mary Eagleton
(Oxford: Basil Blackwell, 1986), pp. 3-4.

34 Viviane Forrester, @vhat Women(3 Eyes SeeQin Feminist Literary Theory: A Reader, p.35.
Work on the canon in literature and film in relation to women was far in advance of musicology. Forrester
and Eagleton were both addressing this issue twenty years before Marcia Citron published Gender and the
Musical Canon.

% samuel, @omen®& MusicO pp.xiii-xiv.
36 Citron, Gender and the Musical Canon.
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inisolation:
For women we mug draw distinctions beween a woman as a specific individud
and women in genega and readlize tha one flirts with essentialism and its
potentially negaive connogtionswhen discussing thelatter.®’
Later feminist mudcological studies such as Gendeaing Muscal Modenism by Ellie
Hisama and Joanna Bailey@ article, @Benda as style: Feminist Aesthetics and
Pogmodeanism( dedl with the classification of vomenOand the notion of a female
musical aesthetic in greater depth.*® Hisama claims:
| shdl not seek to argue tha specific compostions share some sort of
commondlity because they were written by women who were working within a
gpecific idiom and historical momentEl offer andyses of ther mudc tha are
informed by the conditionsof gende and politics within which they exist.*
Hisama asserts tha each andysis is work-specific and tha he condudons are not
universal.*> While in agreement with much of Hisama@® methodobgy, by induding a
larger group of women, this study aims to bdance acknowliedgement of differences in
approach, as discussed earlier, with an exploration of the possibility of an emerging
female aesthetic.
Sally Macarthur also attempts to address the problem of reinforcing dichotomies:
In order to overcome the difficulty which emerges wherever | find myself amog
inevitably wanting to condruct a dichotomy, | attempt to dip into the intersices

that separate men@ music fromwomen@. | want to think aboutwomen@ music as
beng pat of a coninuumencompassing men@ musc while a the same time, as

37 Marcia Citron, Greminist Approaches to MusicologyQin Cecilia Reclaimed: Feminist
Perspectives on Gender and Music, ed. by Susan C. Cook and Judy S. Tsou (lllinois: University of Illinois
Press, 1994), p.25

*® Elie Hisama, Gendering Musical Modernism: The Music of Ruth Crawford, Marion Bauer, and
Miriam Gideon (Cambridge: Cambridge University Press, 2001) and Joanna Bailey, @ender as Style:
Feminist Aesthetics and Postmodernism@ Contemporary Music Review, 17, 2 (1998), 105-113.

39, . . . .

Hisama, Gendering Musical Modernism, p.2.

O bid. p.10.
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contradictory as theideamay seem, separating it from men@music.*

It is inevitable then, tha women® musc in the early twentieth century shares many
features in common with men® music and this is dependent on the conditions of
compostion, for example, pieces composed for competitions However, as Macarthur
goes on to argue the question is vhether there are more differences between men@® and
women@ styles than there are within each of them.&?

Writing about music by women is an emotive issue and the writer@ gender
inevitably informs the discussion; for example Jane Bowers and Judith Tick write, QVe
are Qooking afterO women® musc and women muscians themselvesN remembering
them throughthe methodshistorians apply in ther attempts to objectify the past.&® This
can lead to eithe over-laudaory unaitical assessment or, as ShohanaFelman bdieves, a
retrograde stance:

Wha is (o spesk in the name ofOthe woman? Wha in a generadl manne, does

@peech in the name ofOmean? Is it not the precise repdition of the oppressive

gesture of representation by means of which, throughouthistory of logos man

has reduced the woman to the status of the silent and subordinae object, to

something inheently spoken for. *

Although beng a woman does not entitle the writer to spesk Gn the name of

womenQ it alows her to write with a declared sympahy for her topic, and a sense of

objectivity whos limitations are openly acknowedged. Susan McClary has advocated

4 Sally Macarthur, Feminist Aesthetics in Music (Westport, Connecticut, London: Greenwood
Press, 2002), p.3.

2 bid. p.20.

3 Jane Bowers and Judith Tick (eds.), Women Making Music The Western Art Tradition 1150-
1950 (Urbana: University of Illinois Press, 1986), p.3.

* Shoshana Feldman, @Vomen and Madness: The Critical PhallacyQin Feminist Literary Theory:
A Reader, ed. by Mary Eagleton (Oxford: Basil Blackwell, 1986), p.36.
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this postion, arguing that scientific attitudes nead not always be applied to musicology *
Thefact that a woman®@ composng is an emotive and often difficult issue to write about
should not, therefore, be used as judification for smply opting out of the debae.
Sodologist TiaDeNora has some reservations however, in applying sodologica theories
to musgcology, athoughsheisin genera postive aboutthe possible connections

McClary [in Feminine Endingd tends to siddine issues relating to (1) how

situaed listene's othe than herself make sense of musc, (2) how semiotic codes

are far from totalizing. . . and (3) how codes exist in plura (sometimes

contradicting each other) . . .

McClary has argued agand accusations tha specifically feminists, but also
female mudcologists in genera, are turning musgc into a political issue She feels this
notion has been used to discredit and further margindize work on women® musc.
McClary argues tha the fact tha specific groupsclaim ownership of different categories
of musc has already made music political in naure*” Thus the white, @niddle classO
male has been perceived to own the Western classica tradition*® Conaentrating on
women@® musc, therefore, merely brings its pditica @aureQinto focus rather than
making it political. This attitude however, does not jug involve ownership but also
promotion; the historian as advocate simply reveas another layer of political meaning.
But of course, no historian@ ordering of events, or her/his narrative style, is ever neutral.

Feminism, therefore, cannofN and need notN deny its involvement in the politicising of

mudc and musc history.

% susan McClary, Feminine Endings Music, Gender, Sexuality (Minneapolis: University of
Minnesota Press, 1991), pp.21-22.

“6 TiaDeNora, GReview of Feminine EndingsOContemporary Sociology, 22, 1 (1993) p.117.
4" Mccl ary, Feminine Endings, p.25-26.

8 The term Gniddle classOitself is of course, absurdly generalising, as the six case studies in this
study will show.
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Accepting, as Catherine Hall does, that history is @Glways about investigating the past
throughthe conaerns of the present, and always to do with interpretationQthis thesis, will
therefore, attempt to apply aspects of feminist theory with a sengtivity to historical

context, especially when consdering ideas of gende roles and behaviour.*

The study therefore beginsin chgpter 1 by situaing them first as women and then, in the
next chgpter, as compogers, within the prescient eratha led into the First World War and
out of it again. One of the most significant areas of research, presented in chgpter 3, has
been an investigaion of the formation of the Society of Women Muscians (SWM) in
London in 1911 and the respongs of women composers to it. Lastly, this thesis
investigaes the music of some of these women, situating it, too, within or in oppostion
to thetraditionsof theday.

The study focuses on women@ ingrumental chamber music for a nunmber of
reasons mos importantly because of its prevalence in thar catalogues of works. Women
who were primarily and often highly commercially successful vocal composers appeared
to be expanding thar repertoire in these years by writing indrumental trios quartets or
quintets. Conveasely, women who had written large orchestral works, such as Ethd
Smyth and Edith Swepgone (18851930) aso cho to write chamber musgc in these
years. Also, contemporary commentators, such as SWM membe Katherine Egga (1874
1961) philanthropist Walter Willson Cobbet (18471937) and composr Thomes
Dunhill (18771946) were advocating indrumental chambe musc as a meansfor British

musgc to progress and compete with tha produeed in othe European counties. In

49 Catherine Hall, White, Male and Middle Class: Explorations in Feminism and History
(Cambridge: Polity Press, 1992), p.1.
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compaison to thar other compositions the chambe works of women often show a
paticular stylistic adventurousess. The thesis will consde only ingrumental musc for
ensemble thus excluding mudc for solo piano and vocal musc in any combinaion
(genres which had been assodated with women composers since the ningteenth century).

At the beginning of the twentieth century, despite the formal digressionsin some
of theworks of late Romantics such as Liszt and Wagne and theimpressionist Debussy,
sonda form hdd sway in much European musc. In Britain, Elga, Parry, Stanford and
Mackenzie, as well as theorists such as Dondd F. Tovey and Ebenezer Prout, were
influential in ther use and advocacy of the form. Thussonaa form loomed large in the
legacy of women composers. How they responded to this in the composition of ther
chambe works offers congderable ingght into their attitudes towardsthe canonitself. A
high propottion of chambe works by women were phantasies, suppodly free-form
compostions Many were written as entries for the Cobbdt compditions instigated in
1905. This thesis andyses how each composer relates to sonada form and whether a
femal e aesthetic was emerging.

In case studies works by Adda Maddison (1866 1929), Ethd Smyth (18581944)
Morfydd Owen (18911918, Ethd Barns (18731948) Alice Verne-Bredt (18681958)
and Susan Span-Dunk (1880-1962) induding three phantasies, are andysed in chapters
4 and 5.° One of the phantasies was written as a compeition entry, another was a
commission and the status of the other is undear. Theworks in total represent a range of

instrumental combinaions two string quatets, onepiano quintet and three trios Some of

%0 Many secondary sources give Ethel Barns® date of birth as 1880 but her birth certificate
specifies 1873. See also Barbara Englesberg, (The Life and Works of Ethel Barns: British Violinist
Composer 1873-1948Q(unpub. PhD Thesis, Boston University, 1987), pp. 1 and 3.
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the works were published, had multiple early performances and a number of recent
concert revivas, while others remain in manucript form. The above women represent
three generationsof composers active at the beginning of the twentieth century, attaining
widdy differinglevels of public recognition and private GuocessO

These British composrs were al actively composng in London at different
periodsin ther lives, althoughthey were not necessarily bom there.® Some had close
linkswith the Londonmusdc colleges, and studied compostion as pat of ther eduction;
some studied privately and others such as Alice Verne-Bredt were taughtinformally by
family members. While it cannotbe claimed tha they reflect every woman composer3
life in Britain, as a group ther works are representative of women composrs and they
highlight many of theissues facing women in mudca sodety.

In this investigation, 1920 represents the end of an era. This was the point at
which the SWM started to campagn for therights of women peaformers and became less
concerned with the work of women composers. The phantasy competitions became less
prevalent in the 1920sas Cobbet® finandal support of composers diminished. Ingead,
he concentrated on indigaing other competitionsand providing suppot for students and
performers. A new generation of women compogrs then emerged, induding Elizabeth
Macondhy (19071994) Elisabeth Lutyens (1906-1983) Dorothy Gow (18931982 and

Grace Williams (1906 1977).

*L Ethel Barns, b. London, d. Maidenhead, spent most of her life living in central London; Alice
Verne-Bredt was born in Southampton but moved to London in childhood and spent most of her life living
in London; Susan Spain-Dunk, b. Folkestone, d. London, spent most of her life in central London; Morfydd
Owen, b. Treforest, Wales, d. Oystermouth (on holiday), moved to London after completing her studies in
Cardiff in 1912; Ethel Smyth, b. London, d. Woking, spent her life based in the south of England but
travelled a great deal; Adela Maddison, b. Ireland, d. Edling, lived in London, Paris and Berlin. See Sophie
Fuller, @omen Composers During the British Musical Renaissance 1880-19180(unpub. PhD Diss., Kings
College, University of London, 1998), pp. 300-301.
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Chapter 1. Contexts: The Lives of Women Composers

The early twentieth century witnessed immense changein British society, especidly the
emandpaion of woman@ place within it. The death of Queen Victoriain 1901 and the
coronaion of Edward V11 ushered in a new era characterised by developing technology, a
shifting class structure and social unrest. The British Empire, while diminishing, still
induded a quater of theworld® popuktion! 1910then marked a transtion notonly with
the coronaion of GeorgeV buttheincreasing disintegration of Liberalism, theinareasing
intengty of the suffrage campagn, theissue of Irish home rule and strikes in anumber of
indugries.? As Historian Kate Caffrey notes, &or all its hindsght aamosphere of tranqui
sunt glory, the Edwardian period was jumpy with disaster® Wha aspects of sodety
and politics affected the lives of women in general and more specifically women
composers?

As discussed previoudy, there was not a single experience of beng a @vomanO
The class structure was one of the main factors to influence how both men and women
were expected to fundion in sodety, but it affected ther lives very differently. This
research focuses on the educated and/or generally more wealthy, who inhéabited the
(niddleGand @ippeOclasses, as the women composers unde discussion came primarily
from these levels of sodety. How a woman composer was treated very much depended

on her sodo-economic background. As discussed earlier with regard to geographic

! David Thomson, England in the Twentieth Century, rev. by Geoffrey Warner (Middlesex, New
York, Victoria, Toronto, Auckland: Penguin Books Ltd., 1981), p.23.

2 |bid. p.32

3Kate Caffrey, The Edwardian Lady: Edwardian High Society 1900-1914 (London: Gordon and
Cremonesi, 1979), p.13.
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background,thewomen composers focused onin chgpters 4 and 5 came from avariety of
sodo-econonic backgrounds within the middle and uppe-middle classes. Adda
Maddison and Ethd Smyth both came from families with military backgroundsand as
composrs moved in aristocratic/bohamian sodal circles. Ethd Barng3 father was a zinc
merchant and then owned an iron foundsy in Holloway, while Susan Span-Dunk®father
was listed as a builder on her RAM student record.* Morfydd Owen® family were
shopkespers and Alice Verne-Bredt came from afamily of German immigrants who were
professiond musiciangteachers.”

While the lifestyles of thos in different classes varied consdeably, class
structure was appaently lessrigid than in the Victorian era and it was possible to elevate
yourself with money. T]he uppemosg class, characterized by its wealth, status and
aboveall political power, was an amalgam of top busness and professond men and the
landed aristocracy.® Indeed, A. N. Wilson argues,

Money was not merely important in Edwardian England, it was paramount Lord

Bryce, British ambassador to the United States from 1907 to 1912 bdieved

Britain was more money-obsessed than America, and in tha sense less class-

bound’

Y et this mobility was still not as easily obtainable for wealthy indgoendent women as for
men.

Women from the more privileged pats of sodety found some greater

indegpendence and even, occasiondly, entry into highe eduction. Women could take

% Englesberg, (The Life and Works of Ethel Barns(p. 1-3 and Susan Spain-Dunk Student Record,
RAM Archives, London.

® See chapters 4 and 5 for further biographical information

® Arthur Marwick, The Deluge British Society and the First World War (New Y ork: W. W. Norton
Co., 1965), p.22.

"AN. Wilson, After the Victorians: 1901-1953 (London: Hutchinson, 2005), p.54.
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degrees at provinda universities but, despite having women-only colleges, Oxford did
not allow women to take degrees until 1919 and Cambridge not untl after the Second
World War.2 Women@® entry into the professions depended greatly on whether they were
responsble for ther houshold:
It is perhgps less commonly recognised tha running an uppe&-middle-class
houshold could aso prove mog difficult and time conuming. For, although
servants were there to save houswives from unladylike drudgery, they were
unable to relieve them of the burden of overall responsbility.’
In reality, women who did not have to work for a living and had limited domestic
responsbilities had vast amounts of time to fill but condderable restrictions on
acceptable activities. Even in c. 1905, a correspondant in the women®@ magazine, The
Lady@ Realm, describes the boredomimposed on her:
| do a lot of fancy work and read a nunmber of library books but even these
ddights are apt to cloy uponover indulgence in them. Sometimes | am tempted to
envy girls | see going off on ther bicycles to golf or hodkey; or the others who
write books lecture, and earn ther living in some way or another. At least they do
not endure continudly the hdf-contemptuouspity of thear relatives, they do not
feel themselves to be hopdess failures.*”
Alongwith the finanda and sodal postion of these women, the roles expected of them
were also dependent on ther domestic postion (whether or not they were married) and
their generation. The concept of the dew womanQwas considered dangeousnot only by

men but also by many older women.

Unlike the odd woman, celibate, sexudly repressed, and easily pitied or

8 Arthur Marwick, Women at War 1914-1918 (London: Fontana, 1977), p.18 and Wilson, After the
Victorians, p. 265-266. Women were admitted to the RAM and the RCM in the 19" century and in certain
disciplines out-numbered mal e students.

® Jane Lewis, Women in England 1870-1950: Sexual Divisions and Social Change (Brighton:
Wheatsheaf, 1984), p.113 cited in John Benson, The Rise of Consumer Society in Britain 1880-1980
(London, New Y ork: Longman, 1994), p.181.

19 ha, Grhe Truth About Man®in The Lady® Realm A Sdlection from the Monthly Issues:
November 1904 to April 1905 (London: Arrow Books, 1972), p.81.

23



paronized as the flotsam and jetsam of the matrimonial tide the sexudly

independent New Woman criticized sodety@ ingstence on marriage as women@

only optionfor afulfilling life.!*

Asthenineteenth century progressed, suffrage sodeties were a significant force in
thelives of many women. Thefirst of these sodeties had been formed in the 1860s and
ingigated the Nationd Union of Women@ Suffrage Sodeties (NUWSS), in 1897 by
Millicent Fawcett.’> The Union condsted mainly of women who Qvere primarily
conaerned to secure votes for women on the same (undemocratic) terms as men.&?
Emmeline and Christabe Pankhurst formed the Women® Sodal and Political Union
(WSPU) in 1903 through frudration with the NUWSS and its seemingly passive
methods Theviolence with which the WSPU is assodated did not reach its peak untl the
years preceding the First World War in 1914. The term QuffragetteOwas first used in an
article in the Daily Mail in 1906 and was then used by the public and members of the
WSPU.* Despite Asquith® initial oppostion to women® suffrage there was
congderable suppot for thar cause from Liberal Members of Parliament and to a lesser
extent within the Conservative ranks The @at and Mouse ActOintroduced by Asquith®
govenment in 1912meant tha suffragettes who had been released from prison dueto ill
health, paticularly dueto self-imposed starvation, could be re-arrested once thar health
had been restored. This appears to have done little to stem the increasingly militant

activities of the WSPU:

1 Elaine Showalter, Sexual Anarchy Gender and Culture at the Fin de Secle (London:
Bloomsbury, 1991), p.38.

12 The historical information on the NUWSS and WSPU presented here is mostly derived from
Arthur Marwick, Women at War, pp. 22-26.
13 bid. p.22.

14 Lisa Tickner, The Spectacle of Women: Imagery of the Suffrage Campaign 1907-1914 (L ondon:
Chatto and Windus, 1987), p.8.
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A small bomb damaged the corondion char in Westminger Abbey, pantings
(induding the Velasquez ¥ enus) were dashed, churches, railway stationsand, in
Scotland, three castles were damaged or destroyed by fire.™®
The WSPU did not maintain the suppot of al its membe's, however, and from
1910different factionsbegan to emerge In 1910a Mrs Despard formed the less extreme
but still militant Women@® Freedom League and this was followed by Sylvia and Adda
Pankhurst@ rejecting the WSPU to form The East LondonWomen@ Suffrage Federation.
In 1914 some prominent members of the WSPU, induding Gerald Gould, Laurence
Housman, Louisa Garrett Andeson and Evelyn Sharp, formed the United Suffragists.*®
Neverthdess, when the First World War broke out, the suffragettes who had
initially oppo®d it rallied to the cause and used ther organisationd structure to co-
ordinate ther membersOwar effort.
Many women of the middle and uppe classes showed from the start great anxiety
to contribute to the patriotic cause. Indead one of the interesting psychological
phenomenaof thewar istheway in which the suffragettes, who for ten years had
been waging war on the Government and the community, now outshoneeveryone
in ther patriotic fervour and stirring appesls for nationd unity and endeavour.*’
Y et, as Vera Brittain attests, youngwomen who strovefor roles closer to thefrontline of
the war were often initially frustrated.*® It can be argued thoughtha women, such as the
correspondent to Ladies Realm quotd previoudy, were inareasingly finding postions
outside the home in hogitals, the police force, administration, drivers and in indugry,

althoughthis was not always welcomed. David Cannadine claims,

Not everyone approved of these @rand ladies who are running hositals in
France.OLord Crawford though the Duchess of Westminger and the Duchess of

15 Marwick, Women at War, p.25.

18 bid. p.26.

