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ABSTRACT

Hubert Parry (1848-1918) is known by music listeners today as a composer rather than as a music
scholar, yet his contemporaries recognised him as a highly prolific and influential educator and an
accomplished writer on musical subjects. This thesis is the first in-depth investigation of its kind into
this lesser-known side of Parry’s career, using his literary works as a vantage point from which to
evaluate his highly complex persona. Through a close examination of available primary and secondary
materials, the thesis aims to develop a biographically and historically consistent view of his writings,
while also addressing serious discrepancies in current estimates of his philosophical opinions. Parry’s
formative influences, his interests in science, his moral and socially conscious view of art, his views on
religion, and his response to Nietzschean philosophy constitute the focus of this study. An attempt is
also made towards the end to reconcile these findings with his music, through a contextual
examination of the six ‘ethical cantatas’. This research opens new perspectives for Parry scholarship
and lays the groundwork for a better understanding of the composer’s unique role in the development

of music and musical scholarship in nineteenth- and twentieth-century Britain.

The copyright of this thesis rests with the author. No quotation from it should be published without the

author's prior written consent and information derived from it should be acknowledged.
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PREFACE

Although generally remembered for his musical achievements, Sir Charles Hubert Hastings Parry
(1848-1918) was also a profoundly influential force in British musical scholarship at the crucial period
of its professional formation. His active literary career, which closely parallels his artistic development,
spans more than four decades from the 1870s until his death. During this time, he made numerous
significant contributions to British musicology, beginning with his widely-known articles for Grove’s
Dictionary (1879-1889); followed by his Studies of Great Composers (1886); The Art of Music (1893),
republished as The Evolution of the Art of Music (1896); The Music of the Seventeenth Century (1902);
Johann Sebastian Bach (1909); and lastly Style in Musical Art (1911). His scholarly activities were not
confined to writing, however; they were always conducted in tandem with his numerous other duties

in his professorial roles at the Royal College of Music and Oxford University.

Propelled by his unique artistic and philosophical vision, Parry laboured throughout his public
career to invigorate musical research and scholarship in Britain, at a time when the earnest study of
musicology was still a novelty in British academic institutions. Through the progression of his works,
Parry consistently sought to extricate musicology from its journalistic roots and to grant it a more
empirical status, worthy of a serious academic discipline. Widely read by his contemporaries and
pupils, his writings were practically significant for their challenge to theorists and critics (during the
period when the study of acoustics gained enormous traction), their unabashed defence of creative
liberty and secular experimentation, their emphasis on the moral responsibilities of art, and their
commitment to exposing the myth of England’s unmusical past. The uniqueness of Parry’s
contributions to musicology and their capacity to attract a broad spectrum of readers, which made
them all the more consequential to the musical life of the country, stemmed from the author’s eclectic
outlook and his lifelong exposure to current philosophical and scientific ideas. The Evolution of the
Art of Music, for instance, looked to the scientific theories of Charles Darwin and Herbert Spencer to
create a historical narrative that was considered refreshing for its time, while Style in Musical Art
derived much of its energy from the capable moralism of John Ruskin and the political philosophy of

John Stuart Mill.



On the question of his exceptional intellectual alertness, Parry’s personal biography provides
crucial insight. One particular incident from his formative years may furnish a preliminary example.
On 5 February 1875, he and his intellectual peers met to discuss the ‘Characteristics of the Present

Age’. His friend, Hugh Montgomery, aptly described the age in which they lived as follows:

Such things as the rising estimate and money value of the fine arts, the outspoken nature of
our critical and scientific literature, the apparent decline of what we may call chivalry of
behavior among men of the upper classes and many other things of this kind, the advance
of science we can hardly call a feature of the age, for science has been advancing with
approximately equal rapidity for a long period, but perhaps its popularization maybe a
characteristic... The features which I shall look upon as... remarkable and distinctive are
(1) the development of humanity to man & beast. The provision now made to spare
suffering to every class of the unfortunate & ... use of chloroform & laughing gas for any
operation down to having a tooth out... The formation of societies and the passing of
laws—for the first time in the history of the world—for the prevention of cruelty to
animals... the development of altruistic morality... after some retardation caused by
religious bigotry & national rivalry... (2) The universal diffusion of what is called
education - arrived in some countries approaching in others; which whatever its actual
value... [brings] all the information possessed by the upper classes within the reach of the
whole people, thus giving to the claims of democracy a strength they never had before...
Other differences of the age such as facilities of communication, the wonderful
multiplication and circulation of newspapers and other cheap literature, the applications of
science to politics, medicine, manufacture, agriculture &c..."

A deep awareness of the century’s advances in the Western world of science and technology, the
decline of religion, the growth of radical politics and the march of democracy underlies Parry’s
thoughts on music and its place in society. As hinted above, he began writing about music when it was
still an unrecognised profession in high society; by the time of his death, not just composition, but
musical scholarship, was a thriving aspect of English life — stunted only by the ravages of the Great
War. Parry’s writings on music are important not only because they constitute a largely understudied
aspect of his biography, or because they reveal a great deal about the conditions of British musicology,
but also because they capture so much—through the author’s eclectic breadth of learning—the

changing spectrum of political, religious and philosophical discourse in Victorian and Edwardian

England.

This thesis is an exploration of Parry’s literary career and his intellectual preoccupations from

his early forays into historiography to his more mature writings. The subject of Parry’s work as a

' Hugh Montgomery. ‘Common place book’, PRONI MS. D627/444, pp. 42r-5r.



writer and a historian has been broached by several writers. Shortly after the composer’s death, The
Musical Times published an article entitled “The Words of Sir Hubert Parry’ by F. Gilbert Webb.? John
Fuller Maitland contributed an entry on his literary works in the RCM Magazine for Christmas term,
1918.° On 19 September 1919 appeared E. J. Dent’s article, ‘Parry as Musical Historian’, in the
Athenaeum.* Charles Larcom Graves dedicated Chapter XIII in the second volume of his authoritative
biography (1926) to Parry’s legacy as ‘Author, Historian, Critic’, following a chapter on his music.’
Although Graves recognised the significance of Parry’s career as a man of letters in conjunction with
his work as a composer, his isolated treatment of Parry’s life, music and literary output left a
fragmented impression, inadvertently reinforcing the image of a composer who, in addition to music,
took on academic roles on the side to the detriment of his creative genius. The value of Graves’
volumes for the present study lies in the richness of detail afforded to Parry’s formative and extra-
musical interests. Jeremy Dibble’s major reappraisal of Parry’s life and works more than sixty years
later provided a compelling portrait of the composer as an eclectic thinker, who brought his unique
intellectual background to bear upon the creation of his art. Featuring a complete list of Parry’s
published writings,® Dibble’s work was an elaboration of the author’s own doctoral project, aspiring to
a more analytical estimate of Parry’s music, which was absent from Graves’ more voluble chronicle of
the composer’s life.” His later article, ‘Parry as Historiographer’, appearing in volume one of
Nineteenth-Century British Music Studies (1999), lent insight into the composer’s often marginalised
role as a music scholar, during a crucial time in the development of British musicology.® Recent
scholars have not neglected the relevance of Parry’s achievements as a historian and the influence they

in turn exerted upon his music. Michael Allis, in his study of the composer’s creative process (2003)°,

2 F. Gilbert Webb. “The words of Sir Hubert Parry’, The Musical Times 59/909 (1 Nov. 1918), pp. 492-4.

* See Charles Larcom Graves. Hubert Parry: his life and works, vol. 2 (London: Macmillan and Co., 1926), p. 229.
* ‘Parry as musical historian’, The Athenaeum, 19 September 1919.

> Graves, op. cit., pp. 222-45.

¢ Jeremy Dibble. C. Hubert H. Parry: his life and music (Oxford: Clarendon Press, 1992), pp. 525-6.

7 Compare the opinions of a reviewer for the Musical Times in 1926: “This biography, though far too long for
convenience or sustained interest where the ordinary reader is concerned, has the merit of leaving us with a
vivid impression of an extraordinarily versatile and attractive personality. Perhaps this is a virtue of Mr. Graves’s
defect—an over-accommodating and too-expansive method. At a very early stage we feel that he lavishes far too
much space on trivial details of the Eton days, and, later, on purely domestic happenings...” See ‘Hubert Parry:
his life and works by C. L. Graves’, The Musical Times 67/1000 (1 Jun. 1926), pp. 524-5.

¥ Dibble. ‘Parry as historiographer’ in Nineteenth-century British music studies vol. 1, ed. Bennett Zon (Aldershot:
Ashgate, 1999), pp. 37-51.

® Michael Allis. Parry’s creative process (Aldershot: Ashgate, 2003).



draws abundantly from Parry’s writings in his concluding sections. The same can be said of Bernard
Benoliel’s work, Parry before Jerusalem (1997)", which was published along with various excerpts of
Parry’s writings. Indeed the composer’s written works were widely read after his death, both in
England and overseas; the Evolution of the Art of Music was reissued many times, while his Grove
articles remained standard texts in musical studies for years. Through the efforts of recent scholarship,
Parry’s literary labours are once again beginning to emerge from the obscure position that they, along

with his music, not so long ago occupied.