Y\arwi ck, The Deluge, p. 87.

18 \/era Brittai n, Testament of Youth (London: Virago, 1978, first pub. 1933), pp. 140 and 142.
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Sutherland were particularly troublesome. They overspent, and expected the Red
Cross to hdp them out They shamelessy exploited thar contacts in high places,
and importuned busy generals and over-worked pdliticians™®

These criticisms aso illudrate the tensions present in the shifts of power as women®@

postion changed, as did notionsof femininity.

A woman muscian@ generation, as defined bdow, along with her soda and finandal
postion, generally ddineated her opportunities, induding her education and freedomin
her choice of persond relationships and career. In the latter, it even defined the level of
professondism to which she could aspire. Women actively composng in this period
spanned three genegations roughly, women bom be&ore 1870, thoe bom in
approximately the next twenty years, and thos born pog-1890, many of whomwere still
students. As far as British composers were concerned the first generation induded Ethd
Smyth (18591944, Liza Lehmann (18621918) Dora Bright (18631951) and Adda
Maddison (1866 1929) the second, Katherine Egga (18741961) Marion Scott (187
1953) Ethd Barns (18731948) Susan Span-Dunk (18801962) and Rebecca Clarke
(18861979} and the third, Morfydd Owen (1891-1918) and Dorothy Howell (1898
1982)

This last period of course provided the cradle for composers such as Freda Swain
(19021985) Elisabeth Lutyens (1906-1983) Grace Williams (1906:1977)and Elizabeth
Macondy (19071994) whose careers not only flourished for the next haf century but
who also have enjoyed enthusastic revivals of their mudc during thar centenary years. It

might be argued tha these younger women benefited the mog from the activities of the

Y bavid Cannadine, The Decline and Fall of the British Aristocracy (New Haven, London: Yale
University Press, 1990), p.76.
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geneationsto be examined in this study.

Thefirst generation described abovewas more likely to have studied privately or
to have undetaken ingrumental studiesN but not compostionN at the musc
congrvatoires in London. Emanaing from the aristocracy and uppe-(middle)-classes,
these women geneaally remained within these circles rather than moving in muscal
sodety. The second generation can be defined as the @olitical Ogeneration who, in the
early 20th century, were mog active in setting up organisations such as the Sodety of
Women Muscians (SWM), putting on concerts of women® musc and generaly
promoting women@ issues. Most received their musical education at the Royd Academy
of Mugc (RAM), or theRoyal College of Music (RCM), usudly studying piano or violin
asther first ingrument, thoughsome, such as Ethel Barns also studied compostion. The
composrs of the youngest generation were conddeably freer than thar predecessors,
often living indgoendently in London while studying. Compostion tended to be thar
prindpd study, but they joined women@® sodeties less frequently.

Many of the women composers and mudcians of the older generation were still
chgperoned before marriage and were supavised continudly; this is illudrated by the
case of the singe Elsie Swinton (nZe Ebsworth, 18741966) David Greer recounts that
shewas bom in Russia and came from a wealthy, but not aristocratic, background® She
completed her education at a finishing school near St. Leonad@-by-Sea on the south
coast of England and by the age of 18 was living in Londonwith he mother. Her
activities were closely monitored, even to the extent of her reading materials being

censored:

2 The following information about Elsie Swinton is taken from David Greer, A Numerous and
Fashionable Audience: The Story of Elsie Swinton (London: Thames Publishing, 1977).
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But it irked her tha she was not allowed to go about freely on her own. These
were still days of chgperonagge and while it was in orde for he to walk aone
near home, in the Sloane Street area, any expeaditionsfurther afield Bto Piccadilly
or Bond Street Brequired the attendance of her maid, Miss Richardson#*

The youngest generation can be seen to have consderably more freedom even
while still students in London. Even though Dorothy Howell was from a conervative
Catholic family from Birminghan and lodgel at a Catholic boading hous during her
studies at the RAM, shewas allowed to take trainsby herself: aving carefully selected a
carriage containing two females | steamed back safely to Harrow(¥ It was necessary,
however, for Richard (Dick) Sampson, the brother of her sister@ fiancZ, to escort her to
dinne's and concerts in the evenings Equdly, the pianist Myra Hess (1890-1965) who
was from a Jewish family and was broughtup in a middle-class home in St John®@Wood,

was allowed to travel back and forth from the Academy in the company of her friend,

Irene Scharrer, and was able to sodalise with friends withoutsupevision.

Anothe common thread affecting thelives of all thewomen composers examined hereis
thd, at some point, they al lived in London and mog of them spent the majority of thar
careersin thecity. Londonwas the centre of British mudcal society, attracting audiences
and peaformers from Europe and America to its concert hdls. There was a substantial
amount of public as well as private musc-making in the frenetic years before the First
World War, culminaingin Londor hoging the Internaiond Musical Congress, May 29

-- June 3, 1911% Muriel Draper, an American living in London,describes the sense of

%L bid. p.25.
22| etter from Dorothy Howell to her mother, 1914, uncatalogued, Dorothy Howell Trust.

% This was the 4™ Congress of the International Musical Society, following Leipzig in 1904,
Baslein 1906 and Viennain 1909.
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indusveness within London®musical sodety thus:

London,was indeed, oneof the perfect citiesto live in during the epochd era tha

disappeared from the face of theworld in Augug, 1914.1n no capital of Europe

could prime ministers be made so easily at dinner-tables, yet perhgosin no capita

of Europe could dinng tables become so small. The engagement of Russian

dancers was discussed with due solemnity in the gdleries of the House of

Parliament, and M.P.s clamoured for boxes when the engagement thussettled was

dueto open®*

Mog of the women musgciansin this study were centred in two areas of London:
South Kensington/MNotting Hill and Hampstead/St John®@Wood. Many of the musicians
and composers who had studied at the RCM lived and peformed in the former area
There were certain streets in Kengngton tha beween 1901 and 1920 attracted several
compogrs, such as Bedford Gardens where Katherine Eggar, younge composer Ruby
Holland (daes unknown), AmandaAldridge (1866-1956) and Frank Bridge (18731941
al lived (see figure 1). Further towardsthe RAM in Marylebone(and nearer the latter
ared) were the mgority of musc publishing houses and concaert hdls induding the
Aeolian Hall, the Queen@ Hall and Bechgein Hall.

In Hampstead and St John® Wood a nurber of musical families from different
backgroundslived within a large popuktion of artists and writers. These induded the
Welsh composer Morfydd Owen who lived for atime in Heath Street in Hampdead and

Myra Hess who, as mentioned previoudy, grew up in St John®Wood. The family of the

compogr Arnold Bax (18831953)moved to Hampgtead in 1896:Ghey were much

24 Muriel Draper, Music at Midnight (London: William Heinemann Ltd, 1929), p.136.

% There is a blue National Trust plaque to Frank Bridge in Bedford Gardens but no mention of
Eggar, Holland or Aldridge. The Aldridge family lived there from 1901-1932, Frank Bridge moved there in
1914 and Eggar and Holland are listed as living there in the 1920 British Music Society Composer
directory. Ruby Holland was a member of the SWM and took part in composition activities. The British
Library hold published piano works by her from 1918 onwards but her dates of birth and death are
unknown. Another Ruby Holland (1914-2006) was also a composer but appears not to be related to the
Ruby Holland discussed here.
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Fig. 1: LondonResidences of Composers

Ruby Holland 35 Bedford Gardens Katherine Egga 47 Bedford Gardens

Frank Bridge4 Bedford Gardens Marion Scott 92 Westboume Terrace
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struck at onae by the contrast with South Londa. @Here,Osaid the wife of a famous

booksller to Bax(® mother, Qe are notfashionable, only literary and artisticO®°

Women muscians such as Ethd Smyth and May MuklZ (18801963) were involved in
the suffrage campagn?’ In the case of Smyth, thisinduded being arrested for breaking a
Cabinet member( window and spending time in Holloway prison?® However, musicians
also contributed to the cause through the compostion and peformance of suffrage
anthems and other propagandamusic and marching unde the women muscian® banne
at ralies. Yet women composrs in general tended not to enter the main political arena
choosng, rather, to focus on the status of women@music itself.

While individuds were suppotive of women composers, mudca sodety in
genegd did not have an indusve attitude towards them. While some such as Walter
Willson Cobbdt and Henry Wood (18691944)were willing to programme ther works
by 1920, the proceedingsof the Musca Assodation published a pgper claiming women
had failed to provethemselves:

Theideathat this so-called emancipation of women will develop all sorts of new

abilities in future is quite absurd. Twenty or thirty years is quite enoughto see

wha women can do, and they have had more than that.”
Thisisin contrast to a paper given to the Muscal Assodation in 1883, where Stephen

Stratton, while expressing the opinion tha there had not yet been a great woman

compogr, argual tha Ghere is no reasonable ground for assuming that she cannot excel

%6 Marian C. McKenna, Myra Hess: A Portrait (London: Hamish Hamilton, 1976), p.7.

21 May MuklZwas a cellist from afamily of Hungarian musicians. The name MuklZis also spelt
Mukle and M Ykle in some sources.

%8 See Thomas Beecham, A Mingled Chime: Leaves from an Autobiography (London: Hutchinson,
1943), pp. 117-118.

29 3. swi nburne, @omen and Music® Proceedings of the Musical Association, 46" Session, 1919-
1920 (January 1920), p.24.
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in any art unde thelike conditions[with men].3” He goes on to list hundieds of women
compors in an appendix, as evidence tha even in unfavourable conditionssuch as lack
of education, women had been active in compostion.

By the end of the nineteenth century, given the fact tha mudcal eduction for
women was inareasingly established at public ingitutions piano teaching as an indugry
flourished. The start of a woman composer@ musical education was very often the
private piano lesson. The industry provided a very necessary income for unmarried
women, though the repertoire was mainly GalonOmusc and teaching qudity was
sometimes poor. As oneyounglady putit, (The arch-crime cannotbelaid at the door of
any unfortunae individud old maid, such asthe oneinto whose clutches | was at atendea
ageddivered. It was the crime of aclass, of asodal organisation. 3"

The importance of mudc, especially the piano, in the lives of Edwardian women
should not be unde-estimated. This ingrument (or the pianola) was present in every
respectable home and was a necessary pat of a woman® general education and
attributes.®® Ruth Solie observes, Gt has been suggested by more than onewriter that for
nineteenth-century girls and women the piano was closaly related to the diary itself in its
status as a confidante and source of emotiond release.3® She argues tha the musically
proficient woman was a marriageable commodity, not least because her playing offered

entertainment for fathers and brothers after a day at work. It aso structured the young

30 Stephen S. Stratton, @oman in Relation to Musical ArtQ Proceedings of the Musical
Association, 9" Session, 1882-3 (May 1882) p.115.
3L Charlotte Haldane, Music My Love! One Listener@ Autobiography (London: Arthur Baker Ltd.,
1936), pp.19-20.
Ruth A. Solie, Music in Other Words: Victorian Conversations (Berkeley: University of
California Press, 2004).
33 bid. p.110.
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woman@ time.* The range of ingruments acceptable for women was also increasing, so
that different soundswere becoming part of women@® daily lives® In this period there
were still some resonances of eighteenth-century attitudes, as Richard Leppeat explains

Overriding questions of ability or interest, the culture demanded mudgc as an

appropriate mark of both femininity itself and female class status. As such music

was routindy viewed by paents as an asset to thar daughtersCfuture matrimonial

stock.*®

Despite the difficulties faced by women composers, compostion often hdd an
important place in thar lives. It was no longe merely an acceptable activity to fill time
periodsduring the daily lives of women, but a creative process.®” However, compostion
was not often viewed as @is=fulOor produdive in a child@ development. The pianist
Harriet Cohen (18951967) describes compostion and improvisation when she was a
child:

At home | got endless scoldings because | would not get on with practising, but

spent hours composng, with Dad@ hdp. Both Olga [he sister] and | much

preferred this form of music to working on our chosen insruments.®

Musdca training, as with education in general for women in the early pat of the
century, was extremely varied. For example, as early as 1895, a certain Florence Higgins

was awarded a Mus Bac. from the University of London,but Oxford University, despite

allowing women to study musc to degree level, did not award mudc degrees to women

34 |bid. pp. 95 and 103.

% For a discussion on women instrumentalists in America in this period see Judith Tick, (Passed
away is the Piano Girl: Changes in American Musical Life, 1870-19000 in Women Making Music The
Western Art Tradition, 1150-1950, ed. by Jane Bowers and Judith Tick (London and Basingstoke:
Macmillan Press, 1986).

% Richard Leppert, Music and Image: Domesticity, Ideology and Socio-cultural Formation in
Eighteenth-century England (Cambridge: Cambridge University Press, 1988), p.29.

37 Leppert, Music and Image, p.28.

3 Harriet Cohen, A Bundle of Time: The Memoirs of Harriet Cohen (Faber and Faber, 1969),
p.23.
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untl 1921* Themos popukr inditutionsat which women studied music were London®
congrvatoires. These indudal the RAM, which opened in 1823,the RCM (1883) and
the Guildhdl School of Musc (amateurs 1880, professonds 1910) There were aso
smaller inditutions such as Morley College where students learnt compostion unde
Gudav Holst (18741934)(female compostion student Marie Arrigoniwon prizes for her
pat-songsin 1911)and had access to the Morley College orchestra and choir.*°

Female students certainly outhumbered males in singing and piano from the
ninegteenth century, while later, the numbers of string students increased and afew female
wind students appeared. Compostion as a first study was available to women of the third
geneation unde discussion; Morfydd Owen took this option (as a postgraduae) at the
RAM as did Dorothy Howell.** The 1912 RAM prospectus shows a class composition
option for those who did nat take compostion as afirst study (see Appendix 1 for details
of the progectus). This comprised a weekly class lesson of an hour, but was only
available to thoe who had obtained the necessary gradein harmony and counterpoint. As
women were less likely to have studied these subjects prior to attending the RAM they
were also probably less likely to achieve therequired grade than thar male counerparts.

Maude Vaerie White (18551937) was unusid for a woman of the olde

genegadtion in tha she studied compostion with George Macfarren (18131887) and

% Percy Scholes. The Mirror of Music 1844-1944: A Century of Musical Life in Britain as
Reflected in the Musical Times (London: Novello and Co. and Oxford University Press, 1947), pp. 666 and
682 cited in Sophie Fuller, @omen ComposersQp.51. As discussed previously, women were offered other
subjects at Oxford from as early as 1919. For more information on this issue, see Vera Brittain, The Women
at Oxford: A Fragment of History (New Y ork: Macmillan, 1960) also online at http://www.archive.org/de
tails’'womenatoxfordafr013166mbp.

“0 See Morley College Magazine, 1910-20, Morley College Library Archive, London.

*Isee Rhian Davies, @\ Refined and Beautiful Talent: Morfydd Owen (1891-1918)3(unpub. PhD
thesis, University of Wales, Bangor, 1999) and the Dorothy Howell papers in the Dorothy Howell archive,
private collection, Bewdley.
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Frank Davenpott (dates unknown) at the RAM from 1876. She was a prolific song
composer and travelled widdy throughouther life especially in Itay and Sicily. She
mixed with the highest tiers of society and the support of a variety of paronsalowed her
to disseminade hea mudc widdy. Compostion was a naura process for her; she
describes the pleasure of experimentation:

One afternooriN an unforgettable onefor meN | was sitting alonein the drawi ng
room when something compeled me to go to the piano and sing ByronG
Qarewdll, if ever fondest prayerOl knew the poem well, and improvised the musc
to the words without the dightest difficulty. It is the way | have composd the
melody of almog every song | have ever written, nauraly working up the
accompaniment and adding many little details after-wards | was so surprisedN so
utterly take aback with the rapidity with which the whole song had taken shgpe,
tha | thoughtit could only be a mere coinddence which would never be
repested.*

However White appears to have needed consderable encouragement from her
mother and teachers at the RAM to consder compostion as a profession. She was self-
effacing in the extreme, but like many of her generation this was an attractive qudity tha
was encouraged in a young woman. White remained aware of her own (self-imposed)
l[imitations however, and these limitationswere a cause of frudration to her teachers:

He [Macfarren] log his temper with me, but | mug say it was only for a few

seconds He thoughtit was a pity tha | devoted myself to vocal musc, and

advised me try my hand at something ingrumental. Unfortunaely he suggested a

concerto. | was in despar. | told him | was postively certain | was incapable of

such athing, but heingsted onit, and | went home to do my worst.*?

Given this unsuccessful expeiment, Macfarren did not encourage White to

compos any more indrumental works. Years later in Vienng White tried and failed

agan to write indrumental musc. It is perhgos a reflection of her education, experience

42 White, Friends and Memories, p.105.
3 bid. p.143.
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and the expectations placed on he as a woman tha she consdered herself lacking the
skills to write in this genre. O'his time my failure was accompanied by such appdling
depressiontha | felt asif | wanted to wipemusic right out of my life.&

Liza Lehmann (1862-1918)was a composr who was of the same generation and
aclose friend of White. Lehmannis perhgosmoretypical of her geneationin tha shedid
not study compostion at a consrvatoire but privately in Rome, Wiesbaden and
London?®® But as with White and Harriet Cohen, compostion was important to her: @
sang in public for ninewhole years N and how intensaly | often wish tha mog of those
years had been spent in the more profound study of compostion in its manifold
branches.&°

The RAM and the RCM, the mog highly regarded conservatoires in London,
differed congderably in terms of thar compostion provison. According to William
Weber, in the 1880s the RAM presented many more student compostionsin congert
than the RCM, which a so programmed fewer works by staff (programmes from the early
twentieth century suggest that the RAM continued to promote student composers).*’ Even
when student composers peformed thar own works in the late nineteenth century, the
RCM appears notto have encouraged its female studentsin this:

There were occasiond performances of student compostions for piano, either

solo or ensemble, more often than not with the composer as pianist. This was,

however, an essentially mae pursuit: despite the predomnance of women
pianists, and the presence of women among the compostion pupis, no women

*|bid. p.264.
* Her composition teachers were Raunkilde, Wilhelm Freudenberg and Hamish MacCunn.
®iza Lehmann, The Life of Liza Lehmann (London: T Fisher Unwin, 1919), p.179.

47 William Weber, @oncerts at Four Conservatoires in the 1880s: A Comparative AnalysisOin
Musical Education in Europe 1770-1914, 2 vols, ed. by Michael Fend and Michel Noiray (Berlin: Berliner
Wissenschafts-Verlag, 2005), 11, pp. 331-350.
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pianists performed works of ther own compostion[.]*

This attitude prevaent at the RCM, may also explain why, even as late as the 1910s
first-study women composers tended to enrol at the RAM. Thos composrs a the RCM

such as Marion Scott did so in combination with an ingrumental first study. Although
Rebecca Clarke was the first woman to study compostion with Stanford in 1907 shewas
something of an anonaly.*®

While studying compasition and piano at the RAM, younge generation composer
Dorothy Howell displayed a confidence tha is in shap contrast to the crippling self-
doubt of many women compogrs of this period. In a letter to he mothe in 1915 she
relayed, My pieces seemed to have caused quite a sensation last Sat and |Gn told tha
Corder and the Principd were both very favourably impressed.3° Howell, along with
Morfydd Owen, revelled in theatmosgpheae of the RAM and developed her compositiond
skillsaswell as he piano peformance.