Although recent scholars, such as those mentioned above, have recognised the magnitude of
Parry’s literary efforts, there has not yet been an in-depth examination of his works. For a time, such
an undertaking has been dissuaded by the opinion that Parry’s literary (or academic) and musical lives
were necessarily incompatible."" As cross-disciplinary scholarship has begun to take interest in certain
aspects of Parry’s writings (in particular his views on evolution'?), however, the need for a fuller and
more impartial account of his intellectual preoccupations becomes evident. Situated within this
significant knowledge gap, this study aims to elucidate the prevalent wisdom which sees Parry the
musician and Parry the historiographer as conflicting personalities. It offers a clearer account of his
writings, develops a more biographically consistent view of his works, and reveals his place in the
context of late-Victorian and Edwardian culture by establishing the influence of other scientific,
political and philosophical minds on his thinking. The work also contributes a fresh way of
understanding his music (namely the ‘ethical cantatas’) as well as his place and significance in the
history of English music. The scope of the present thesis encompasses the span of Parry’s entire career,
beginning with his formative years and concluding with his final monograph, Instinct and Character.
The reception of Parry’s writings are alluded to in passing, but this thesis does not set out to fully
navigate the web of his influence. The present author believes that this topic would benefit from a

detailed examination, which follows naturally from, but lies beyond, the scope of the present work.

Utilising a variety of first and second hand sources, the first chapter provides a chronological

overview of Parry’s literary works and prepares the context for later discussions; it is intended as an

0 Bernard Benoliel. Parry before Jerusalem: studies of his life and music with excerpts from his published writings
(Aldershot: Ashgate, 1997).

" For example, see Bernard Benoliel. Parry before Jerusalem: studies of his life and music with excerpts from his
published writings (Aldershot: Ashgate, 1997), p. 131.

12 See, for instance, Bennett Zon. ‘C. Hubert H. Parry, The Evolution of the Art of Music (1893/96)’, Victorian
Review 35/1 (Spring 2009), pp. 68-72.



accessible road-map for the student of Parry’s writings, as later chapters deal with the more thematic
issues raised by the works. The next chapter deals with his formative period, focusing in particular on
his debt to Oxford University and his contributions latterly to Grove’s Dictionary. The intermediate
chapters examine his views on evolution, morality, religion, democracy, race, and nationalism,
respectively; they also include discussions of his debt to Charles Darwin, Herbert Spencer, John
Ruskin, John Stuart Mill, and many other Victorian intellectuals. The division of the chapters
highlights both the biographical and the critical aspects of this thesis, and its aim to achieve a more
wholesome picture of Parry’s intellectual life. Thus, an attempt has been made to structure these
chapters in a way that makes the most thematic and chronological sense, allowing readers to trace the
development of Parry’s mind through the natural progression of his written works. The conclusions
drawn from these chapters challenge prevalent scholarly interpretations of his views on evolution and
race, revealing Parry instead as an opponent of social injustice and a champion of democracy. The
work also revises modern accounts of his estimate of Mozart, Bach, Beethoven, Wagner and other
composers. His mature thought is treated in the penultimate chapter, which includes a discussion of
his (hitherto largely neglected) relationship with Nietzsche’s philosophy, along with an examination of
his unpublished treatise, Instinct and Character. Lastly, it would be premature to end the discussion
without exploring the implications of his philosophy on his music. The final chapter relates the
findings back to the realm of composition by looking specifically at his six ‘ethical cantatas’. This
chapter crucially repairs the myth of two Parrys by demonstrating how faithfully the composer
translated his own philosophical beliefs into practice. It gives just some examples of how a better
acquaintance with Parry’s literary works can furnish new insight, and change current perceptions

about his music, thus opening new avenues for further musicological research.

Parry was a keen reader of current events and literature, as evidenced by more than 1,500 book
titles listed in the back pages of his diaries. More than forty years’ worth of his complete reading lists
form the indispensable backbone of this research and have been reproduced in the appendix for
reference by future students. In addition to the published materials (namely all his books, articles, and
printed recollections), the following study draws extensively from unpublished sources, including
Parry’s personal correspondence, diaries, notebooks, lectures and other manuscripts. Care has been
taken to ensure the accurate transcription of such documents, and, in order to limit the size of the
work, priority has been given to the verbatim quotation of unpublished materials. For the most part,

these manuscripts are held in archives situated in four locations: Shulbrede Priory, the Royal College



of Music, the British Library and the Bodleian Library. The bulk of the materials is kept at the
Ponsonby home in West Sussex. The Shulbrede collection, being rather personal in nature, comprises
the whole of his diaries which began in his Eton years, undated notebooks, numerous letters, rough
drafts and typescript copies of lectures, other relevant manuscripts, both literary and musical, as well
as annotated books from his private library. The diaries of his wife, Maude, and other items of familial
and posthumous interest can also be found there. In addition to its large collection of musical
manuscripts, the Royal College of Music also houses a wide variety of items which are highly useful to
the student of his writings, such as his lectures on music (given during his association with the
school), essays, letters and other literary miscellania. Several specimens of his (especially later)
correspondence have been deposited in the British Library, along with some drafts of his musical and
literary works. The Parry archive at Oxford is chiefly musical; it consists of numerous manuscripts,
including his early experiments and choral works, which are nonetheless highly pertinent to the study

of his intellectual development.



1. OUTLINE OF PARRY’S LITERARY WORKS

Parry was a voluminous writer on musical subjects, and the absence of any dedicated chronological
account of his written oeuvre in current literature will justify its place here, as a basis or map for the
exploration of his intellectual development. The present chapter represents a consolidation of various
sources and opinions, as well as other materials, including newspaper entries, reviews and, naturally,
Parry’s own writings, his diaries and notes, to provide a preliminary summary of his career in letters.
It is intended as a navigational aid for the student of Parry’s writings, and as an introduction to some
of the key and recurrent themes in his thought. The chapter prepares the ground for subsequent, more
in-depth discussions of his literary and philosophical ideas that may not always render the

chronological aspect apparent, or cannot practically be attempted in the limited space below.

* % %

If any of you have come here this evening in the expectation of being amused I am afraid

you will be disappointed. I have given you credit for being capable of receiving pleasure

from a little intellectual exercise; and if any of you are unaccustomed to that sort of

exercise the sooner you try the happier you will be, for there is nothing more lastingly

enjoyable in the world..."
These words opened Parry’s first public lecture on “The Science of Sound’, given at the Town Hall in
Chertsey on 7 September 1875, before the Chertsey Literary and Scientific Institution. Many such
literary societies flourished in the 1830s in a number of major towns and districts, catering to the
middle-class demand for intellectual improvement and providing their members with opportunities

to hear visiting speakers talk on a range of topics. At the time of giving this lecture (at the invitation of

Rev. J. R. Oldham), Parry was twenty-seven years old. He had completed his degree in modern history

! ‘A lecture on the science of sound’, Town Hall, Chertsey, 7 September 1875, handwritten MS at ShP (Shulbrede
Priory).



and jurisprudence at Oxford, was married to Lady Maude Herbert, and had already entered into a

career as an underwriter at Lloyd’s in London as a way of placating his mother-in-law and his father.

CHERTSEY

.
AR

Pifrary & Sambillc Inshitubion,

—

A LECTURE

SCIENCE -~ SOUND

WILTL, BE GIVEN BY

HUBERT C. H. PARRY, Esq.,

AT THE

TOWN HALL, CHERTSEY,
ON TUESDAY, SEPTEMBER T7th, 1875,

At Half-past Eight o'clock.

The Rev. J. R. Oldham, one of the Vice-
Presidents, at whose request Mr, Parry has
kindly offered to give the Lecture, and the
Committee, invite the attendance of the
Members of the Institution and of their
friends. Admission Free, by Ticket.

G. WHEELER,

Currtsey, Aug. 24th, 1875. Secrelary.

The lecture covers the topics of how sound is produced, the velocity of sound travelling
through various media, the human sense organ for detecting sound, and the physical differences
between noise and music. It reflects Parry’s formative interest in both science and music, which was
reinforced by his acquaintance with John Tyndall’s lectures on sound (1867, read 1873), Sedley

Taylor’s Sound and Music (1873, read 1874) and other scientific primers such as Balfour Stewart’s



Elementary Physics (1871, read 1874). His ‘Science of Sound’ lecture presents Tyndall’s findings in an
accessible way for the non-technical audience. This is evidenced by his already unique method and
style of presentation, discernible also in his mature lectures, which aims to communicate difficult
concepts through simple analogies and everyday examples—though never speaking down to the
audience. The speaker’s fondness for illustrations is shown in the way that he explains the subject with
reference to familiar objects, including cannons, floating corks, umbrellas, broken windows, candles,
pistols and firecrackers. Interestingly, the section elaborating the distinction between music and noise
does not dwell on the philosophical problem of what constitutes ‘music’ (indeed for the purposes of
this paper, he considers even a cow’s low to be musical). Consistent with his later views, there is no
attempt to dictate what is acceptably ‘musical’ and what is not by an appeal to acoustic theory or

scientific authority.