Ethd Smyth was convinced tha women of all generationswere adversely affected
by the qudity of the musca education provided for them (although it should be
remembered tha she chose not to continuewith her conservatoire trainingin Leipzig and
studied privately ingead):

Face this truth; that because of what has been our postion hitherto in theworld of

musdc, there is not at this present moment (1933) onesingle middle-aged woman
alive who has had the mudcal eduction tha has falen to men as a matter of

8 Janet Ritterman, (0he Royal College of Music 1883-1899 Pianists and their Contribution to the
Forming of a National ConservatoryQin Musical Education in Europe 1770-1914, 2 vols, ed. by Michael
Fend and Michel Noiray (Berlin: Berliner Wissenschafts-V erlag, 2005), |1, p.364.

“Clarke had previously studied the violin at the RAM but left in 1905 when her harmony teacher,
Percy Miles proposed to her.

%0 | etter from Dorothy Howell to her mother, 23 June 1915, un-catalogued, Dorothy Howell Trust,
Bewdley.
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course, withoutany effort onther part, ever since music was.>

Patronage was a fundanental aspect of the life of a professond compor at this time.
Particularly for thefirst generation of women composers unde discussion, suppot from
wealthy female friends could be vital for peformance oppotunities and publication
cods. Smyth is one such case: he aristoaatic friends significantly hdped further her
career. She presented he music to Queen Victoria and received finandal suppat from
Empress Eugenie and the wealthy American heress to the Singe fortune the Princesse
de Polignac. Adda Maddison was also paronised by the Princesse. Her friend, Mabd
Batten (18561916) who was a singea and the lover of the writer, Raddyffe Hall (1880
1943) was asked to provide finandal suppot for Maddison when she had to return
destitute to England from Germany at the beginning of the First World War.>* Even
thoughboth Smyth and Maddison were from fairly wealthy backgrounds ther careers
probably would not have flounshed withoutthe suppott of such women.

Finandal paronage of composrs continuel to flounsh, though an increasing
number of alternatives gradudly emerged. Walter Willson Cobbdt, for example, chos to
fund composgtion competitions and publicationson musc rather than persondly-chosen
individuds. Also a few groups like the SWM provided perfformers and performance
oppotunities for composer-membe's. Because women in genaa received far fewer
commissions than men, it could be arguel tha such paronage was more important to
them. Yet, al composrs, relying on othe's, whether it be a paron, a compdition, or a

commission, had to maintain sodal acceptability; women, much more than men, had to

*L Ethel Smyth, Female Pipings In Eden (Edinburgh: Peter Davies, 1933), p.12.

%2 See correspondence between Adela Maddison and Mabel Batten, Mabel Batten and Cara
Lancaster, Lancaster Family Collection, London. Thisissueis discussed in more detail in Chapter 4.
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tread a fine line between bang creative, eccentric and even exotic, and trespassing
beyondthe boundsof polite sodety.

The uppe classes themselves often did not revel in the arts and paronsaso had
to be cautious. Frances, Countess of Warwick (1861-1938) who was pat of the elite
Marlborough House set (although she later distanced herself from them), recalled the
Gright youngthinggDof the early twentieth century, who had money as well as political
connetions They were, however, fearful of the radica naure of art: Grt meant
Bohamianism, and they only had the haziest idea wha Bohemianism meant, they
assumed it was sinister and immoral.&°

Similarly to educated aristocratic women, numbers of women composers from
wealthy backgrounds managed to travel abroad, often staying with friends al over
Europe Thos women, who spent some time away from London and obtained
performances of their work in other counties, increased thar standing within British
mudca sodety, which in turn led to more promotion of thar work abroad. Adda
Maddison, who lived for periodsin Paris and Berlin, and Ethd Smyth, who had studied
in Germany and travelled all over Europe were able to secure peformancesin Leipzig as
well as Paris and, in the case of Smyth, in Venice and Prague Similarly MaudeValerie
White, who travelled a great dedl in Italy and Sicily, secured peformances of her works

as shetravelled >

Travel habits such as those of Ethd Smyth, Maude Valerie White and Adda Maddison

%3 Frances Countess of Warwick, Afterthoughts (London: Cassell and Company, 1931), p.79.

> Maude Valerie White wrote two volumes of autobiography recounting her experiences
travelling: Friends and Memories (London: Peter Arnold, 1914) and My Indian Summer (London: Grayson
and Grayson, 1932).
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ceased with the start of the First World War in 1914. The war with Germany had a great
effect on the lives of al women mudcians and ingdigaed changes tha would have
previoudy been inconceivable. Those women composers who had connections with or
were living in Germany were amongthe first to be affected > Performance oppotunities
ceased, peaformers of al naiondities who had resided in or travelled frequently to
Londonretumned to their counties of origin and London®orchestras and concert hals
became reliant on British musicians The numbers of male muscians eventudly leaving
London, to fight or undetake other war work, intensfied this situaion, creating a
demand for female muscians® This was particularly the case in the orchestral sector,
but the numbers of smaller-scale concerts and opera performances decreased during the
war years. A committee for mudc in war-time was formed by the heads of the
conrvatoires, Hubet Parry, Landon Rondd, Alexande Mackenzie and Granville
Bantock, with Walter Wilson Cobbett as secretary, in order to negoftiate artists and fees.’
Unless they were adso performers, women composers did not necessarily bendfit
from these war-time changes, especialy with the decline of recitas, for here the greatest
numbers of works by women had been performed outside the private salon. Some women
took time away from compostionto be involved in war work; thisinduded Ethd Smyth,
who worked as aradiologist in France. Many more were involved in the war-relief effort

in Britain, entertaining injured troopsand organising charity concerts, such as the Oxford

%5 Mabel Batten records Adlea Maddison(s escape from Germany through France in her diary
entry for 12 August 1914. Mabel Batten and Cara L ancaster Collections, Lancaster Family Collection,
London. See Chapter 4 p.106 for further details.

% Cyril Ehrlich, The Music Profession in Britain Since the Eighteenth Century: A Social History
(Oxford: Clarendon Press, 1985), pp.186-90.

%7 See Christopher Fifield, Ibbs and Tillett: The Rise and Fall of a Musical Empire (Ashgate,
2005), p.95.
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Ladies Musical Sodety concerts for soldiers.®
One of the mog significant changes broughtabout by the war was the finandal
insecurity, previoudy unknown to uppe-class women, tha they now had to endure.
Many female servants left domestic service to join women@® military organsationssuch as
the Women@ Volunteer Reserve and the Women@ Army Auxiliary Corpsas they offered
better pay and more chdlenging work.®® The daughter of Granville Bantock describes
her mother® reaction to this sudden lack of domestic hdp: @T]o my mother, unused to
fending for hersdlf, it was a mgjor catastrophesuddenly to be without servants in a large
hous, with a growing family and a shortage of money.® This in paticular meant tha
the time available for muscal activities was reduced dramatically. And while it was also
the end of so many women composers beng able to rely on allowances from family
money, more women undetook paid work. MaudeValerie White often had to economnise
to make her fundsstretch, but was assured of aregular income from he publisher:
My time in Venice was at an end. So was my money. It was time to go back to
England. A finanda earthquée (on a homeopahic scale) was imminent. | had a
manu<ript tha would, | hopel, dday the catastrophe and tide me over till the
date of my next alowance, and on my return to London | disposed quite
successfully of my one and only song | had composed during my five month
absence. After al, in spite of Lord Byron@ appdling suggestion tha Barabbas
was a publisher, | should indesd be an ungrateful wretch if | didn® admit tha

during the course of agoodmany years |, persondly, have had every reason to be
thankful of ther existence, althoughthere have been timeswhen . . . 1 &

Of thewomen actively composng in theearly twentieth century, approximately hdf were

%8 See Oxford L adies Musical Society Archive, Bodleian Library, Oxford.

%9 Janet SK. Watson, Fighting Different Wars: Experience, Memory and the First World War in
Britain (Cambridge: Cambridge University Press, 2004), p.19.

60 Myrrha Bantock, Granville Bantock: A Personal Portrait (London: J. M. Dent and Sons, 1972),
p.104.

61 White, My Indian Summer, p.43.
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married. The unmarried are evenly distributed between the three generations of women
unde discussion; they indude Ethd Smyth, Katherine Egga, Marion Scott, Dorothy
Howell and Maude Valerie White and rangefrom women who had lesbian relationships
or intense non-sexud relationships with women, to those who had sexud relationships
with men (or combinaionsof thethree).

Many women fell foul of the expectations placed upon them within marriage
When Ethd BarnsOmarriage broke down in 1913 after her husand (the singer Charles
Phillips) had a series of affairs with his singing students, she was virtudly odracized
from the uppe-class circles in which she moved and also ceased to be a member of the
SWM.®? Ethd Smyth became so infatuated with the Princesse de Polignac that the latter
severed linkswith her for atime, thoughshe actudly continued her advocacy of Smyth®
music in secret.®® The reputation of the singe, Elsie Swinton, was shatered after the
rumour broke tha she had had an affair with the condudor and composer, Hamilton
Harty (18791941) (althoughprobaly not sexud), and the Swintonsmoved to Scotland
with her parents.® It is unclear whether it was her husand or Elsie herself who decided
to end her mugcal career, butit appears the unaiitable naure of a career on the stagein
combindion with persond scandal was consdered unacceptable for a woman of her
geneation and postionin sodety.

Many married women composers had professiond or amateur mudcian husbands

®2 See Englesberg, (The Life and Works of Ethel Barns® One of Phillip® pupils, a Mrs Bowman
(Madame Gertrude Allin) joined the SWM in 1913 the last year of Barns® membership and after the
scandal broke Barns may not have wished to have contact with his pupils there. See Appendix 2.

63 Sylvia Kahan, Music® Modern Muse: A Life of Winnaretta Singer, Princesse de Polignac
(Rochester: University of Rochester Press, 2003), p.155.

64 Greer, A Numerous and Fashionable Audience, pp.111-115.
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athoughhusandsas composers of greater professiond standing were rare indeed.*® Both
Susan Span-Dunk@® and Liza Lehmann® composer-husands were less successful than
thar wives, and combined thar composng with other activities. Indeed some women
whos hudands suppoted a continuaion of musical activities actudly increased thar
compostiond activity and decreased their performing work after marriage because it was
more compatible with increased time in the home. Indeed, in Lehmann® case, it was her
marriage to the artist and musgcian, Herbet Bedford, tha alowed her to give up he
performance career andto compose congstently.

Lehmann is an example of a woman who found support in a marriage tha aided
her development as a composer.  Of this she said, @ may say here that his [Bedford@]
critical faculty is extraordinary, and, as regads compostion, | have certainly learnt as
much, if not more, from him than any other source.® At the same time, as with White,
she displays condderable self-deprecation: @ have not at all a tidy brain, with al the
ideas propely classified and pigeon-holed; nor have | the gift of putting into words much
tha probably slumbers within as mere inginct and sentiment.&’

While there is little evidence of collaborative compostion among couples, other
collaborations such as tha between Granville Bantodk and his wife, Helena, who wrote
lyrics for many of his vocal works, did occur. Ther marriage is described by ther
daughter Myrrha

She completed the thirty-six lyrics while they were still engaged inspired by ther
passionae and romantic love This was, without any doubt a meeting of two

%5 This could be related to the fact that women composers who married successful men composers
tended to stop writing when they married. The most famous example of this is of course the American,
Ruth Crawford Seeger. See Rhian Samuel, @Vomen@ MusicQp.xvii.

6 Lehmann, The Life of Liza Lehmann, pp.66-7.
®7 | bid. pp.173-4.
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highly creative artists who were obvioudy intended for oneanother.®®

While suppotive marriages could lead to difficult decisons about career
progression, an unsuppotive patne or volatle relationgip could stop a career
altogether, as can be seen in the cases of Elsie Swinton, Ethd Barnsand Morfydd Owen.
It isalso impossible to say how many othea women stopped ther compostiond careersin
very early stages throughlack of encouragement or demandsmade by husandslovers or
teachers: vhen the teacher is male, the relationship may lead to marriage and a silencing
Dat least temporarily Dof her muse.® Two examples of this are Harriet Cohen and Jane
Joseph (1894 1929) Cohen had an interndiond career as a concert pianist, had studied
composgtion at the RAM with Frederick Corder (18521932) produdng aviolin concerto
and a nodurnefor cor anglais and orchestra, but gave up compostion after the composer
Arnold Bax (18831953 became he love, although she does not indicate tha he
discouraged her from continuing. Her pen name for compostion, given to her by Corder
and Bax, was (Tania®® Joseph took private compostion lessonsfrom Gustav Holst and
aso worked as one of his Gcribesd) copying parts as well as teaching him Greek. In a
letter to Joseph, Holst admits to feeling guilty about her work load which reduced her
time for her own compostion:

| seem to divide my time with you between

a) Objectingto yourtaking onthingstha prevent compostion
b) Making you do thingsthat prevent compostion.™

68 Bantock, Granville Bantock: A Personal Portrait, p.35.

% Rhian Samuel, @Vomen@ MusicOp.xvii.

70 Cohen, A Bundle of Time, p.30. Corder had wanted her pen name to be Natasha Rogorna after a
Russian girl he had been GondCof but Bax suggested Tania.

& Imogen Holst, Gustav Holst: A Biography (London, New York, Toronto: Oxford University
Press, 1969), p.11. Similarly Imogen Holst herself was amanuensis for Benjamin Britten (1952-64) and
produced few compositions during this time.
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MaudeV aerie White eventudly and perhgpsunusudly achieved indgpendence to
travel and live aone having stayed with her trusgee Mr Rose-Innes and his family after
he mother® desth, and then after his desth with her sister in London. She remained
unmarried, sengble of the bendfits and freedons, and the release from the pressure to
marry when she had reached a certain age

For middle-age even nowiN is the mogt successful broom for sweeping tiresome

complicationsout of awoman@ life, and into how many women@ lives has it not

swept beautiful and faithful friendships, both with men and other women.”
There were, however, very few cases at this time of women who actudly ceased
compostion upongeting married; in all of their writings thar determinaion to compose
isevident.”®

Motherhood adso had an affect on the careers of women compors in this era,
althoughthe time actudly spent with children by mothers varied consderably and was
dependent on the class and generation of the woman composer. Of those women
compors in this study who were married, mog also had one or two children. At the
same time, they did nottend to have largefamilies. It cannotbe argued tha these mothers
were any less produdive as composrs than other women but they were less likely to
travel to the same extent as some unmarried women and they had fewer performances out
of Britain. There were difficult choices, however, facing women composrs who had
children; for example Adda Maddison made the decision in the late 1890sto move to

Paris to further her career, leaving her husand and children in London™

In some cases, respongbilities of childcare had a greater effect on the work of

& White, My Indian Summer, p.53.

"3 n America Ruth Crawford Seeger was in asimilar situation; see Judith Tick, Ruth Crawford
Seeger: A Composer @ Search for American Music (New Y ork: Oxford University Press, 1997).

" Fuller, @omen Composersp. 308
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unmarried women composrs. This can be seen especiadly in the cases of Marion Scott
and Katherine Egga both of whomhad to care for children after the death of siblings As
an unmarried woman, the responsbilities of caring for family members could be a
heavier burden than that faced by a married women.

There were increasingly discussions in the press about women®@ sexudity,
especidly in relation to the new discipline of psychoandysis. As Michael Mason
observes, this led to an increased public conjecture as to a woman(8 idedl situaion.”
Celibacy was still seen as the preferable option for single women; perhgps surprisingly,
the suffrage movement did not chalengesuch an opinion. As Mason notes, There is thus
a consderable irony in the fact tha many women suffragists at the end of the nineteenth
century were vehemently oppo®d to any relaxing of sexud standads and actudly urged
greater continence.®® Theideatha, insead of damaging awoman, a life of chastity could
lead to increased concentration and energy in othe fields was applied not only to
religious temperance and feminist work, but also to women@ musical activities.”’

The sexudity of many unmarried women composers is not known. While some,
such as Ethd Smyth and Adda Maddison, had lesbian identities, othe's, such as
Katherine Egga and Marion Scott, had close relationships with each other, which were
quite possibly non-sexud.” Despite differing levels of intimacy (Maude Valerie White
and Myra Hess both had intense relationships with women) it would be dangeaous to

assume leshian identities or out ooksfor such women.

"> Michael Mason, The Making of Victorian Sexuality (Oxford: Oxford University Press, 1994).
"% bid. p.3.
7 bid. p.225.

8 Ethel Smyth, earlier in her life, had an enduring relationship with her librettist Henry Brewster,
but its exact nature is not clear.
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While the same level of hygeriadid notapply to lesbiansas to honmosexud males,
lesbian women had to be cautious and sometimes chose to appear less conspicuous by
marrying. But a lesbian identity had some advantages for a composer: she could be
suppoted by lesbian or pro-lesbian parons induding the Princesse de Polignac, Mabd
Batten and Frank Schuger, and move in what Sophie Fuller terms the Qesbian fin de
siecleDcircle.”® Also, she would generally have been free of the pressures of having
children and runnng alarge houshold.

The public debate on genda and specifically the naure of femininity was even
more important for thewoman composer than that of sexudity. Derek Scott suggests.

As more and more women took to compostion, nineteenth-century criticism

moved away from the metaphysca use of OnasculineO and @eminineO in

describing mudc and, ingead, began to use these terms as an aesthetic
confirmation of sexud difference.®

Yet pace Scott, the terms, Gnasculinedand @eminineOcontinued to define the
range of the compostiond styles of men. Katharine Ellis argues tha, while Beethoven
was acknowledgeal to possess both feminine and masculine qudities, certain groups of
composrs were classified as feminine

At different times during the century, other repertories came to be gendeed

feminine as well. Baroquemusc, Haydn, Mozart, and even Hummel were drawn

into a stereotypicaly feminine world of decorative and sweetly plaintive
expression, contrasting with the gigantic outbursts of Beethoven or the dazzling

virtuosty of Liszt and Thaberg.®

Although, as Ellis obsrves, these classifications shifted in different historical

" For information on Frank Schuster and Mabel Batten, see Sophie Fuller, Mevoted Attention:
Looking for Lesbian Musicians in Fin-de-Siecle BritainQ Queer Episodes in Music and Modern Identity,
ed. by Sophie Fuller and Lloyd Whitesell (Urbana: University of Illinois Press, 2002), pp.79-101.

8 Derek B. Scott, From the Erotic to the Demonic: On Critical Musicology (New Y ork: Oxford
University Press, 2003), p.25.

81 K atharine Ellis, Gremale Pianists and Their Male Critics in Nineteenth-Century ParisQ Journal
of the American Musicological Society, 50, 2/3 (1997), p.364.
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periods in early twentieth-century Britain women could not please: using either style,
they were always encroaching on male preserves. In a perpetud @oubk-bind)they were
discouraged from writing Gnasculinedmusc while at the same time were criticised for
presenting overtly @eminineOmusc. The use of the term @emininedto describe music
certainly had different connottionsfor male and female composrs:

[femininity] when applied to men®@ music, generaly serves to indicate an

emotiond  breadth  (the composer can be both masculine and

feminingE[ However], the term @eminineOapplied to a woman@ musc (as in

@eminine produdions) may ssimply serve to remind us of the composer(3 sex B

and therefore her artistic status®

Althoughthroughthis period it was becoming increasingly acceptable to compose
on a more professond and perhaps @naled platform, it was an unacceptable and
seemingly frightening progect for a woman composr to lose he femininity. It was
something tha few women were prepared to courtenance, whether they tried to compete
on male terms or whether they promoted afemale aesthetic.®® Ethd Smyth, with her pipe
and tweeds therefore, was quite aphenomenon, even in the 20sand 30s

This set of doubke standads for the reception of works by men and women is
undoubedly related to the conaept of @eniusD Christine Battersby has identified five
usages of theword genius persondity-typei.e. an outsider or near to madness; a @pecific
mode of congiousessOi.e. passion, intuition, ingind; energy i.e. Gublimated sexud

energy; quantification of talent through scientific methods and lastly, it is a word

whereby a @eson® cultural achievement is evaluated and assessed againg an

82 samuel, @Vomen® MusicOpp.xiv-xv.
83 For more detailed discussion see Chapter 5.
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appropriate background of artistic genres and traditions® She argues tha only the last
meaning of the term could be applied to a feminist reading to define a female genius. It
seems early twentieth-century philosophes and psychologists consdered the female
geniusto be an impossibility. Otto Welninge published histhesis, Sex and Character, in
1903,which was trandated in 1906and was read throughoutEurope
Whilst there are people who are anaomically men and psychically women, there
is no such thing as a person who is physcally female and psychicaly male not
withganding the extreme maeness of thar outward appearance and the
unwomanliness of their expression®
Few women composers, however, were prepared to reveal male qudities in thar
physcal appearance and their compostiond style (see figure 2). Ethd Smyth was
something of an exception; Richard Specht describes her appearance and manne:
But oneday, before | had had time to examine the score, the door-bell rang, and
ere my servant B visbly astonished at the appearance of the visitor B could
prevent it, in came a woman, har rather untdy, ha of no known form, a jacket
and mantle uponwhich wind and storm had dore its worst, the colour beng no
longe recognisable. A firm hand grasped mine and with a rather mischievous
smile tha lends a gentle and comradey expression to a face tha is not at all
@rettyCthat life somewha sternly modéled, she said: Ofou see, after all, | have
come myselfQ and then she begins to talk, very cleverly, with incredible vitality
and impulsiveness, thanks me for my interest in her work, raves aboutMahler and
also thework of Prince Edmondde Polignac, whomshe congders oneof the great
musicians and so on and so on®
Therefore despite differences in generation and class, women composers, like al British
women, suffered increased difficulties in everyday life, yet found it easier to be
professionds. Throughoutthe late-ningeenth and early-twentieth centuries, the bariers

to education were becoming less significant and some women attained consderable

84 Chrigtine Battersby, Gender and Genius: Towards a Feminist Aesthetics (London: The
Women@ Press, 1989), pp.156-157.

8 bid. p.115.
8 Richard Specht, @r Ethel SmythOMT, 53, 829 (March, 1912), p.168.
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success in thar studies. Many of the pressures faced by women trying to make a living
from compostion were indeed the same as for men, but the standads women were
expected to meet to maintain thefavour of mudca sodety were not Aswill be examined
in the specific cases of chambe music composers, Ethd Barns Alice Verne Bredt, Susan
Span-Dunk, Ethd Smyth, Adda Madison and Morfydd Owen, these GtandadOaffected
notonly thelives of women butaso the genres and style in which they chose to write and

ther success as composers.

Fig. 2.

a) Ethd Smyth. b) Ethd Barnsg”’

87 Herbert Lambert, Photograph of Ethel Smyth, RAM Archive, Apollo Museums Collection
Online <http://www.ram.ac.uk/emuweb//pages/ram/Display.php?irn=2050& QueryPage=Query .php>
[accessed 14 October 2009] and L afayette, Portrait of Ethel Barns (Illustration after a photograph) RAM
Archive, Apollo Museums Collection Online <http://www.ram.ac.uk/emuweb/objects’common/
webmedia.php?rn=7091& reftable=ecatalogue& refirn=14576> [accessed 14 October 2009].
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Chapter 2. Women and Chamber Music

At its smplest form @hamber muscOwill imply music of an intimate character

played and heard for its own sake in private rooms rather than in great public hdls

and relying on a subtle use of medium for its effect.!
Many decades before Tilmouth, R. H. Walthew was cited in 1913 as viewing chamber
musc as Gnusc for friend<¥ Since the mid-ningteenth century, however, the gap
between music-making with @mateurOplayers and the activities of virtuosc professiond
chambe players, especialy playing string quartets, had been growing ever wider. By the
beginning of the twentieth century, the mog successful ensmbles attracted large
audiences in recital hdls. Inaeasingly, works were beng produced for ensembles of
varying ingruments. These ranged from Ethd Smyth®@ Songsfor soprano, flute, strings
harp and percussion, 1908 (notably usng the combination of voice and wind in chamber
music before the French school and others) to Arthur Bliss@ Conwersationsfor flute and
alto flute, oboeand English hom, and string trio written in 1920° Tilmouth describes as
this as a Geaction aganst late Romantic gargantuanism®' while James McCalla feels a
princdpd attraction of chamber musc isits offer of freedomto experiment. He observes,

for example, tha with regard to the development of atondity, @nany composers took this

! Michael Tilmouth, GChamber MusicOTNG (1980), p.113 (This article does not appear in the
Online version of Grove).

2 Walter Willson Cobbett, G\ Chamber Music Causeried) Chamber Music: A Supplement to the
Music Student, 2 (August, 1913), p.13.

Smyth uses wind and voice in her chamber music before Chabrier, Debussy, Ravel, Poulenc,

Ives, Webern and Schoenberg; Stravinsky® Pastorale, 1907, for soprano and piano was only arranged for
S, ob, eng hn, ¢l, bn in 1923. Stravinsky® first works for voice and instrumental ensemble were Trois
PoZsies de la Lyrique Japonaise, S, pf/ 2fl, 2cl, pf, str gt, 112-13 and Pribaoutki, male v, pf/ fl, ob, eng hn,
cl, bn, vn, va, vc, db in 1914.

* Tilmouth, Ghamber MusicOp.117.
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step first in ther chamber musc®® A sense of experimentation, however, was only oneof
severa reasons for writing chambe musc aroundthe time of the First World War, not
the least of which were econonic factors. As male composers were often scaling down
the ensembles for which they wrote, femae composers were scaling up, having
previoudy, in general but not exclusvely, written for solo piano and voice® Wha was
the relationdhip between domestic mudc making, the produdion of chamber musc and
women composxrs? How did women composers contribute to the exploson in
ingrumental chamber writing in this period and wha were the circumstances in which

they moved towards composng in forms tha were perceived to be more Gntellectud 20

In early twentieth-century London,there was a renaissance of chamber music.” Thehadls
holding the largest number of chamber mudc concerts were the Bechgein, Steinway and
Aeolian, but there were also frequent such events at the Royd Albet Hal, and the
Queen@ Hall .2 In these venues the predominant format of the concert was the single-artist
recital; indeed thar proliferation was criticised by the press on the groundsthey were

merely a promotiond tool for the artists. The clashes in timetabling tha resulted were a

® James McCal la, Twentieth Century Chamber Music (London: Routledge, 2003), p.x.
6 See Appendix 7.

” For this information the main sources are Walter Willson Cobbett (ed.), Chamber Music: A
Supplement to The Music Student. June 1913-November 1916 and Cobbett@ Cyclopedic Survey of
Chamber Music Vols | and Il (London: Oxford University Press, 1930); Thomas. F. Dunhill, Chamber
Music: A Treatise for Students (London: Macmillan and Co. and Stainer and Bell, 1913); Frank. V.
Hawkins, A Hundred Years of Chamber Music (London: South Place Ethical Society, 1987) and Scholes,
The Mirror of Music.

8 The Bechstein Hall 1901-1917 (reopened as The Wigmore Hall), Wigmore Street, seated 550;
The Steinway Hall 1875-1924 (reopened as The Grotrian Hall), Lower Seymour Street, Portman Square
seated 400-500; The Aeolian Hall 1903-1943 (taken over by BBC), New Bond Street seated 400-500; The
Royal Albert Hall 1871-present, Kensington, seats 8,000; The Queen® Hall 1893-1941 (bombed in Second
World War), Langham Place Large Hall seated 3,000 and The Queen® Small Hall seated 500. See Lewis
Foreman and Susan Foreman, London A Musical Gazetteer (New Haven and London: Yae University
Press, 2005), pp.21-70.
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frudrating feature for some:

At the same moment when A is giving a concert in the Steinway Hal, B is

performing at Prince@ Hal, C at St James® Hall while D, E and F may be

smilarly engaged at Messrs Collards the Portman Rooms and the Marlborough

Roors.”

Chamber musc concerts were also hdd in private rooms and during G\t HomesQ
which could be large-scale, amog public occasions or small intimate gaherings of
acquantances. The RCM Union used the conaept of @\t HomesOas an oppotunity for
staff and studentsto play works by each other, as well as by more established compors.
@t HomesO often replicated a concert setting, thdr musca elements beng taken
serioudy and QrofessiondlyO

At large At Homes the hostess remains practically stationay near the drawing-

roomdoor, and guests entertain each other. During musc they will be as silent as

possible. When there is a lull in the entertainment they will proceed to the tea-
roomasthey feel inclined *°

Therenassance in the produdion and consumption of chamber musc was mainly
ingigaed by Walter Willson Cobbet, a busnessman with alife-longpassion for chamber
music. Having heard the Joachim string quatet play Beethoven at St James@ Hall, he
announed, @t is not an exaggeration to say there opened up before me an enchanted
world to which | longel to gan an entrance.®' After Cobbet retired from the City, he
became chambe musc@ most influential paron, founding the Cobbdt Phantasy

competitionsin 1905, editing the first joumd dedicated solely to chamber mudc as a

supplement to the Musc Suudent Magazinefrom 191316, and, in the 1920s establishing

® Schol es, The Mirror of Music, p. 203.

©Yha Etiquette for Ladies A Guide to the Observances of Good Society (London: Ward, Lock and
Co., 1923), p. 28.

1 Cobbett is quoted as having said this in the BBC Radio 3 programme, Music Weekly, G.
Sheffield and A. Lyle producers, 2/8/1987. Recording held at National Sound Archive.
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prizes for compostion at the Royd College and Royd Academy of Music. In 1924 he
also established a medal for services to chambe musc whos recipients indudel
Thomes F. Dunhil and Elizabeth Sprague Coolidge.

Cobbedt had a specific influence on the chamber musc written by women as, from
his writingsin Chanmber Musc and the Cyclopedic Suwvey of Chanber Musc, he appears
to have encouraged women to compose and peform such works. Indeed, in Chanber
Musgc, Cobbet established a regular column for writers Katherine Egga and Marion
Scott to pronoune@ their views on women® musc; here they aso recounied thdr
difficulties in obtaining peformance materials. Cobbet comments:

Those unacquanted with the subject may not be aware tha woman is a factor of

increasing importance in the world of chamber musc, both on the creative and

executive side Indeed on the latter she bids fair to outhunber Man, a piece of
goodnews for the feminists which nonewill grudge them.*?

Thomes F. Dunhil was anothe champion of chambe mudc. A composer who
attended the Royd College of Musc with Marion Scott, he was an assodate of the
Sodiety of Women Musicians™® His book, Charrber Music: A Treatise for Sudents, gives
a postive view of the direction of chamber musc at the beginning of the second decade
of the century.’* This extended passage inundates his pleasure a a return to more
intimate venues for chamber musc in London:

It may be true tha we do not have to-day such a regular and comfortable

succession of uniformly excellent peformances, but it is aso true tha the

chambe musc which we do hear is gengdly listened to unde far more

favourable condtions either in buldings more suitable in size than the old St
James@ Hall, or in the private rooms of the wedthy and the cultured, where

12 \valter Willson Cobbett, A Foreword®Chamber Music® 1 (June 1913), p. 1.

13 See David Dunhill, Thomas Dunhill: Maker of Music (London: Thames Publishing, 1997) and
Beryl Kington, Thomas F. Dunhill and Sibelius 70 Journal of the British Music Society, 18 (1996), pp. 54-
65.

14 Dunhill, Chamber Music.
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mudcal entertainments on the required artistic level are far more frequently given
than formerly.*

A writer in Chanbe Musc (note tha it was not Cobbdt but R. H. Walthew)
disagreed with Dunhill@ optimistic attitude

Mr Dunhil does not believe in the decline of chamber musc in England, and

asserts tha On the private roons of the wealthy and culturedQthere are far more

frequent performances of musc of the kind than formerly. It may be so! But are
there as many amateur quatet parties as there were? How many members of big
amateur orchestral sodeties have thar weekly meetings of chambe music? Do
not golf and motoring take up the time that used to be devoted to the practise of
quatets and trios in Londonat least?'®
There were, however, enthusastic amateurs who continued to hog chambe musc
evenings such as the Rensburg family (althoughthe only female composer whose musc
was doaumented as having been played at these weekly soda gaherings is CZile
Chaminade).’

Christina Bashford claims tha audience behaviour at chamber mudc venues as
well as concerts in general was changing, hdping to raise chamber musc to a more
GeriougDart-form. This difference in attitude stemmed from the work of Thomes Alsager
of the Beethoven Quartett [sic] Sodety and John Ella at the Muscal Union who in the
mid-nineteenth century had started to encourage less audience movement, less clapping
and commenting beween and duning movements of pieces and supplied annotted
programmes designed to be studied prior to the conaert.’® By the end of the decade an

audience even in the most intimate of settingswere less likely to disrupt performances,

althoughthe Mudcal Times reported:

5 bid. p.8
16 R H. Walthew, @ New Book on Chamber Music® Chamber Music, 2 (August, 1913), p. 25.
Y see Rensburg Collection, MS Mus 308, vols. 1 and 2, British Library, London

18 See Christina Bashford Q earning to Listen: Audiences for Chamber Music in Early Victorian
London®Journal of Victorian Culture, 4, 1 (Spring 1999), pp. 25-51.
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At lagt, in 1919(March), we learn tha reform is coming about It is now happily
possible, says the Editor, to hear oratorios performed without applause, thoughto
secure this result it still seems necessary to print arequest in the programme.™

However in Percy ScholesQopinion the concert-going public was too inhibited; he

reports being

repeatedly amazed to find how often the mog able composers failed in ther most
hilariousscherzo to attain wha was surely ther aim - to provokea smile. Eithe
(@) Londonconcert audiences in general entirely lack the sense of humour or (b)
tha sense is inhibited by some dduson tha they are at High Mass or a QuakersO
meeting

For British composer's, the chamber-mudc renassance was a means to greater definition

of anaiond style. Thiswas certainly apostion Thomas Dunhill suppoted:

It may be doubed if any county in Europe could furnish a more imposng array
of earnest and ardent young mudcians than is to be found in England at the
present time, and it is extremely gratifying to note tha the majority of these men
[sic] aZrle devoting a large pat of thear time to the compostion of chamber
musc.

Dunhil had observed tha chambe mudc was now baeng played in venues such as the

Aeolian and Bechgtein Halls, and also, as indicated above in the ®oons of wealthy. OAll

of these locations were frequented by women mudcians players, and, to some extent,

compors. So, while this new young generation of British composers induded Frank

Bridge Arnold Bax, Arthur Bliss and Cyril Scott, it also induded women compors

such as Ethd Barns Edith Swepgoneand Alice Verne-Bredt. Not only were composers

and writers Katherine Eggar and Marion Scott fighting for women@® postion in muscal

sodety, they were aso fighting for tha of chambe mudgc. In an article on Cobbat,

Marion Scott reveals her views:

19 schol es, The Mirror of Music, p.219.
20| bid. p.225.
21 Dunhill, Chamber Music, p.9.
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Latterly events have tended to stress theimportance of publicity. It would befolly
to underate the value of big works written, prepared and performed in the public
eye, but chambe musc has log noneof its virtue as one of the true springs of
musc. %

The advoces of chambe music argued thar case patly on mora grounds in
tha chambe musgc was a purnifying force. Freed from the anxiety of theimpending First
World War and inareasing political and sodetal problems, chambe musc was musc
stripped to its essence;

Inded, it [chambe musc] has contrived to keep itself singularly pure, and

untainted with tha turgid pessmism which has rendaed unwholesome so much

recent orchestral music, bath British and foreign®

The paalle fights for chamber music and women@ rights (the latter via the
SWM) lent succour to each other. Cobbdt was a powerful aly, for not ony did he
advocate the composition of chamber mudc but actively suppoted lesser-known but
vorthyGcomposers in this genre. His remark, @t should not be forgotten how much there
is to admire in the work of second-class composersd) has become famous® This list of
suppogd secondrate composrs induded Edvard Grieg (18431907) Hubeat Parry
(18481918) and Heinrich von Herzogenbeag (1843-1900) Ironically, it induded no

women COmposers.

Cobbet was aso concerned about the education of audiences, describing 1913

a critical time when the practice of chambe musc is threatened with temporary
shipwreck by the inglorious facilities of mechanical mudc, and by the supeior

%2 Marion Margaret Scott, from article on Walter Willson Cobbett in Marion Scott@ notebook
dated 23 July, 1927, Marion Margaret Scott Archive, RCM, London.

23 Dunhill, Chamber Music, p. 9.
24 Walter Willson Cobbett, @uo Repertory: Some CommentsQ Chamber Music, 1 (June 1913),
p.8.
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atractiveness to thelistener, notto the player, of the moden orchestra.®®

Women were not only listene's, but organisers and promoters of live chamber
music, as exemplified by women@ chamber music clubs These combined professiond
concerts with oppotunities for musc-making by the women members. Theratio of these
two activities differed; an example cited by Egga and Scott is the Oxford Ladies Muscal
Sodety, which was foundel in 1898 and in 1913 had 200 members: they hdd mainly
professiond concerts, but the concert room was open once a week for members to play
togeher. On the other hand, Egga and Scott claimed tha the Dawlish Musca Club,
which was foundel in 1909and had 40 membersin 1913,was an important rural amenity
providing professiond coaching for peformances by its members. Each club therefore
served its own particular community® needs. Some clubsactively tried to influence thar
membersOmusical taste; for example Egga and Scott pointed out tha the Clifton LadiesO
Musgca Club had a policy of only playing works in thar entirety and described it as
@reating arecognised demand for a better class of public concerts. &

Althoughthe Oxford Ladies Musca Sodety (OLMS) may not be representative,
it is interesting to andyse the circumstances unde which the Sodety was formed and
how its organisation was structured, paticularly how this might have affected the
performance of chamber works by women?” The OLMS was established in 1897 at a
time when women were excluded from the Oxford University Mudcal Club, which

programmed concerts of orchestral as well as chamber works. This excluson was not

% |bid. p.2.

%6 Katherine Emily Eggar and Marion Margaret Scott, @omen® Doings in Chamber Music:
Chamber Music ClubsQ Chamber Music, 1 (June 1913), p.10.

" The papers of the OLMS are found in the Bodleian Library, Oxford together with the Deneke
Archive which contains the papers of Margaret Deneke who was influential in the organisation and
programming for the OLMS.
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mentioned in a speech at the inaugurd meeting of the OLMS, when Mrs Burdon
Sande'son claimed, rather, that they were concerned ssimply with providing high qudity
chamber musc for Oxford. However there is an obvioussubtext to her speech, given tha
it was a women@ organisation that was being fourded.