Parry’s career in letters can be said to have formally begun in 1875 for several other reasons.
He made his first major stride as a poet a few months earlier in May, in the form of A Sequence of
Analogies, a set of six thematically related lyrics (according to Dibble, modelled on Meredith)?
revolving around a contemplation of death and the afterlife.” The work appeared in Macmillan’s
Magazine alongside other renowned poets, authors and men of letters, including E. A. Freeman, Mark
Pattison, Margaret Oliphant and others.* The first lyric in the set describes a lover’s longing for
reunion with his beloved, the loss of hope, and the promise of release in death. The second poem
invokes the doctrine of God’s omnipresence, presenting three instances of beauty in unperceived
existence, and showing that they do not cease to be wondrous simply because they are not witnessed
by man. There is a reference to the ‘Spirit of Music’ as man’s internal anchor, prefiguring by several
decades his later Invocation to Music (1895)—or the “one thing that availeth” in the Love that Casteth
out Fear (1904). The third deals with the dichotomy between worldly despair and “hopes that are in
Heaven sealed”, culminating in the unity of kindred souls, while the fourth speaks to his confidence in
the laws of nature and the ultimate reward of man’s perseverance. Parry would of course revisit the
theme of the relationship between man and nature in A Song of Darkness and Light (1898). In the fifth

lyric, he contrasts two seasons, much like in Shelley’s Summer and Winter (1829), although, as in

* Dibble. C. Hubert H. Parry: his life and music (Oxford: Clarendon Press, 1992), p. 126.

* Macmillan’s magazine, vol. 32 (Cambridge: Macmillan & Co., 1875), pp. 50-3.

* See Charles Larcom Graves. Hubert Parry: his life and works, vol. 2 (London: Macmillan and Co., 1926), p. p.
229.



Beyond These Voices There Is Peace (1908), he reminds us of the continuity of nature’s eternal cycle
and shows that winter is “but birth to brighter day”. The final lyric in the set answers the question
posed in the fourth (“What is beyond that passing bell?”) by reassuring man that there is indeed peace
after death. All the six ‘analogies’ impart the lesson of courage and optimism in the face of death or
adversity. The poetry is often prosaic, and the eschatological subject seems, at a glance, too
conventionally Christian, but it is worth remembering that in the 1870s Parry was undergoing a
thorough crisis of faith and was trying to reconcile aspects of the religion with his own humanistic
creed. Indeed the lyrics anticipate the philosophical content of his later ethical cantatas. They show, at
a very early stage, the consistency of his selective reading of the Christian doctrine to support his own

secular vision for mankind.

A Sequence of Analogies was accepted for publication by George Grove (then second editor of
the magazine), whom Parry had known since his time at Oxford, and who was now backing his
progress as a man of letters in at least one other way: by enlisting him in the cause of his upcoming
Dictionary of Music and Musicians. As a reviewer for London’s Daily News perceived, Grove’s
ambitious project provided readers with an English alternative to Fétis’ popular but error-ridden
biographical dictionaries, as well as unifying the often separate areas of musical research (from theory
to philosophy, history and biography) in the eclectic breadth of its four volumes.” The dictionary also
brought English music and musicians into greater prominence through the collaborative work of
native scholars. Parry received a jovial letter of invitation from Grove in July 1875, asking him to
supply an article on ‘Arrangement’.® By November of the same year, Grove had entrusted him with a
greater part to play in the project:

When we came up to town in November Grove asked me to take a larger share in the work
of the Musical Dictionary & to help him to edit it. A grand opportunity for me both to
work & to learn. It was very kind of him. I soon had lots to do. Reading all the articles
through & correcting, & cutting down those that are too long, & adding to those that were
incomplete... & best of all going to the British Museum to get up my own work, which
there will be plenty of.”

Parry’s editorial work for the dictionary undoubtedly helped to broaden his knowledge on

contemporary musical subjects. Over the span of a decade, he also committed himself to extensive

* ‘A dictionary of music’, Daily News (London), 19 January 1878, issue 9906.
¢ See Dibble, op. cit., p. 127.
7 Diary, 3 October 1876 (reflecting on November).
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musicological research and ultimately contributed more than a hundred of his own articles to the
dictionary. Most of his major entries were tellingly of a theoretical-historical nature, dealing with the
development of the sonata, the suite, the symphony and so forth; these technical subjects were
naturally suited to his own inclinations as a budding composer. The personal significance of his

contributions to the dictionary is discussed at greater length in a later chapter.

Parry’s work for Grove propelled him into a more presentable career in the eyes of Victorian
propriety—that of a scholar rather than that of a musician. He freed himself from his unhappy
existence at Lloyd’s in 1877 and was able to turn his attention more closely to experimenting with
composition. In 1883, when the third volume of the dictionary was published, Grove had already
taken up his post as director at the newly-formed Royal College of Music® and was keen to involve the
aspirant Parry on his staff. By the time of his appointment as a Professor of Musical History, Parry was
already a father of two, had acquired land in Rustington for the construction of Knight’s Croft, and
had produced his major choral work, Prometheus Unbound (1880). The first lecture to reflect his
commitment to historical scholarship was a paper given at the Royal Musical Association, entitled ‘On
some bearings on the historical method upon music’, on 3 November 1884.° Here, he set out to tackle
the problems of contemporary ‘histories’ of music, bringing his evolutionary perspective and his
undergraduate training as a historiographer to the table. The paper was centred around a challenge on

the ‘heroic’ view of history and his proposal for a more objective and contextual reading of the past.

Parry was conferred an honorary doctorate of music by Cambridge University in 1883. He
delivered numerous lectures in his capacity as professor at the Royal College of Music, beginning with
eight courses on music history from 1883 to 1885."° ‘A History of Opera’ was given at the Birmingham
and Midland Institute in December 1884, at around the same time as he was working on his opera
Guenever. Mirroring his work for Grove’s Dictionary, he read a paper on the ‘Development of Sonata
Form’ at Cambridge University in 1885. His close links with Oxford, Cambridge and the Royal

College of Music compounded his status as a music scholar and, perhaps damagingly, as an ‘academic’

# An in-depth account of the foundation and the early constitution of the Royal College of Music can be found in
Giles Brightwell. ‘One equal music’: the royal college of music, its inception and the legacy of Sir George Grove
1883-1895, doctoral dissertation (University of Durham, 2007).

? Parry. ‘On some bearings on the historical method upon music’, Proceedings of the Musical Association, 11"
Sess. (1884-5), pp. 1-17.

' Lectures, GB-Lcm (Royal College of Music) MS. 4305-11.
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composer. On 5 March, he also presented a lecture on “The Great German Song Writers’ before the
Gloucester Literary and Scientific Association. Addressing middle-class audiences soon became a
recurring aspect of Parry’s work as an educator. He believed that the future of music rested in the
hands of the middle class", and therefore dedicated a large part of his career to reforming national
musical taste along bourgeois lines. Reflecting his political stance, Parry was soon involved, from 1884,
in the production of a series of essays on famous composers for Alicia Leith’s Every Girl’s Magazine
(Routledge). According to Kristine Moruzi, the magazine, which was in circulation from 1878 to 1887,
“marks the first ‘modern’ magazine for girls, in the sense that it was intended to be entertaining and
informative, but not overly religious or didactic while also decreasing the emphasis on
homemaking.”"? Parry consistently adopted a casual and conversational tone throughout his articles;
or as Graves observed, he breathed into them a certain “slanginess of a high-spirited school boy”."” At
the time, Parry’s clear-headed approach provided a strong contrast with the “spurious Johnsonianism
which decorated most of the musical criticism of the time.”"* Although the work was intended for
young people, the author never spoke down to his juvenile readers. His respect for their intelligence
ensured the work’s appeal to a more general readership, when Routledge undertook to publish them

in the form of Studies of Great Composers (1887).

As Parry’s diaries show, the research for these articles often demanded a considerable amount
of time and toil: “Worked nearly all day at Article on Weber for Miss Leith. Not altogether a congenial
subject to me; & what I did today was not good.”" On top of this, Maude’s variable state of health was
a cause for ongoing concern. On New Year’s Eve of 1884, Parry was still plugging away at the Mozart
article: “In evening corrected proofs of Mozart article, which took me up till 12 o’clock”.'® The results
reveal a healthy balance of individualism (an emphasis on the independence and individuality of
composers) and contextualism (seeing composers as part of larger historical trends) that he tried to
maintain in all his later historical writings. The articles collected in the 1887 publication included
those on Palestrina, Handel, Bach, Haydn, Mozart, Beethoven, Weber, Schubert, Mendelssohn,

Schumann and Wagner. Parry’s biases against Italian and French music are glaringly in evidence

! ‘National music taste’, The Bedfordshire Advertiser, 30 June 1899, p. 7.

12 Kristine Moruzi. Constructing girlhood through the periodical press, 1850-1915 (Farnham and Burlington:
Ashgate, 2012), p. 8.

B Graves, op. cit., p. 224.

" Ibid.