While the members of the Sodety were exclusvely female, they were allowed to
bring a guest of eithe sex, but not resident in Oxford, to each concert. Thus the
audiences were undoubedly predominantly female, athough the exact extent is not
doaumented. Perhgps during the First World War, when Belgian refugees, woundel
soldiers and disabled officer undegraduaes attended, the propottion of men was a little
highe.

The Sodety did not claim the promotion of works by women as one of thear
objectives; inded, the nomendature, Q adies® as opposd to the @omenOof the SWM
suggests a rather more gentile and less political atmogphee. At this time, the word GadyO
had not only connottions of @ood soda positionObut also acceptable behaviour.
Etiquete for Ladies opined,

True ladyhoodis of the heart rather than the head, and onewho would aspire to

the title is only worthy if her entire life is the embodiment of the Golden Rule,

than which there can beno highe standad of conduct.?®

For ther concerts, the OLMS genegadly employed London muscians many of
whom played regularly in concert hdls such as the Bechstein and the Aeolian. In the
period between 1910and 1915 these indudel the ingrumentalists, Marjorie Hayward,
Jessie Grimson, May MuklZ, Adrian Boult, Frank Bridge and Fanny Davies. From

surviving concert programmes, it can be deduced tha, between 1900and 192Q 15 works

28 Etiquette for Ladies, pp.11-12.
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by Liza and Amelia Lehmann, Maude Vaerie White, Amy Woodforde-Finden, Mary
Scott, Dora Bright, Adda Maddison and Ethd Barns were peformedN al works, apart
from Mary Scott@ violin solo, for voice and piano. The number of works by English male
contemporary composrs was somewha larger, but these were mainly works for voice
and piano, or piano solo too. While many programmes are missing from the OLMS and
Deneke archives, the internaiond and historical spread of the 191011 programme,
togehe with itsindudon of contemporary English and internaiond composers is quite
admirable® (Seefigure 3)

Fig. 3: Composers played at OLMS Conaerts 19161911
[* = contemporary British compo%rs (*) = Amelia Lehmann]

Bach Debussy Dalcroze Gibbons Purcell
Brahms Beethoven Liszt Sgambai Schubet
Joachim Arne Tartini Pugnani-Kreider Hollandea
Spohr Bishop Vitali Masseng Marenzo
Paganini Chopin Handd Debusy Stucken
Mozart Simondti Tovey* Bantock* Schutz
Lully Dowland Strauss Cyril Scott*

Geminiani Robet Jones Carissmi Malinson*

Schumann  William Corkine Henschd*  @A.L.Q%%)

Haydn Grieg Cordli Hubet Bath*

One of the mog influential women in OLMS was Margaret (Marga) Deneke
(18821969) who was pat of awealthy Londonfamily who had resded in Denmark Hill
before moving to Gunfield (House) in Oxford in 1914to escape the Zeppdin raids The
chapd in the grounds of Gunfield, which had bdongel to St Hugh® College, was

conveted into a music room holding an audience of 90, for private and more public

29 Stucken: American; Dalcroze: Swiss; Simonetti: Brazilian.
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performances of chamber music.*® Marga Deneke describes the decor as being designed
by Roge Fry@ Omega studio, but that it did not fully materialise due to war-time
pressures.

The ceiling was to be bright green, a screen with a huge gooe whose neck

extended over severa pands was to create a pod of comfort around the musc

room fire where we were to sit, when along on a carpet with bright blobsand an

even brighter border.®*
The dZor no longe exists but it is clear tha the musc roomwas to reflect a twentieth-
century design-aesthetic if not such atwentieth-century muscal one

As can be seen from her influence on the committee of the OLMS, MargaDeneke
was part of agroupof philanthropic women (which induded Katherine Egga and Marion
Scott in London)who exerted power over the programming of chambe musgc in this
period. They were educated, wedlthy, progressve women with private incomes and
seemingly unending energy for organising others. The power of these women over
composrs and paformers of both sexes was not aways appreciated. For example
composr Dora Bright (18621951) adso known as Mrs Knachbul, was involved in
programming concerts in Londonand Cambridge. She had studied at the RAM and was
pat of a group of young composrs, induding Edward German, known as (The PartyO
and was the first woman to win the Charles Lucas medd for compostion. However, she

was described in Edward Dent@ biography as @ wealthy woman whose well-intended

paronage was not aways well rewarded; Clive@ [the singe Clive Carey] mother

%0 For more information on Gunfield House, see www.victorianweb.org/art/architecture/lhomes
/36.html. Gunfield became an annexe of St Edmund@ Hall.

3 Deneke Papers, Box 10, Bodleian Library, uncatalogued.
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nicknamed her Mrs Snatch@®mQOand resented her possessiveness.&?

Marga Deneke is a petinent example of a woman of the peiod who was
politically aware and broadly suppotive of women@ rights (in her notebooksshe notes
al the parliamentary debaes on voting rights for women), and she was an established
member of the feminist sodety run by students of Oxford University. Close family
friendsinduded the suffrage campagne Millicent Fawcett, but Deneke did not actively
promote women composersOworks even though OLMS audiences condsted mainly of
women.

Whilst Deneke@ was not an overtly anti-feminist approach, there were indeed
vocal anti-feminists in this period. This attitude can be described as a separation of
political thought from aesthetics. There are no references to women composers in
Deneke® diaries and papers; it appears to have merely been an issue she conddered
unimportant.

How concerts are programmed is a complex issue Indesd pat of the lack of
suppot for the work of women could be attributed to the desire of promoters to engage
the best musciansfrom Londonin order to maintain a professond standing. The choice
of repertoire was the joint responsbility of the organising committee and the muscians
themselves; in some cases thee is extendal correspondence on programme content.
When women composers and contemporary male composers were induded, it was often
due to thdr performer-spoussOinduding their works in thdar programmes, such as
Charles Phillips induding songs by Ethd Barns and Adine O\eill playing works by

Norman O\eill.

32 Hugh Carey, Duet for Two Voices: An Informal Biography of Edward J. Dent compiled from his
Lettersto Clive Carey (Cambridge: Cambridge University Press, 1979), p. 33.
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On the othe hand, women peformers such as Marjorie Hayward, who led her
own string quartet, do not appear to have actively promoted women@® chamber music for
the Oxford audiences either. Even Katherine Egga, who peaformed at an OLMS concert
in 1903with Eveline and Stella Fife and Walter Lang, played a programme of works by
Arensky, Schubert, Handd, Grieg, Purcell and Smetana® Many of the contemporary
English names listed in Fig. 3 have disappeared from view by today; a group of women
composrs asillugriousas these men could easily have been induded in this series.

A nunmbe of women composers, induding, for indance, Susan Span-Dunk,
Rebecca Clarke and Marion Scott, would have played chamber musc professiondly.
Marga Deneke, for example, was often required to provide piano accompaniment for
visiting mudcians such as the violinists Joseph Joachim and John Kruse. Her mother
actively discouraged he from pursuing writing prose ingead of peforming musgc, as it
was far more useful to thefamily for Margato play the piano*

The al-femae quatet was at its haght in the 1910s and in London these
induded the Grimson, Langley-Mukle, Solly, and Lucas string quatets and the Henkd
piano quatet. Scott and Egga felt that, (aken al in al there are few departments of
music where a woman@® special artistic qudities can be put to better use than quatet
playing. & Within the SWM there were several amateur and professiond string quartets
and a reserve of players to form chamber ensembles of different ingrumental

combindions It was not too difficult, therefore, for composers to find oppatunities to

3 OLMS Archive, Bodleian Library, Mus top oxon e473.
3 Deneke Archive, box 10.

% Eggar and Scott, @omen@ Doings in Chamber Music: Women in the string Quartet® Chamber
Music, 3 (October, 1913), p.12.
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have thar compostions played, especialy in comparison with the formidable task of
finding awilling and available orchestrato try outlarger works.

Another practical reason for women to write chamber musc was tha, while it
represented a movement away from the predomnant media of solo piano and voca
musdc, it did not require orchestration skills on a vast scale. Orchestration skills learnt
during a woman compo®r@ educaion, however, would enhance a composr(®
undestanding of indrumental textures involved in writing chamber works. The suitability
of chambe musdc for women composrs not only stems from its historical domestic
setting but also from chamber musc@ comparatively modest dimensons, compared with
the romantic orchestra. While male composers covered the whole gamut, women were
more likely to confinethemselves to smaller forces.

Of the professond chamber-musc concert series, the South Place Concerts
heped women@ position in the chamber musc world. The concert series (foundel in
1887 at South Place Chgpd in Findoury and continuing in a different form, the Conway
concerts, at the Conway Hall), is the longest ruming series of weekly chambe musc
concerts in London.It was part of a movement in the late nineteenth century to organise
@oncerts for the peopled which induded the People® Concert Sodety (out of which the
South Place Concerts were formed) and the Kyrle Sodety. Scholes describes the
stuation: OThere was a great desire to give the people thdr share of good things of life
and also, as in the Manzer, Hullah and Curwen movements, to make ther own good
things&°

Many of the same peaformers appeared at the South Place Concerts as at the

% schol es, The Mirror of Music, p.202.
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Bechdein Hall; however, at the former venuethere was only oneconcert per week, which
before the Second World War would indude an ensemble, solo piano and piano plus
voice. There were no solo song recitals, which made up the bulk of concerts in which
women were involved at the Bechgein Hall. Alfred J. Clements was the first Hon.
Secretary of the South Place Conaerts, serving until his death in 1938. He received the
Cobbdt medd for services to chambe musc and his organisationd skills and tastes are
described by Frank V. Hawkins

Mr Clements displayed a genius for arranging programmes and getting the best

possible artists to peform them. More remarkable was the brilliant foresight

which enabled him to visudise an audience which would come Sundy after

Sunda and listen to programmes which rarely if ever made any conassion to

popubr taste, but contained only the very finest ingpirations of chamber musc

composers.®’

Between 1887 and 1987,1121 chamber works were played and, out of these, 13
works were incontrovertibly by women (see figure 4).% At first glance this statistic seems
adepressingly small percentage but, surprisingly, women composer's active between 1887
and 1920fare consderably better than those active after 1920.This of course may reflect
more on the status of the concert series than on the women composers themselves, but of
the 13 works by women only three were by women active after 1920: Elizabeth
Macondhy, Imogen Holst and Freda Swain. Indeed, for all of the women composers

induded, thar works were genegaly only played once, the exception being Edith

Swepstone3 Piano Quintet in E minor, which was played four times. Swepsoneappears

3" Hawkins, A Hundred Years of Chamber Music, p.10. Hawkins was involved with the organising
committee of the South Place Concert series (as was his father) so this description may possibly be in some
aspects inflated.

38 Other names which might belong to women are Boyce (likely to be Ethel Boyce), Holland
(possibly Ruby Holland or Theodore Holland) and Zimmerman (likely to be Agnes Zimmerman). These
have not been included in the statistical information.
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Fig. 4: Works composed by women at South Place Concerts 18871987

Composer Work Performances Overall works
played

Susan Spain- Sextet E minor Op.55 1 1
Dunk
Edith Swepstone | Piano Quintet E minor, 4 7

Quintet D Hn and Str Qt 1

Quintet Eb Pf and Wind 1

String Quartet Lyrical Cycle

Piano Trio D minor 1

Piano Trio G minor 1

Piano Trio A minor 1

1

Imogen Holst Phantasy String Quartet 1 1
Elizabeth String Quartet no. 3 1 1
Machonchy Op. 15
Ethel Smyth String Quartet E minor 1 1
CZile Piano Trio A minor 1 1
Chaminade
Freda Swain Piece for violin and harp 1 1

to have had significant influence at the South Place Conaerts as her pieces account for
ove hdf of thoe by women. Frank Bridge Arnold Bax,Norman OMeill and Herbert
Howells are the male composgers on the list who are the closest to the women in age,
training and experience® As can be seen in figure 5, in genera a greater number of
pieces by males than by females were played. Regarding the number of performances of
individud pieces, however, these male compogers fare little better than the women:
though one piece by Bax was played nine times, mog of his pieces were only played
onee.

However, few composers have established areputation and ultimately a placein

39 Little is known about Edith Swepstone (f1.1885-1930) but 14 of her orchestral works were
performed by Dan Godfrey with the Bournemouth Municipal Orchestra and she lectured at the City of
London School. Her music has not been located in manuscript form. See Lewis Foreman, (dith
SwepstoneQ Grove Music Online, Oxford Music Online <www.oxfordmusiconline.com> [accessed 20 May
2010].
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Fig. 5: Examples of works composed by men at the South Place Conaerts 18871987.

Composer Pieces played Times each work played
Frank Bridge 13 1,6,2,1,1,2,2,1,6,2,1,6,1
Arnold Bax 14 4191111111111

Norman OMeill 2 31
Herbert Howells 6 122411

the canon through writing only chambe musgc. Marcia Citron, claiming tha not al
genres are equd, observestha ranking is affected by the status of performers of the piece
and its audience, aswell asits perceived complexity. Women composers have historically
been associated with smple rather than complex forms, and therefore have suffered from
aconsquent diminution of status
In any case, Citron questionsthevalidity of such ranking of genres:
The distinction between complex and simple style has served as a fundanental
criterion in the relative valuaion of genres and sub-genres. The ranking rests on
the assumption that complexity is desirable: it shows skill and compeence,
qudities deemed necessary for goodcompostion. Skill is arelative term, and the
demongration of skill to vhose satisfactionQs an open question.*
Questionsconcerning taste involve not only contemporary differences, but also historical
ones. With regard to nineteenth-century women, Citron argues:
Many femae composers and listeners seemed to prefer mudca simplicity, at least
as gauged by the many tundul songs and piano works composed by women. Such
works would be consdered lower genres, paticularly if peformed in private
settings Of course they might be performed jug because of the smpler style, as
well asfor reasonsof cusom and access. Theworks might be assigned dismissive
judgements, for example that they do ot rise above charmlng %\Ion muscQ
which appearsin theentry on CZcile Chaminadein the New Grove.*!

There is, however, a danga with this kind of binary approach, which in itsef is

40 Citron, Gender and the Musical Canon, p.131.
L \bid. p.132.
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smplistic. In addition, for compostion, GimpleOdoes not necessarily equae with Gess
skilful® Yet it should be acknowledged that judgements linking qudity to complexity or
simplicity vary with historical period. Counterpoint (its zenith being the fugug was the
pesk of intellectud musc in the nineteenth century B the student who was able to
demondrate skill in itstechniques thusshowed learning.
Fugd theory came to focus increasingly on one of two strains either fierce,
patisan debae about wha condgituted a @roperOfugue prindpdly for the
purpose of evaluaing mugc of the past, or the establishment of arigid modd to
befollowed to theletter by any student wishing to master theideal fugue*
As discussed previoudy, the emphasis on complex compostiond techniques in the
assessment of qudity in music led to an easy dismissal of women® work in the late
nineteenth and early twentieth centuries®® While, in the early twentieth century, there
was a resurgence of more simple kinds of musc, with the promotion of the Engilsh
phantasy and foundaion of the folk song movement, intellectud forms such as Gugued
and sonaaform held sway in a compo=r@ curriculum.** Indeed, in the 1920sthere was a
backlash agang the perceived threat of smple music to the structure of the canon.
Simple music, as seen in madrigas, church services, and music suitable for small
vocal ensemble, is as it were, the GilverOof musical currency, butit cannotclaim
to greater vaue than the @oldOof the same currency on the score of a greater
power of divisibility.*
Despite thar difficulties in securing performances, women composers did have

works presented at al the various venues discussed in this chepter. It seems that they

were optimistic: the era was percelved as a time of change and their success had not yet

2 paul M. Walker, @rugue: The Romantic EraOGrove Music Online, Oxford Music Online
<www.oxfordmusi conline.com> [accessed 14 October 2009].

*3 samuel, @omen® MusicOpp.xiii-xiv (see p.17).
* This issue is discussed in greater depth in Chapter 4.
“5 Robert Hull, @n Simplicity in Music®MT, 67, 1005 (November, 1926), p.996.
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peaked. Katherine Egga and Marion Scott, writing in Chanber Mudc, describeit thus

We regard the present as a time in which the new idea is maturing, and the efforts

at expression which we see seem to us the essays of a strength which has not yet

Gounditself.OThe old forms are beng stretched, bent, twisted, burst; when they

can no longe do duty, something, to which just now our eyes are holden, will

have taken shape®

Tha these changes should result from the modification of tradition rather than
from its radical annihilation (as was soon to hgppen on the continent, a least
supeaficialy, with regard to tondity and the Second Viennese School) is both areflection
of British attitudes and, more importantly, female ones: the women composers to whom
doors were opening would surely wish to enter areas previoudy denied them.

It is perhapsironic tha the discussion of the concept of the Quthord beginningin
thelate 1960s with Roland Barthes and Michael Foucault, which has connottionsfor the
mudcal canon, has been felt by some feminist critics to have actudly prevented women
from ganing the kudos and power allocated to male authors in the past. Rita Felski
addresses this issue of GabotageCbut argues:

Yet mog of thoe who prodaimed the death of the author were, | suspect,

indifferent rathe than openly hodile to feminist criticism. Obsessed with thar

own odlipd relationdip to male myths of authorship, with debunking

Shakespeare or bringing down Racineg they did not pause to think tha not all

authors carried the same metaphysca weight*’

But a fight for space was now taking place amongg various groups of composrs
induding women. Chambe musc provided a respectable backdrop for this

Gattlegrounddand aided the advancement of women® work. With a few notable

exceptions women had not previoudy composed in the more Geriousdforms of chamber

N 46 Eggar and Scott, @Vomen® Doings in Chamber Music: Women as Composers of Chamber
MusicQ Chamber Music, 8 (May 1914), p.75.

7 Rita Felski, Literature After Feminism (Chicago, London: University of Chicago Press, 2003),
pp.58-9.
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mugc. Egga and Scott had confidence tha the enthusasm for chamber music would be
bendficia to women: (Yes there is every reason to be hopdulN women are making
effortsN almog supe-humen efforts; and some of us have aready made efforts in the

direction of chamber musc.G?

8 Eggar and Scott, @Vomen® Doings in Chamber Music: Women as Composers of Chamber
MusicQ Chamber Music, p.60.
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Chapter 3. The Soaety of Women Musicians

It is doubful if in any part of the world there exists a body of ladies which
accomplishes more in the promotion of the interests of good mudc with so little
assunption of importance than the Society of Women Muscians®

W.W. Cobbet

The Sodety of Women Muscians hdd its inaugural meeting at the headquaters of the
Women@ Inditute at 92, Victoria Street, London,on 15 July, 1911, followed by its first
full meeting in on 11 November 1911 (see figure 6).% It was organised by the three
women who domnaed its early years, GertrudeEaton (18617?), Katherine Emily Egga
(18741961) and Marion Margaret Scott (1877%1953) During the rest of its 60-year
existence, it attracted hundeds of muscal women membes and some males. This
chapter will consdder its first nine years, when members initiated debaes on women@
role in musgc; it will enquire who its members were at this time; how much influence it
wielded on mudcal sodety, wha its political postion was and how this affected the
image of women composrs in generd, as well as thar chamber music output Were
SWM composrs typica of contemporary women composers? Why might a women
composr have chosen notto become a member of the SWM? How did the SWM reflect

the development of chamber musc by women?

L W.W. Cobbett, GSociety of Women Musicians® Cobbett(s Cyclopedic Survey of Chamber Music, vol.
2, p-435, itdlicsin original .