15 Diary, 26 December 1884.

16 Diary, 31 December 1884.

12



throughout these articles, which are almost exclusive in their championship of Teutonic composers
(with the exception of Palestrina). The section on Bach bears witness to his early fascination with the
German composer, which was only to intensify with time, while his appreciation and extolment of
Wagner reflects the influence of his mentor, Edward Dannreuther. On the other hand, Parry here
struggles to give an honest estimate of Mendelssohn, with whom he had undergone a youthful
disillusionment; Fuller Maitland once noted that “it is amusing to see how Parry avoids a critical
estimate of Mendelssohn, such as would undoubtedly have offended many of his readers in 1887.”"
One of the most interesting aspects of the Studies of Great Composers, pointed out by Graves, is the
pervasiveness of the author’s “democratic temper”, leading him to praise composers such as Haydn of

»18

being of “a thoroughly plebeian extraction”'*—a theme he would more closely pursue in his lectures

on music and democracy and in Style in Musical Art (1911).

At the conclusion of his first series of RCM lectures and the publication of his first book,
Studies of Great Composers, Parry was turning his energy to the study of the history of choral music. A
series of four Royal Institution lectures in the early months of 1888 treated the subject of ‘Early secular
music from the thirteenth century until the beginning of the seventeenth century’.”” Parry also gave
several lectures at the Royal College of Music on oratorios and secular choral music (for example,
Easter term 1888), English choral music (Christmas term 1891) and so forth. In his lecture on choral
music from 1300 to 1600, he discussed the progress of choral music in terms of “periods of vigorous
activity and periods of dullness and quiescence,”® the former being represented by music of the
thirteenth century—the work of troubadours, trouvéres and minnesingers—and the latter by the
fourteenth century. Indeed Parry considered the fourteenth century as a musical wasteland due to the
lack of surviving musical documents. He was aware of Machaut, but the scantiness of evidence led him
to a questionable verdict: “the only thing I have seen of Machault is fearfully crude, and does not
appear to show any great advance [on thirteenth-century polyphony]”.?' The discussion culminated
with the contrastive geniuses of Palestrina (the first of his ‘great composers’) and Lasso. Some of the

same opinions and reflections on choral music were also replicated at Oxford (for example, a lecture

7 Quoted in Graves, op. cit., p. 228.

18 Ibid.

1 Given on 9, 16, 23 February and 1 March 1888.
2 Lecture, GB-Lcm MS. 4316, p. 5r.

2 Ibid., p. 7r.
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on the oratorio was given there in May 1887 and a paper on Peri, Cavalli, Carissimi and Monteverdi

was read in the Easter term of 1891).

Compounding his active schedule as a public lecturer, Parry gave a talk at the Masonic Hall
before the Birmingham and Midland Musical Guild on the ‘Characteristics of early English secular
choral music’ on 8 February 1890.> The occasion was recorded in the pages of the Birmingham Daily
Post the day after. The president of the guild, S. S. Stratton, remarked that such lectures were
important as they enabled “the members of the public to hear authorities of music who were not likely
to come to Birmingham on a purely speculative visit.”* The talk covered Dunstable, Dowland, Morley
and Henry VIII's musical affinities, showing that English music had been more cosmopolitan than
national in the past. However, this was not necessarily a cause for regret. For Parry, nationalism in
music meant the adaptation of all available resources to the most estimable qualities of a local
disposition. He was, in this respect, trying to assure the audience that music in England could still
have a bright musical future, a conviction imbued with the optimism of the English Musical

Renaissance approaching the turn of the century.

Even more significantly, the emphasis on secular choral music was part of his wider interest in
the historical tension between the sacred and the secular, which led to the rise of the Lutheran
aesthetic. Parry gave another lecture on choral music before the Leeds Philosophical Institute on 4
November 1890, entitled “The effect produced by the musical revolution of 1600 upon choral music’.
The research that he was carrying on in the early late 1880s and early 1890s strengthened his
apparatus for the task of writing the Oxford volume on seventeenth-century music, less than a decade
later. They undoubtedly influenced his own choral output during the period and amplified his sense of
differentiation between the genres of oratorio and opera. Unsurprisingly, Purcell’s music also
occupied a prominent place in his thought during this time, especially as a result of his studies of W.
A. Cummings’ Purcell in 1891. Cummings had founded the Purcell Society in 1876, and Parry was
now playing his part as a public advocate in the dissemination of their findings. In February 1891, he
returned to the Royal Institution again to give another series of lectures, this time on “The position of

Lully, Purcell, and Scarlatti in the history of opera.”** His writings on Purcell always exude a sense of

*? Lecture, GB-Lcm MS. 4337.
2 ‘Dr. C. Hubert Parry on Early English Music’, The Birmingham Daily Post, 8 February 1890, p. 5.
** Lecture, GB-Lcm MS. 4338.
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novelty and discovery, much like his later treatment of Bachian ‘byways’. His views on the English
composer were later expanded in The Art of Music and in an article for the National Review for the
bicentenary of Purcell’s death in 1895, for which occasion he also supplied the Invocation to Music.”
In this paper, Parry presented Purcell as an individual who suffered from the state of society in which
he lived (yet he could speak more positively about Charles II’s secular tastes in the later Oxford
volume). According to Parry, Purcell imbibed many foreign resources of art but adapted them

serviceably for an English context.