2 There has not been afull-length study on the SWM but previous studies which have mentioned SWM
activities include Paula Gillett, Musical Women in England, pp. 219-222, Fuller, @omen Composers
During the British Musical Renaissance 1880-19180 pp.79-81 and Pamela Blevins, Ivor Gurney and
Marion Scott: Song of Pain and Beauty (Woodbridge: Boydell Press, 2008), pp.12-14 and 102-4.
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Fig. 6. First Meeting of the SWM a The Women@ Inditute, Daily Graphic, 11
November 1911,SWM Archive, RCM.

Theobijectives of the SWM were stated in the congitution of 1911,to be

¥ To supply a centre where women musdcians can meet to discuss and criticise
mugca matters.

¥ To afford members the benefits of co-opeaation and also when desired of advice
with regard to thebusness side of thar professiond work.

¥ To bring composrs and executants into touch with each other and to afford
practical oppotunities to composers for trying over compostions

¥ To promote such other subjects as may be deemed desirable by the counal for the
advancement and extenson of the Sodety@ interests generally.’

The language used in the conditution illuminaes the soda objectives of the
SWM coundl. They clearly felt there was no suitable forum for academic and critical
discussion of the professond and amateur woman muscian. They were also keen to

promote a sense of community between women muscians (Whethe or not this was a

% Quoted from SWM Constitution and Rules, 1911 see Appendix 3, 177-002.
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populr god will be discussed later.) Women composers were given a specia focus the
congitution refers specificaly to services for them. The last objective quoied above
however, indicates the SWM was (undestandably) more concerned with its own survival
and interests than with that of individud members or specific groups It should be noted
tha the objectives are set outin neutral languaye, for example there is no ovet statement
of ams to inarease the status of women musicians and promote compostionsby women,
even though,in later speeches by and activities of its members, it is clearly enundated.*
In the period beween 1911 and 1920, the organisation induded approximately
423 female members and 49 male assodates” There were amateurs as well as
professiond peformers and composers, many had studied togeher, were pat of the same
sodal circle, and played togdher in variousensembles. Consderable numbers of women
from the same families were members together; indead during thetime in question, there
were up to 26 groupsof sisters and up to 15 groups of mothers and daughters.® A typical
membe of the SWM was modeately well off, had studied at the RCM or RAM, was
based in Londonand performed at a mixture of amateur and professiond levels but with
limited success. Thisis notto say there were not notable exceptionsto this profile: while
no working women seem to have joined, women from aristocratic backgroundsinduded
Lady Mary Trefuss and Madame Marie Méely (the Comtesse Vanden Heuvd); there were

aso extremely successful professond muscians such as the celliss May MuklZ and the

* Thiswill be discussed later with reference to the SWM@ political position. See Paula Gillett, Musical
Women in England, pp. 219-222.

® The number for members is approximate because some women used several names i.e. different
married names and professional names.

® These tatistics are taken from membershi p lists where surnames are the same. See Appendix 2.
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violist Rebecca Clarke.”

The three foundes of the SWM were women of mudc-college backgroundwho
were well conrected and persuasive in attracting others to thar cause. Gertrude Eaton
was a graduae of the RCM and was for atime Hon. Secretary and Treasurer of the RCM
Union. She was involved with the Women@ Ingitute and the suffrage movement, and
later was vocal on prison reform, negotiating with the Women@® Inditute to alow the
SWM access to meeting roons and storage space.® Katherine Egga studied compostion
with Frederick Corder at the Royd Academy.® She was also a pianist, having studied in
Berlin and Brussels and London.She exerted considerable influence in the early years of
the SWM, giving an inflammatory speech at theinaugural meeting, sitting on the counal
of the SWM throughoutthis period and becoming president of the SWM, 191415° Her
speech on becoming president induded her opinion on the position of women musicians
dunngtheFirst World War and the postion of women in sodety geneally.

Katherine Egga® close friend, Marion Scott, was a musc critic writing for the
Muscal Times and the Christian Saence Monitor among other publications a violinist

leading her own quatet and a composer. She followed Egga as president in 191516.

" A full list of SWM members from 1911-1920 is given in Appendix 2. Lady Mary Trefusis (known as
Lady Lygon) directed numerous choirs and was involved in the folk dance movement. The main character
of the opera The Rebel Maid by Montague Phillips was aso caled Lady Mary Trefusis and was sung by
PhillipsQwife Clara Butterworth.

8 For further information on the connections between the SWM and the W1 see Lorna Gibson, Beyond
Jerusalem: Music in the Women@ I nstitute 1919-1969 (Aldershot: Ashgate, 2008), pp. 38-41 and pp. 189-
191. Eaton@ relationship with the W1 cooled following the decision for the SWM to move to more suitable
headquartersin 1920, see Appendix 3, letters between Gertrude Eaton and Mrs Roskill 177-045 B177-050.

Sophie Fuller, @ggar, Katherine Emily®) Grove Music Online, Oxford Music Online
<www.oxfordmusi conline.com> [accessed 14 October 2009]. Extensive information on Katherine Eggar
role in the SWM is contained in the SWM Archive, see Appendix 3, 176-095. The archive of the SWM is
held at the RCM, London but is uncatalogued. As part of my research a catalogue was produced of al items
and an extract of relevant items appears in Appendix 3.

10 Extracts from Katherine Eggar® speech are given in Appendix 4.
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She appears to have been a less politically controversia figure than Egga, athoughthe
organisation behind the memorial service for Scott by Egga in 1954 shows the strength
of therelationsip (althoughthere is no evidence tha this was other than platonic). Scott
is at present mostly remembered for her suppot of Ivor Gurney and the promotion of his
works. Her entry in TNG (rev.) briefly mentionsher compostions and concentrates on
her reputation as a writer. Even here, however, she is complimented (in gentlemanly
fashion!) for he feminine style, her writings described as being @emarkable for thar
graceQ

Neither Egga nor Scott has gained emancipation to the status of a GeriouD
composer, even in compaison with othe woman compogrs of the period; academic
writing amog without exception refers to thar links with the SWM. They were tireless
and formidable activists, and the time and energy they lavished on the SWM was
undoubedly patly due to the fact that they both remaned unmarried and had
condderable private incomes. Inded at the time of her death Scott® estate was worth
£304012.11 although,surprisingly, the amount bequesthed to the SWM in her will was
amodest £100,an amountwhich was repeated in Egga@ will eightyears later.

The three foundes were active organisers during ther education at the Royd
College and the Royd Academy; both Eaton and Scott hdd committee postionsin the
Royd College Union after gradudion. Theinfluence of relationships established through
themusc colleges onthe SWM can be seen in the committee of the Royd College Union

in 1915;those in the most senior positionswere Miss Beatrix Darndl (Hon. Treasurer),

™ Eric Blom and Peter Platt, Marion Scott®in TNG (rev), 2001 and Eric Blom and Peter Platt, Gcott,
Marion M.OGrove Music Online, Oxford Music Online <www.oxfordmusiconline.com> [accessed 14
October 2009]. In the online version the comments quoted above have been removed.
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Mr Harold Darke (Ass. Hon Treasurer), Miss Marion Scott (Hon. Secretary), Miss Mabd
Saumarez Smith (Ass. Hon Secretary), and Mrs Conna Boyd and Dr F.G. Shinn (Hon.
Auditors).”? Of these Darndl, Darke, Scott and Saumarez Smith were all members of the
SWM. Thesodal events of the sodeties of Royd Collegeand Royd Academy graduaes,
such as the Royd College Union®@ @t Homes) would have provided ideal recruitment
oppotunities for the SWM. Althoughthere were many SWM members who had trained
at the RAM or who hdd teaching postions there were very few members between 1911
and 1920who were students. Unlike the RCM there appears notto have been such aclose
relationsip between the SWM and the RAM as an ingitution.

The SWM professiond peaformer members indudeal the vocalists, Evangdine
Florence, Agnes Larkcom, Marie Brema, Else Hall, Jeanne Jouve and Gladys Moge,
pianists, Alma Haas, Lily Henkd, Fanny Davies and Addinade Lara, and string players,
May MuklZ, RhodaBackhouse, Cecilia Gates and Rebecca Clarke. Unsurprisingly, many
married members had hudbands employed in the musc indudry, such as the composer
Ethd Barns (thesinga Charles Phillips) andthe singer GladysMoge (themusical agent
Philip Ashbrookg. Approximately three-quaters of the members of the SWM, however,
were unnarried

Many SWM members who did not have training in compostion and could not be
defined as professond composers used thar membeship to start or develop thar

compostiond skills. This can be seen from the sheer numbers of women who had ther

12 566 RCM Magazine, 11, 3 (Easter, 1914).

13 Statistics from the SWM member list; this calculation is approximate as MissOis assumed to be
unmarried, MrsOand MadameOassumed to be married. However, married women performers sometimes
chose to retain their maiden names professionally. Foreign members were often called Madame whether
they were married or not.
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works played at SWM concerts.**

Othe members were acknowedged composers and
had achieved congderable commercial and critical success prior to joining. This group
induded the first presdent, Liza Lehmann, whos mothe Amelia publshed
compostions unde the initials A.L.;*> Liza was a recital singe untl her marriage to
Herbet Bedford in 1894 She had studied composgtion with the Dutch composer Niels
Raunkilde (1823 1890) and by thetime of her presidency of the SWM she had producd
acongdeable number of vocal works and had just completed atour of Americafeaturing
her compostions In 1911 she was increasing the amount of teaching she undetook;
subsquently she obtained a pog at the Guildhdl School of Mudc and produced a thesis
onsinging tuition.*®

One established composer who was involved with the SWM on a regular basis
was Ethd Smyth (18581944) probably the best-known British woman composer of the
twentieth-century. Smyth had an erratic relationship with the SWM; there is no evidence
tha she attended the composer-group meetings but she did use the SWM concerts as a
platform for her works and gave occasiond lectures to members*’

Ethd Barnswas also a well-established composer based in London,being known

primarily for her chambe works. She was a violinist and pianist as well as composer,

14 See Appendix 5 for afull list of SWM composers group.

15 seep. 60.

16 see Stephen Banfield, Qehmann, LizaQ Grove Music Online, Oxford Music Online
<www.oxfordmusiconline.com> [accessed 14 October 2009].

1 see Sophie Fuller, Gmyth, Dame Ethel (Mary)Q Grove Music Onling, Oxford Music Online
<www.oxfordmusiconlinecom> [accessed 14 October 2009] For more information on Smyth and a list of
writings on Smyth see Chapter 4. Smyth was grateful for the SWMG@ supportive congratulations on The
Wreckers in 1939; see Appendix 3, SWM Archive Catalogue, 177-084 and 177-085.
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studying compostion at the Royd Academy of Music with Ebenezer Prout™® Togeher
with her husand, Charles Phillips she ingigaed the Barns-Phillips concert series at the
Bechgein Hall.®® Barns aso used the SWM concerts as a platform for her new works,
but was only a member untl 1914?° She was part of a younge generation of woman
composgers, which aso induded Rebecca Clarke, which Stephen Banfield describes as
Ghe genegation between the late Victorians (Smyth, Lehmann, White) and the new
independents (Maconchy, Lutyens).®

Rebecca Clarke was a professiond viola player, a member of the Queen@ Hall
Orchestra unde Henry Wood and numerous string quatets. She studied compostion at
the Royd College of Music with Charles Villiers Stanford (18521924) as did he
contemporaries, Frank Bridge (18791941) and Eugene Goossens (18671958) Like
Barns Clarke wrote chambe musgc. Her best-known work the Viola Sonaa, composed
191819, is now so ubiquitous tha it can be conddered to have entered the canonical
violarepertory. 2

Another sub-category of SWM composer-members is women who are
remembered as professond peformers (some had globd reputationg but who also
composd. These induded the pianists Kathleen Bruckshaw, Ruby Holland and Elsie

Home, Else® sister, the singer Marie Homne, and the mog well-known of these, May

18 Ebenezer Prout (1835-1909) was an organist, pianist and composer who taught at the RAM from
1879. He published an edition of Handel® Messiah in 1902.

19 The Bechstein Hall was renamed the Wigmore Hall in 1917.

20 See Sophie Fuller, @arns, Ethel® Grove Music Online, Oxford Music Online
<www.oxfordmusiconline.com> [accessed 14 October 2009]. For more information on Barns and a list of
writings on Barns see Chapter 5.

2! Banfield, GRebecca Clarke®p.119.

22 | iane Curtis, @larke [Friskin], Rebecca (Thacher) [Helferich]Q Grove Music Online, Oxford
Music Online <www.oxfordmusiconline.com> [accessed 14 October 2009].
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MukIZ MuklZ (18801963) was an internaiondly renowned cellist who was a close
friend of Rebecca Clarke, playing in the English Ensemble piano quatet with Clarke,
Kathleen Longand Marjorie Hayward.

Othea SWM members who were primarily known as educationdists and writers
on music also had works played at the Sodety@ conaerts. Among this group were the
teacher Emily Daymond and writer Kathleen Schlesinge. Lude Johngonewas a singer
and teacher who published compostions unde the name of Lewis Carey and was
involved in therunning of the SWM induding the careers advisory committee.

This small sample of SWM membership clearly identifies the musc-college
connettion. Indeed the SWM was the idedl venue at which female graduaes of these
ingitutions could sodalise, discuss mugcal ideas and further ther careers. It could be
argued the SWM fundioned in some ways on the same level as gentlemen@ clubs of this
period, providing a safe place to make contacts.

The mog prominent foreign woman composr to be assodated with the SWM
was the French composer, CZcile Chaminade (1857-1944) A resolution to admit foreign
members was not brought forward for discussion until 1920 but Chaminade agreed to
take on the presidency in 1913142 While she played no active role in the running of
the SWM, a concert of he works was organised at the Aeolian Hall when she visited
Londonon June 30, 1914. She played at the concert with SWM members Alma Haas,
Beatrice Langley, May MuklZ and Ernest Groom Other members with works in this

prestigious event induded Lewis Carey (Lude Johngone, Isobd Hearne Bluebdl

3 SWM members living abroad for not less than one year were allowed a discounted rate; foreign
musicians visiting London for up to 6 months were alowed temporary membership.
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Klean, Mabd Saumarez-Smith, Marion Scott and Katherine Egga.®’

In the period between the formation of the SWM in 1911and 192Q there were 49
male assodates. They ranged from those who were related to female members and were
also musgcians in some capacity, to those involved in teaching, such as Albet Visetti.
Y oungmale compasers, such as Arthur Bliss (1891-1975)and Ivor Gurney (18901937)
aso bendfited from SWM activities. The male assodate with probably the mog influence
within the SWM, however, was Walter Willson Cobbeit.

Cobbdt, in addition to other activities such as editing the Cyclopaalic Suwey,
first published in 1929, hdd competitions for the compostion of chamber musc (see
figure 7), starting as early as 1905; SWM members were closely assodated with these,
submitting compositions and playing the works selected for prizes. It was at Cobbet®
ingstence tha the chamber musc competition revived the form of the English Phantasy.
As his own encyclopadiaclams:

He set British composers to work, with moden methodsin a form which was

thar own particular inheitance. There were no prescribed structural limitations

but the works were required to betersely designed in onecontinuousmovement.?®

Indeed SWM member Susan Span-Dunk@® piano trio and violin sonaa both won

Cobbett prizes.?” While Cobbet@ finandal assistance certainly encouraged composers of

both sexes to write chamber mudc, the SWM gave women added impetus Theresult was

2 Little is known about Bluebell Klean but from the programme of the Bournemouth Symphony
Orchestra concert on 13 December 1917, when her Piano Concerto in E minor was played, we learn that
she received her musical education in England and her other compositions include a Quintet in C minor and
a Piano Trio in F, as well as nhumerous songs. McCann Collection, British Concert Programmes, RAM,
London. See also http://landofllostcontent.blogspot.com/2009/08/bluebel |-kl ean-composer-concert-pianist.
html

% For afull list of male associates see Appendix 6.

%6 Thomas F. Dunhill, @British Chamber MusicOCobbett( Cyclopedic Survey, 1, pp.197-98.

! See Chapter 5 for a detailed discussion of the Phantasy competitions.
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Fig. 7 Medd for Walter Willson Cobbet Quartet Chdlengefor the Sodety of Women
Muscians.?®

tha larger numbers of women, who had previoudy only written piano pieces or songsor
had never composed at al, were motivated to compo in this medium. Yet some still
regaded larger chamber ensembles as ingopropriate for women; as late as the 1950s an
unidentified correspondent wrote to Katherine Eggar, imminently a pand-member for a

SWM compostion compdition, declaring tha the Trio was a paticularly suitable form

% RAM Archive, Apollo Museums Collection Online, <http://www.ram.ac.uk/
emuweb/objects/'common/webmedia.php?irn=7326& reftabl e=ecatal ogue& refirn=5006> [ accessed 30
October 2009]. Note the letters SWM in the central part of the medal.
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for women to employ.?

Cobbet also established the Cobbet Free Library, which aimed to contain @very
important chamber workOand was housd and administered by the SWM. This was an
important resource for the general public but especidly SWM membe's, amateur and
professiond, who played in chamber ensembles. It was not, however, aways well used,
as Hilda Moon had to remind members in 1913 of its existence.®® Cobbet worked
closly with Katherine Egga, Marion Scott, and Susan Spain-Dunk (who played violain
his private string quatet); indeed they contributed articles for Cobbet@ Cyclopadic
Suwvey of Chanbe Musdc, Scott writing articles on Thomas Dunhil and Herbert Howells
and Egga on CZile Chaminade. Other contibutors to this volume who were also
assodated with the SWM induded Herbet Bedford, Rebecca Clarke, Fanny Davies,
Thomas F. Dunhil, StellaB. Fife, AminaGoodwin and Percy A. Scholes.

Cobbet® competitions provided a platform for new works, althoughthere were
not vast numbers of women amongg the top prizewinnes. It was rather through his
suppot of the SWM tha he advocted the work of women composers. But his
Cyclopelic Suvey of Chanmbe Musc had 63 individud entries on women compasers of
chambe mudgc (induding SWM members, Barns Chaminade, Egga, Smyth and Span-
Dunk) while the entry, @Vomen composersOmentioned SWM members, Dorothy Kalitha
Fox, Dorothy Goodwin-Foger, Agnes H. Lambert, FionaMcCleary, M.E. Marshdl and

Monica E.M. Smith:** Significantly, Cobbet himself felt that women should not try to

29 See Appendix 3, SWM Archive Catalogue, 175-094 and 175-098.
30 See Appendix 3, SWM Archive Catalogue, fixtures pamphlet, 1913, 176-038.

31 See M. Drake Brockman, @Vomen ComposersOCobbett@ Cyclopedic Survey, 2, pp. 591-3. Fox,
Goodwin-Foster, Mcleary and Smith were not SWM members pre-1920. M.E. Marshall is very likely to
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write like men: @T]he composer destined to achieve greatness in the future is more likely
to besimplyN herself; nat woman pranked in male garb.&

There had been a precedent for the SWM in the form of the Royd Sodety of
Female Musgcians set up in 1839 but by 1886 this organisation had amalgamated with
the Royd Sodety of Muscians® The Sodiety of Female Artists was foundel in 1855and
the Theatrical LadiesQGuild in 1891* Women muscians involved in the suffrage
movement formed a sub-group of the ActressesOFranchise League and marched unde
ther banne in the Women( Coronaion Processionin 1911% On theinternaiond scene,
the SWM was the first of its kind, with the American Sodety of Women Composrs
being indituted 13 years later in 1924. Many SWM members had internaiond
connetions with peformers such as May MuklZ and Rebecca Clarke touring America
and Marion Scott writing regular articles for the American publication, The Christian
Sdence Monitor. SWM membe's appear not to have been directly involved, however,
with thar American counerparts.

Perhgps the activity of mog significance to SWM members was its organisation
of events. In thefirst year these induded lectures by members and guest speakers on an
eclectic range of topics such as piano technique French lyric diction, Indian musc,

Polish folk songs the musc copyright bill and brass indruments. These would condude

have been SWM member, Mrs MarshallGbut this is not conclusive. Liza Lehmann aso has her own entry
but is omitted from the entry on women composers.

32 bid. p.593.
33 Fuller, @omen Composersdp.79.

34 Barbara Penketh Si mpson, MHistoryGSociety of Women Artists <www.soci ety-women-
artists.org.uk/history.html> [accessed 20 May 2009] and Fuller, @omen ComposersQp.38.

35 Fuller, @omen Composersdp.38.
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with chared discussionsbetween the members present.*

Oneof themog pertinent activities for composers was the establi shment of atwo-
day composersOconference in 1912, which became an annud event. The first induded
papers by two prominent speskers, Ralph Vaughan Williams on QVhat should be the
aims of our youngcompogers?Oand Dr R. R. Terry on Gregorian rhythm.*

The composer-members could aso attend fortnightly composer meetingsrun by
KatherineEgga. Accordingto theMusc Sudentin 1918,the composer group

demondrated tha women muscians were doing something highe than writing

mere GGhop Ballads OString Phantasies, piano solos and nine settings of Blake3

The Sunfower, composed by members of this little group of enthugasts, were put

before an audience. The nine vocal items formed a sort of flower show, and the

audience, by vote, awarded its approbaion to the best developad and most
beautiful speciman in theexhibition®®

Thetoneof the aboveextract reveas the attitudeof the author to the composers of
the SWM. Theauthor, given as @.A.S.Qis mog likely to have been Percy Scholes, editor
of the Musc Sudent. The reference to Qvomen musciansO rather than Qvomen
compogrsOand the term Qittle group of enthugastsObestows a definite amateur status on
the compogers of the works.® It is perhaps unaurprising tha, given all the settings of

G'he SunflowerQ Scholes evoked a flower show (and its feminine connottiong, and

linked this to amateurism; nonehdess the tone of this part of the article is surprisingly

% See Appendix 3, SWM Archive Catalogue, Notice of 4™ Annua Composer Conference 1915 178-
035, Events Fixtures Pamphlets 178-004-139 and Report on Composer Conference in Musical News
BV003-page 16.

37 Notice of 1% Composers Conference, 1911, see Appendix 3, SWM Archive Catalogue, 176-043.

Bpas. (Percy Scholes), (The Society of Women Musicians: A Model for MenQ Music Student, May
1918, p.335.

391f the author was indeed Percy Scholes this review could have had a significant effect on future
perceptions of the SWM. Scholes had formed The Music Student in 1907 and after moving to London from
Oxford in 1912 became an influential journalist, university lecturer and broadcaster, providing criticism on
contemporary British musical life.

84



condescending and dismissive in an edition of the Mudc Student devoted to the SWM.

Some noncompossr SWM members showed consderable suppot of women
composrs in genera and made efforts to promote thar work. The SWM encouraged a
suppotive aamophee:

As one of the chief ams in foundng the SWM was to encourage serious

compostion among women, the Coundl very earnestly beg the Sodety to give

ther fellow-members thefriendly suppot of ther attendance on this occasion

This can aso be seen in correspondace in 1908 beween SWM member Cecilia
Hill who was Organising Secretary for the Herts and North Middlesex Compdtitive
Musc Festival and SWM composer M.E. Marshdl. Having won second prize in 1907,
Mrs Marshdl won first prize in the 1908competition for her violin compostions

Jug alinein delighted haste to say you have first prize for compostion; and the

violin pieces are to be peformed on Thursday@ concertE There were six

candidaes. Theother 5 were all men poa thingd Hurrah!*

Althoughthe SWM accepted male assodates who were able to paticipae in
SWM activities, it was not unusud for male musicians to strike condescending attitudes
towards the SWM. Even when well-respected muscians spoke aa SWM fundions and
conferences they could sometimes be perceived as undeestimating the intellect of thar
audience. Arthur Bliss succumbed to this in a paper he gave to the SWM in 1921, whee
he referred to the inability of @ine ladiesOto undestand modan musc (in this case
Stravinsky@ Rite of Spiing) due to ther lack of two essential characteristics, being

ndather male norachild:

Listen to it, if you can, unprejudiced. @ appealQ1 am sure he [Stravinsky] would
say (ot to the professiond, steeped in mudc, but to the man who can come and

“0'Notice of Autumn Events, Appendix 3, SWM Archive Catalogue, 176-038.

4 Correspondence between CeciliaHill and Mrs Marshall, 20 February 1908, McCann Collection
(Apollo Online), RAM, London.
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listen with his imagindion aware, and his other faculties in subjection. It is the
child to whom the work makes the strongest appeal, who is attracted at once by
the smplicity of its message, and convindng sincerity with which the messageis
conveyed. | am afraid thefineladies whom| see applauding it so vigoroudy have
nathe the onenor the othe characteristic, but only find in it a sensation al the
more ddiciousfor beingtotally incomprehensble.*

What occurred in Egga® composer meetingsis undear, athoughthe annud reports
of the SWM indicate they were for criticism rather than technica indruction. Indeed
Egga® influence and ideology may have been a reason why some of the women
composgers still familiar to us such as Ethd Smyth and Ethd Barns remained members
of thesodety only briefly. Thiswill be discussed in more detail later.

The SWM provided a platform for established women compors, as well as
novices, to present thar work. This oppotunity appearsto have been exploited to the full
even by professionds who played norole in Egga@ composer meetings Thefirst of the

public concerts was at the Queen® Small Hall on 25 Januay 1912 with works by the

following composrs:

Ethd Barns Agnes Lambert
Kathleen Bruckshaw Lude Johngone
Emily Belcher LizaLehmann
Louise Burns Marie Mely

Julia Cook Watson May MukiZ

Frances Davidson Muriel Overton
AddinadelLara Caroline Percevd
Katherine Egga Dorothy Pyke

Ella Faber Teresadd Riego
MinnaGratton Mabd Saumarez Smith
AddaHamaton Marion Scott

CZcile Hartog Ethd Smyth
ElseHorne MaudeVaerie White
Marie Horne

2 Arthur Bliss, As | Remember (London: Faber and Faber, 1970), p.252. Transcript of @Vhat Modern
Music is Aiming AtQa paper given to the SWM, 2 July 1921.
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This list indudes well-established women composers. Barns Lehmann, Smyth,
dd Riego and White. Many on the programme were involved in peforming thar own
works as well as thos of othes. These concerts in combinaion with rehearsals,
comporsOmeetings and general sodety fundions meant tha professiond and amateur
women composers were able to convase with peformers, so tha thein-house orchestra,
choir and ingrumentalists could experiment with new works. The in-house ensembles
were active and apper to be continudly shifting to meet the demands of the
ingrumentation for the works scheduled. The muscians also worked with outside
ensembles, for ingance the SWM orchestra collaborated with the Choir of Westminger
Cathedral in June1913to perform lesser-known works of Bach, unde R.R. Terry.®®

After the opening concert (devoted to membearsOworks) mos SWM concerts,
such as the oneprogrammed on 24 February 1913, did not feature work solely by SWM
membes. As well as songs by Agnes Lambert and a Phantasy Trio by Alice Verne
Bredt, there were works by Coleridge Taylor, Stanford, Glazounov, German, Palestring
di Lasso and Brahms.** This was aso the case for thefirst concert of 1915 held at SWM
headquaters and organised by the pianist Else Horng with works by herself,
Rachmaninov and Delibes.** In later years, the SWM returned to only SWM composer-
concerts in an effort to promote a younge geneation of composers. On 18 December
1920,there was a peformance of works by younger members induding Elsie Hamilton,

Ruby Holland, Jane Joseph, M.E. Marshdl, Kathleen Richads (later the wife of

3 1.a. @ccasional NotesOMT, 54, 845 (July 1913), p.444.

44 See Appendix 3, SWM Archive Catalogue, BV 003 loose between pages. This concert did not
receive afavourable review from Evelyn Kaesman in The Musical Courier (Feb, 1913) who felt the
compositions were not origina; see SWM Archive Catalogue, Bound Newspaper Clippings, Appendix 5.

5 Anon, @ ondon ConcertsOMT, 56, 864 (February, 1915), p.108.
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compogr Benjamin Dale and contributor to Ethd Smyth® biography by Christophe St
John)and Joan Spink.*°

Some SWM concerts, for example the Chaminade conaert, were well-attended;
the Liza Lehmann memoria concert in 1918 had to be repeated because of the demand
for tickets. Such popukbrity with audiences was not always evident, however, and in
Octobe 1913the players and composers involved in a SWM congert complained they
had played to themselves*’ It appears tha, even within the community of women
mudcians afamousname was needed in order to draw large audiences. Indeed it could
be argual that while the SWM had worked to dismantle the male canon, it was replacing
this with an elite selection of idolised women composers such as Chaminade and
Lehmann. Programmes by well-known women composers did not often aso indude
works by lesser-known women.

The SWM were keen to promote a sense of professiondism in order to be taken
serioudy by London®musca society. They divided themselves into professionds and
amateurs, althoughit is not clear how they made this distinction and indesd implemented
it. It should be remembered tha many women composers moved beween these
categories throughoutthar lives, depending on their circumstances, and tha amateurs at
this time were not necessarily badly trained. Amateurs and professionds were only
segregated in tha professionds pad alower subscription fee than amateurs.

In this time-period the sodety aso set up an advisory committee to give career

advice for women wanting professond careers as performers or composs. The

46 See Appendix 3, SWM Archive Catalogue, 176-029.
a7 See Appendix 3, SWM Archive Catalogue, Annua Report 1913-14, 178-002.
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members on the advisory pand for compaosers were Katherine Egga, Thomes F. Dunhill
(awdl established composer), and Adda Hamaton, who had compostions played while
at the Roya Academy but did not subsequently establish a consderable reputation in the
professiond world.

Politically the SWM was not directly connected to the suffrage movement,
althoughsevera of its members were involved in it at some level, but the relationship
between the suffrage movement and the SWM was complex. On a practical, if not
ideological, level, there were many similarities beween them: the regular meetings the
campagns for new members, the distribution of propagandg pogers and advertising.
Each of the two women(® sodeties would have provided ideal oppotunities to recruit for
the other. Suffragette members in the SWM would have been well-versed in promoting a
cause with continud enthusasm and energy; this was put to good use in the tusse
between variousSWM members and the Assodated Board of the Royd Schools of Musc
over women examiners, which lasted, 1937195%.* A perceived link to the suffrage
movement, however, could have discouraged some women mudcians from joining the
SWM. Indexd for some the notion tha the SWM had a politica agendg whaever tha
may have been, was areason notto join. Katherine Egga was sendtive to this:

Perhagps in the minds of some there is a lurking fear tha we are a suffragist

sodety in disguise; our only connection with the Suffragist movement is a

similarity of ideals. In both political and mugcal life there is a great deal of wire

pulling and party policy; onedoes not need to know much aboutmudcal dealings

in general, to know this.*®

The press, initially suppotive of the SWM@ objectives, was increasingly critical of

8 See Appendix 3, SWM Archive Catalogue, 175-032-45.
49 K atherine Eggar, Address at Inaugural Meeting, SWM Archive, RCM, see Appendix 4.
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perceived suffragist tendendes within the organisation. The membes themselves
appeared to reaise therisks involved in taking too much of a suffragist line, for example,
Gertrude Eaton declined to take alead in ther campagn for women to receive dodorates
in music as she felt she was too closely alied to the suffrage cause.® Women artists in
genga were much more closly linked with the suffrage movement than women
musicians mainly throughthe Suffrage Atelier, which produeed visud propaganda®

Egga® speech at the inaugural meeting in 1911, however, projects a feminist
tone in discussing women@® suffrage. PwW]e want women to join us who will take an
active share in vitalising the artistic conaeption.? The SWM encouraged women to take
an inaeasingly active role in shgping thar postion within musgca sodety and thus a
more confident notion of identity as awoman composger. Contrasting with advice given in
the RAM student magazine, The Overture, in the 1890s women in the early twentieth
century were much less likely to publish unde pssudonyns or initials.

[T]he woman composer has a great deal of prejudice to overcome, and he best

plan is to give the public only her surname and theinitia letter of her Christian

name. Then she will stand some chance of getting a certain amount of unbiased

criticism Btill sheisfoundout™

Were the SWM@ composer-members typical of women composers generally?
Here, its public image is significant: the SWM in the war years spanned three

genegations yet the youngest of these was the least represented. Its members were eager

consumers, ensuring sales of sheet mudc, as can be seen in the hugdy successful

%0 See Appendix 3, SWM Archive Catalogue, 175-047 and 175-048.

51 Tickner, The Spectacle of Women, pp. 20-22. The Suffrage Artelier was founded in 1909 by
Clemence and Lawrence Housman as a society, which promoted women@ suffrage through crafts and
visual arts. Artists submitted work that was sold through the Artelier. See http://vads.ahds.ac.uk/collections/
FSB.html.

52 Eggar, Address at |naugural Meeting, SWM Archive, RCM, see Appendix 4.

%3 n.a. @Correspondence to the Editor&The Overture, 4, 1 (March, 1893), p.16.
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Chaminade concert at the Aeolian Hall during her presidency in 1914. The bendfits of
membership for the professondly more-established induded, as mentioned earlier, a
platform for new works. The first two movements of Ethd Smyth® String Quartet in E
minor, played here, were praised in the Musical Times. (They were remarkable for an
origindity which had no recourse to the eccentric. Some women had only fleeting
assodation with the Sodety; for example, as mentioned earlier, Maude Vaerie White
was a member throughoutthis period but lived abroad, and Ethd Smyth was only a
membe for three years during this period, athoudh shereturned in later years.

The First World War certainly had an impact on membership, as many women
were involved in the war effort, but it does not explain al of the lapses in membership
tha occurred at that time. It is possible tha those who had established careers were
anxiousaboutbeang too closly linked to the Sodety, resulting in aloss of identity and a
loss of acceptance in the maingream, while also beng concerned about the expectations
placed uponthem by the SWM.

Onepossible source of discontent, especialy for the more established compaosers,
could have been the extent of the power exerted by certain women within the SWM.
Katherine Egga, for ingance, was influentia not only in the administration but aso in
the formation of the Sodety® ideology. Indeed her presidential speech in 1915 clearly
reveals he views on the postion of women and their proposd pah. It can amog beread
as awar-cry, smilar to many suffrage speeches but with a muscal message Egga was

eager for changewithin muscal sodety and for women to pursue intellectud interests:

% n.a. @hamber MusicOMT, 53, 829 (March, 1912), p.181. Smyth did not complete the final two

movements of the String Quartet until 1912 and her return to writing this work may have led to the
performance of the first two movements.

91



Think of al the stuffiness and all the cobwebs which have been swept away by
the breezes, and, it mug be owned, destructive gdes, of moden thoughtand
feeling. Can you not see wha this has meant for women themselves, to have got
used to travelling, to having clubs to looking after themselves, to having big and
seriousinterests of their own, to being avital pat of aworld larger than their own
gitting rooms? Can you not see wha it has meant for the world, for men in all
classes of sodety to become accustomed to women dodors, women guadians
women clerks, women gardeneas, women speakers, women farmers, women
professors?>

In the same speech, Egga also discusses the popubr idea (in her opinion
unjudified) that if women had had the vote, war would have come soone; this was of
course something well beyondtheremit of amudcal sodety:

| redly can hardly bdieve tha if women, trained for years to that work, had been

in the cabine, they would have made more of a hash in questions affecting the

empire than men.*®
More pertinent for the composr members, however, was tha she also had strong
opinionson thetype of work women should prodice:

| beg you, | beseech you, if you mug write songs, if you mug link music with

words to maintain a high literary standad, a high standad of sentiment at least.

Have fine taste in podry, and remembe tha your musc has got to express

something more till. . . . Mudc only begins to be relevant when thee is

something to be said which words cannot compass along some idea which eludes
definition. Apart fromthat, music is merely a frivolousornament.®
Egga was hesalf a keen exponent of chamber musc but these can be consdered strong
words given tha two of the country@ foremost balad writers, Liza Lehmann and Maude

Vaerie White, were members of the SWM. However, Egga felt that Ghe Sodiety might

bethe meansof stimulating theimaginaion of women to loftier flightsin tha amosphee

% See Appendix 3, SWM Archive Catalogue, Presidential speech of Katherine Eggar, 176-106, p.3.
%5 bid. p.4.
> \bid. p.8.
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than they had at present attempted.°Indeed Eggar and Scott conddered there was no
longe any reason why women should not write in this genre and to some extent blamed
thewomen composers themselves for notrising to the chdlenge

There have been insupaable bariers which have prevented women from beng

compogers; but many of those bariers have now been removed, and thetime has

come for usto feel ashamed if we are any longe ONefarantojOhabitual not-doing
ones.”

The difficulties encountered by Egga and Scott in finding chamber mudc by
women on which to comment highlights the reluctance of publishers to publish chamber
mudgc by women and indeed chamber musc at all. This is a respong from one such
publisher (as quoted by Egga and Scott which omits both the male composr@ and the
publisher® name, presumably for fear of jeopadisng thar own publishing careers).

Theonly thing we handle in theway of chamber muscis. . .3 pianoforte quintet.

That, we take it, will not interest you, as the composr has the misfortune to

bdongto the sterner sex.*°
However, over the course of writing two more articles on the subject, Egga and Scott
managed to trace a bulk of music which had remained in manuscript, published privately
or published for a short time. A list of these works is given in Figure 8 bdow.
Consdering tha many of the women composers discussed in print by Scott and Egga
were well known to the authors (some were membe's of the SWM and persond friendg
the candourof the assessments is surprising. At the same time, there seems a correlation

between length of comment and familiarity of the authors with the composr. Susan

Span-Dunk, for example, is described as @ composer of real promise, and one who

%8 .. (The Society of Women MusiciansOMT, 52, 822 (August, 1911), p.536.

% Eggar and Scott, @Vomen® Doings in Chamber Music: Women as Composers of Chamber
MusicQ Chamber Music, 7 (March 1914), p.60.

% Ihid.
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oughtto countfor something in the progress of women chamber music writers.&"

Bluebdl Klean, one of the younge SWM composers, is described as bang @f
more than usud merit.&* Adda Hamaton, on the SWM advisory committee for young
COmMPOSs, is criticised for composng as a pianist: Ghe effect is rather too much tha of a
piano solo accompanied by strings®® CZcile Hartog, another regular SWM member, has
amixed review: @\ conientiousstudent@® tendency to overdo a GigureOand to work the
subject rather threadbae does not prevent a genuinemuscal sincerity from pervading the
whole work.&*

Despite the possible negative aspects of Egga@ postion in the SWM, there were
women who thrived unde he mentoring, some of whom would not have attempted
composng had it not been for their membership of the Sodety® composer group, whose
meetingsoften took place in Egga® home. At the SWM annud birthday party in 1916
thegratitudeof thecomposer groupwas recorded:

Miss Katherine Egga was presented with a handbay by the members of her

@roup of ComposersOas a small token of thar thanksfor the ingiration she had

given them durnngtheyear in directing the meetings of thegroup at her own home

and at Aeolian Hall. Miss Lude Johngone (hon. Secretary) expressed the thanks

Eg;r:ﬁgnembership and Miss Kathleen Bruckshaw presented the bag to Miss

The image of the SWM as an amateur sodety may have also discouraged professiond

women composers from joining or participaingin events. It istruetha the magjority of

61 Eggar and Scott, @Vomen® Doings in Chamber Music: Women as Composers of Chamber
Music Third Paper@Chamber Music, 8 (July, 1914), p.98.

62,

Ibid. p. 97.

63 Eggar and Scott, @Vomen® Doings in Chamber Music: Women as Composers of Chamber
Music Second PaperQ Chamber Music, 8 (May 1914), p.76.

* Ibid.

% h.a. Gociety of Women MusiciansOMT, 57, 883 (September, 1916), p. 419.
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Fig. 8: Chamber Works by women composers identified by Katherine Egga and Marion

Scott in Chanbe Musc

Composer

Works Mentioned

Notes

Ethel Smyth

Str grt in E minor

[Ranked as most distinguished
woman composer. Extended
commentary.]

Oliveria Prescott

2 Str grt, Pf Qrt

Fanny Hayes

Str grt

Josephine Troup

Str grt

DoraBright Suite (vn, pf), Suite (fl, pf), Pf grt
CZcile Hartog Pf grt [Extended commentary]
AdelaHamaton Pf grt [Extended commentary]

Marion Arkwright

Quintet (pf, ob, cl, hn, bn)

Trio (pf, ob, va)

Trio (pf, ob, hn)

Scherzo and Variations (pf, cl, bn)
Reveries (pf, ob, va)

3 Volumes of Duets (pf, vn)

2 Concert pieces (pf, va)

In MSS

Pub. Cary, Newbury
Pub.Breitkopf

Margaret Meredith

Qnt (pf, ve, vn, fl, ob)

Bluebell Klean Qnt (Strings, pf) [Extended, favourable
commentary]
Ethel Barns Sonatas (vn, pf) [Extended, favourable
Phantasy Trio (2 vns,pf) commentary.] All works
published.
Alice Verne-Bredt Phantasy (pf grt) MS
Phantasy (pf trio) Published
Phantasy (pf gnt) MS

[Extended commentary]

Ethel Bilsand

Serenade (Str grt, pf)

[Extended, favourable
commentary]

Susan Spain-Dunk

Sonata (vn)
Phantasy (pf Trio)
Str Qrt

[Extended, extremely favourable
commentary]
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membes were amateurs, and a numbe of events were dtrictly geared towards them
(cream teas, €tc.), but other events, such as congerts at prestigiousvenues, had a definite
professiond flavour. Theamateur eventsinduded two sodal occasionsorganised by
Gertrude Eaton in 1914 at the Halcyon Club, the first hoged by Eaton, Lude Johngone
and Mrs Frank Dawes, and the second by Alma Haas, Adda Hamaton and Lily Henkd.®®
Despite the possibility of aiending professond women, these events were probably
essential in maintaining enoughmembers to safeguard the future of the SWM.

The number of well-known names connected with the SWM in variouscapacities
shows tha the organisation, on the surface at least, occupied a respected place in mudcal
sodety. It is pehgsironic tha those closly involved with the committee of the SWM,

such as Scott and Egga, were resporsible both for the SWM@ success and its limitations

66 See Appendix 3, SWM Archive Catalogue, Third Annual Report 1914, 178-002.
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Chapter 4. The Other Side of London® Musical Sodety: Adela Maddison,
Ethel Smyth and Morfydd Owen

[Dr C. H. H. Parry, in arecent lecture, declared tha since Beethoven@time the
Sonaaform had steadily los ground]

|Qetried in my nodde to carry
Thelaws of Macfarren and Prout
But henceforth | cottonto Parry:
He says the Sonaa(@ played out
The Rondowould puzle old Harry
Thefirst movement Bwha@ it about?
| blessmy delive[er, Parry,
He says the Sonaa(@ played out
No more second subjects to marry
To first subjects. GvorkingQ scout;
| write as | please, Doctor Parry,
For nowthe Sona&a@ played out*
To wha extent did chambe musc of women compors of the early twentieth century
conform to male idedls? An examinaion of the outtook of women composrs of this
period, in paticular, ther desire to distinguish their compostiond activities from those
of ther male colleagues, can begin to answer this question.
While the SWM provided a platform for many women composers, others either
chos not to become members of the organisation or else, having been membe's for a
period of time, distanced themselves from it, inhabiting a different and in some cases
more internaiond musca milieu. Adda Maddison and Morfydd Owen, who were never
members of the SWM, and Ethd Smyth, who was a fitful member, will be the focus of
this chapter. Why did they notinvolve themselves very much with the Sodety? Did thar

creative output differ from wha the SWM was advocating for women composrs? Andis

! N.a., Gongs of the Century: no. 1, The Y outhful Composer P¥an of Joy®The Overture, 4, 1
(March, 1893), p.7.
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this distance from (and perhaps lack of interest in) female communities reflected in any
way in ther musc? Do the quintet, quatet and trio of Maddison, Smyth and Owen
conform to traditiond male ideals more than those of SWM members?

Perhaps the mogt obvious aspect of the ningteenth century@ (male) heritage in
chambe musgc at this time is sonda form. The gendeaed implications of this form,
discussed in much feminist muscology in the late twentieth century, seem, at least onthe
surface, to have been ignored at the beginning of the same century. Yet, wha exactly did
British theorists write aboutit and what did they advocate to thar students?

James Webder, in his entry on Sonaa Form in the New Growve Dictionary of
Musc and Mudcians describes wha he considers to be its five main aspects in the
Romantic era? These indude an emphasis on Gtriking and origind Othemes; the lack of
exact repetition especialy of the main theme, the inareased importance of the coda
regarding the climax of the piece rather than the recapitulation and expanded tond
relations i.e., @cceptance of major and minor as equdly valid representations of the
tonic.®

Thefifth of Webger@ GspectsQ however, is the significance of the secondtheme,
which, he claims, had increased in importance in the Romantic era: §SJonaa form was
based on the dudity of two contrasting themes (often characterized as Gnasculinedand
®eminined rather than on the tond dudity of the expostion® As Susan McClary has

observed, this masculingfeminine dichotomy was origindly outlined by A. B. Marx in

2Jam&s Webster, Gonata Form® Grove Music Online, Oxford Music Online <www.oxfordmusic
online.com> [accessed 14 October 2009].

3 bid.

* bid.
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Die Lehre von der Musikalischen Korrpostion Practisch B Theoretisch.” Scott Burnham
quokesthereevant passage

The Haupstz [main theme] is the first to be deermined, thus pataking of an
initial freshness and energy, and as such is the more energetic, pithy, and
unoonditiond formation, tha which leads and deermines. The Setensatz
[subgdiary theme], on the othe hand, is created after the first energdic
confirmation and, by contast, is tha which serves. It is condiioned and
determined by the preceding theme, and as such its essence is necessarily milder,
its formation is one of pliancy rather than pitch B a feminine counterpart, as it
were, to its masculine precedent.’

At the same time, Burnham argues (in answver to the condemnation of critics such as

McClary) tha Marx did not view the themes in away tha had negative connogtionsfor

theterm, Geminined
Wha Marx needed was a way of expressing the interdependence of two themes
(or group of themes) which togeher form a bdanced whole. His dynamic
conception of formal process condrains him to regad the initial thematic
utterance as primary and determining. And the Sentensatzis clearly the unmarked
component of the par, tha which mugt be so many things for, and with, the
Haupstz. Marx@ metaphor of gendeed themes is a podic attempt to address this
complexity.”

Yet, late twentieth-century feminist muscologists in genera have seen Marx@

interpretation of the relationship of the two themes as a metaphor for the relationship

between males and femalesin his contemporary sodety: at its extreme, ong powerful and

active, the other, gentle and compliant® Liane Curtis admits tha feminist musicologists

have used this ningeenth century modd and this latter interpretation (also explored by

° McClary, Feminine Endings, pp.13-15. A. B. Marx, Die Lehre von der Musikalschen Komposition,
Praktisch B Theoretisch, 4 vols, 2™ ed. (Leipzig: Breitkopf and HStel, 1841-51), |11 (1848) as discussed in
Scott Burnham, @\. B. Marx and the Gendering of Sonata FormQ Music Theory in the Age of Romanticism,
ed. by lan Bent (Cambridge: Cambridge University Press, 1996), pp.163-86.

°m arx, Die Lehre, pp. 272-3 quoted in Burnham, @\. B. Marx and the Gendering of Sonata Form.O
p.163.

’ Burnham, @\. B. Marx and the Gendering of Sonata Form®p.183.
& Mccl ary, Feminine Endings, pp.11-16.
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Hugo Riemann and Vincent Ddndy) as a basis for the development of feminist andyses
of ingrumental musc.® With regad to the composer Rebecca Clarke, however, she
argues that, athoughClarke would have been familiar with German musc theorists and
her viola sonaa can be andysed as a subvesion of gendaed codes, she (Curtis) is
unwilling to privilege the theoristsOview @ver how the work may have been undestood
by the composer and by performers, audiences and critics of thetime.&’

Curtis goes on to point out, while Marx and others have interpreted first and
second themes as GnasculineOand @eminined there is no evidence that British educators
or compors, induding women composers, consdered them in this gendeed way: the
metaphor may indesd have remained at a more innocent level of a Gtrongirst theme
and a Gnore lyricalOsecond theme. Of course it is impossible to read the subonsious
attitudes of composers to such subtie trends but the writings of British theorists and
pedagogues of thistime can indeed offer some ingght

Three important British treatises of this era, which discuss sonda form, are
Applied Forms: A Sejud to Mudcal FormOby Ebenezer Prout (London: Augene,
1895) Muscal Conpostion: A Shot Treatise for Sudents by Chales V. Stanford
(London:Macmillan and Co., 1911,1930)and Form in Musc with Speial Reference to
the Designs of Instrumental Musc by Stewart Macpheson (London:Joseph Williams,
1908) They are al based on thar authorsOteachings at the RCM and the RAM and
would have influenced not only students in their respective ingitutions but composers

who had studied in Europe and thoe who had no forma training. While all three

% Liane Curtis, GRebecca Clarke and Sonata Form: Questions of Gender and Genre.OMusical
Quarterly, 81, 3 (Fall 1997), pp.393-429. Those who have used this model include Marcia Citron in her
analysis of Chaminade and Susan McClary on sonata form.

10 Curtis, Grebecca Clarke and Sonata Form®p.401.
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pedagogues used early-ningeenth century sonaa form as a modd for thar teaching, in
thar published treatises they acknowledged some of the variants which Romantic and
early twentieth-century composers had applied to the form. The treatises highlight not
only how sonda form was taught, but also the ways in which composers consdered its
different aspects.

Stanford draws the attention of his students to the details of sonata form: themain
theme is of vital importance as it is the basis of variation and it Ghould contain sufficient
material to varyQ other demands he makes on the main theme are, Gecondly, tha it
should have at least onestriking feature; thirdly that it should be simple®™ The first and
second subjects should contrast Gut not lose character® Prout goes further, deeming
QinityOrather than logic as the special characteristic of sonaa form, usng Beethoven and
later Romantic composers as examples. As with Stanford, he suggests there mug be
contrast between thefirst and second subjects. Significantly, however, healso stresses the
link between them:

In modan compostions the second subject is mogly condructed of entirely

different thematic material from the first; at the same time, the contrast mugt not

be too violent; the second subject oughtrather to be like a continuaton of the
trace of thoughtof thefirst.'?
Macphason also emphasizes flow within songa form. He recommendstha, while the
first subject should be Gtrongly-markedOand of @efinite characterO (so as to be

remembered by the listene and have scope for development), it should flow into the

second:

1 Charles Villiers Stanford, Musical Composition: A Short Treatise for Students (London:
Macmillan, 1911, 1930), p.53. A N

12 Ebenezer Prout, Applied Forms: A Sequel to Musical FormO(London: Augener Ltd., 1895),
p.145.
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[I]t should be remembeed tha often this gradua obliteration of the key and
feeling of thefirst theme, so as to lead without a pdpable break into the second
subject, envinces a highe level of constructive skill, and is the outcome of tha
desire for greater continuity which has characterized the writings of the more
moden masters, from thetime of Beethoven onwards*®
As with Prout, Macpheason ingruds tha the first and second subjects should not be too
contrasting: @ mos necessary matter in a movement whose aim is to preserve continuity
and a certain degree of unity of style throughait.®* With regard to first and second
themes, therefore, these authors stress both contrast and unity. But in nore of the above
treatises is there any reference to the notion of @nasculinedand Gemininedthemes, or
even descriptionsof them tha mightbeinterpreted as such.

A numbe of SWM members, as well as other women composers, were likely to
have studied from thetheses of Prout, Stanford, Parry and Macpheson as part of amusc
college eduaion. Wha of the British contemporary musc they listened to? The
compoer who was perhgos the mog concerned with recurrence of material from
previous movements within sonaas was Cyril Scott (18731970) He was bom in the
genegation between Maddison and Owen and, like Smyth, studied in Germany. In an
article in the Monthly Muscal Record in 1917, like his predecessors Stanford, Prout and
Macpheason, Scott states sonaaform should belogical and possess unity, and should also
have flow.”> He feels sonaa form is still developing because it still lacks logic and unity

and a connection between movements. The solution for this, heclams, is the recurrence

of themes from previous movements. Ghe free-fantasie section of the finde should be

13 Stewart Macpherson, Form in Music with Special Reference to the Designs of Instrumental
Music (London: Joseph Williams, 1908), p.128.
1 bid. p.129.

15 Cyril Scott, Buggestions for amore Logical Sonata FormQ Monthly Musical Record, xIvi (1
May 1917), pp.104-5.



treated as an arenafor al previousthemes to re-enter, and so disport themselves once
more before ther find exit.3° This is within the context of Romantic music, which, as
oppo®d to Classicism and GuturisnQ is the @nog rationd and produdive of great art®
and sonaa form should develop within its parameters.’’ Indeed, Scott specifies tha his
Sonda no. 1, composed in 1908, should be played continuousy despite its division into
sections  The sonaa contains little exact repetition; as Lisa Hardy writes, Thematic
transformation is an important patt of Scott( style®® The frequent changes of bar, time
signaures and harmony are reminscent of the phantasie-style.*®

Othe British sondas written in the late-ningteenth century, such as the Piano
Sonaa by Edward German (18621936)in 1884 and the Sonaa in F minor by William
Y eates Hurlstone (18761906) in 1894, also show awareness of techniques used by
Beethoven and Liszt and, as Scott later advocates, the nain themes from the first and
second movements recur in the find movement and the same motif opens the first and
third movements.&

European composersOtreatment of sonaa form in the early twentieth-century was
often conventiond, differing little from nineteenth-century practices. However, both
Skryabin (18721915) and Debussy (18621918 notably created increasingly complex
sonaa forms, Skryabin® 9th Sonaa (1913)places an emphasis on the second subject: it

(as a digtinct second subject (@vec un languerr naissanteQ), frail and simple, but has no

18 bid. p.104.
o Cyril Scott, The Philosophy of Modernism in its Connection to Music (London: Kegan Paul,
Trench, Trubner and Co., 1917), p.8.
8| isa Hardy, The British Piano Sonata, 1875-1945 (Woodbridge: Boydell Press, 2001), p.54.
19
See Chapter 5.
20 Hardy, The British Piano Sonata, pp. 39-40.
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recapitulation, at least not until thelast line®' In the 6th (1911)and 7th (1911) Sonaas
there are climaxes before the recapitulation and codas are significant to the overall
structure, as they @each into unsuspected thematic and textural territory. &

What then was therespons of women compo<ers to such developments and how
did they take them forward?® Did SWM membe's, some intent on creating a female
tradition, respond differently from thos who regjected the organisation with its implied
feminist ideals? Of course, this question cannot be answered definitively without a
deailed investigaion of the output of every British female composer of the time, an
exercise well beyond the scope of the present study; in the meantime, however, some
initial light may be cast on the subject by carefully scrutinising works by several non

membe's, as well as members, of the SWM.

Adela Maddison (18661929) had grown up in London but spent mog of her
professiond compostiond career in Paris and Berlin before returning to Londonduring
the First World War.?* She was from a respectable Irish family and married Fred
Maddison at the age of 18. Shewas a prolific composer in he teenageyears; he husband
owned pat of the musc publishes, Meltzer, who were the first to publish her
compostions During he marriage shelived near Hyde Park and put on mudgcal evenings

in her salon; it was here the Maddisonsmet Gabriel FaurZ (18451924) who encouraged

21 Hugh Macdonald, Skryabin (New Y ork, Melbourne: O.U.P., 1978), p.63.
22,
Ibid. p.62.
2 For a catalogue of instrumental chamber music composed by women in this period see
Appendix 7.

2 The main sources for discussion of Adela Maddison are Ful ler, @omen Composers During the
British Musical Renaissance 1880-19180 pp.299-325; Fuller, Mevoted Attention® Jean Nectoux, Gabriel
FaurZ A Musical Life, trans. by Roger Nichols (Cambridge: Cambridge University Press, 1991), pp. 281-
283 and Robert Orledge, Gabriel Faure (London: Eulenburg, 1979), pp.16-17, 39 and 95.
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Adda@ compostiond development to the extent that sheleft her husand and children to
move to Paris at some point in the late 1890s There is some speculation amongst
scholars as to whether she had a sexud relationship with FaurZ but, as Sophie Fuller
points out, relationswith Fred Maddison were not severed completely as Adda Maddison
cared for her ailing husband before his desth in 1906 %

Whaever the reasons for the move to Paris, Maddison® career pesked on her
movefrom Paris to anew base in Berlin sometime beween 1904and 1906. Thediary of
her friend Mabd Batten (18561916) records her visiting Londonin 1911 and 1913%
Indead Maddison was in Londonin Jung 1911,a month before the inaugura meeting of
the SWM, and chos not to engage with the Sodety following her permanent return to
London after the outbreak of war in 1914.1t is possible tha she was unavare of the
Sodety® activities in this period, lacking the music college connestions through which
many SWM members were recruited. Ethd Smyth, who might have been in a position to
advise her, had ceased hea own membership, and it is unlikely Maddison would have had
close connections with othe British women composers. She did, however, attempt to
regan her reputation in Londonby having twelve of her songs induded in a concert at
the Aeolian Hall on 30 April 1915% The press review in the Musical Times suggests

Maddison perhgpshad an organisationd role:

5 See Fuller, (evoted Attention® Sophie Fuller, aiming for a wholly lesbian identity for
Maddison, claims the move to Paris could have been for artistic reasons rather than solely to maintain a
relationship with FaurZ biographies of FaurZ however refer to Maddison as his mistress. According to
Sewell Geneology <www.sewellgeneology.com/p407.htm> [accessed 22 April 2009] Frederick Brunning
Maddison (1850-1906) married Mary Adela Tindal on 14 April 1883 at Christ Church, Lancaster Gate,
London and their children Diana and Noel, were born in 1886 and 1888 respectively.

%6 Mabel Batten( Diary, Mabel Batten and Cara L ancaster Archive, Lancaster Family Collection,
London.

21 Sophie Fuller, @/omen ComposersQp.315. The other works in the concert were piano music by
Ravel and violin sonatas by Franck and Delius.
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