A simultaneous development from 1884 onwards was the extensive research Parry undertook
for his second book, The Art of Music (1893), at Kegan Paul’s instigation.* This brought him into
contact with many other prominent scholars of the day, including A. J. Hipkins for his work on scales,
Harry Johnston for ‘savage’ music and Herbert Spencer for the origin of music. Much time was spent
reading in the British Museum where he solicited the help of William Barclay Squire, who was in
charge of the music collections there. The Art of Music was an actualisation of his proposed ‘historical
method upon music’. It was not a ‘history’ of music per se, but rather an ambitious overview of music
as a universal human experience, in which he sought to explain the development of complex musical
systems by tracing their development from more primitive stages. As Parry later said of his holistic
approach, “I want you to get rid of the idea that history consists of dates and names and facts. If it
were conceivably possible it would be a great advantage to abolish dates altogether.””” He wanted to
produce a ‘history’ that emphasised not the parts but the relations of parts. R. O. Morris once wrote in
regard to the writings that Parry “had the true historical perspective: he saw facts and tendencies not
in isolation but in correlation with other facts and tendencies.”” In the natural sciences, Darwin had
already shown that even the most apparently intricate biological systems could be explicated by

gradual changes acting continuously over long periods of time. True to his naturalistic worldview,

» Typescript at ShP.

* Early rough drafts of the work, written on the back pages of various proofs of his choral works, were given to
Lady Montgomery-Massingberd of Gunby Hall, see Bod. MS. Mus. d.229.

%7 ‘First lecture from Xmas 1908 terminal series’, GB-Lcm MS. 4329, p. Ir. In his first Easter term lecture, 1915,
Parry similarly advised his students, “Dates help you to make sense of distances, and true relations, but if they do
not suggest anything in the real work that has been done they are of no use to the man who knows them.” See
GB-Lcm MS. 4811, p. 3r.

% Quoted in Graves, op. cit., p. 237.
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Parry’s work was a reaction against the supernatural explanation for musical genius, and an attempt to

understand the ‘art of music’ as a human activity situated within constantly changing social contexts.

The Musical Times’ review of the work appeared on 1 June 1894.” The reviewer commended
Parry for dispelling the myth that history consisted only in dates and facts. The chapter concerning
the origin of music was applauded for its empirical basis: “There are no fanciful assumptions, no
guesses—everything is strictly scientific and easily verifiable.” Much like A. J. Hipkins, who had
congratulated Parry in private correspondence, the reviewer praised his work on scales as “superior to
anything hitherto written.”® The Musical Times also added that the book would benefit from being
retitled as “The Evolution of the Art of Music’. Parry heeded this suggestion, and in 1896 the work was
reissued as volume LXXX of the International Scientific Series. Begun in 1872 by H. S. King, the
International Scientific Series was a collaborative effort of European and American scholars to
assemble “an elegant and valuable library of popular science.” The Evolution of the Art of Music
joined the ranks of other works by many distinguished men of science including Huxley, Tyndall,
Spencer, Lubbock, Vogel and Romanes, the other work relating to music being Pietro Blaserna’s
Theory of Sound in its Relation to Music. Some of the volumes treated the complications of
evolutionary theory, such as Walter Bagehot’s Physics and Politics. It is important to note that
although Parry had been attracted to evolutionary thought since the early 1870s, the book’s strong
scientific thrust was very much a retrospective decision made in light of the Musical Times’
persuasion. On 28 February 1890, when Parry had just turned forty-two and while he was still working
on the original proofs for the Art of Music, he presented a lecture on ‘Evolution in Music’ at the Royal
Institution, with its vice president, J. A. Grant, in the chair.”® In this lecture, Parry gave his first public
endorsement of Spencer’s view of evolution. Indulging in a plethora of metaphors from the evolution
of planets to the evolution of life, he set out to investigate the evolution of music from its

homogeneous beginnings to its heterogeneous present. It should be observed that Parry’s reading of

** “The art of music by C. Hubert H. Parry’, The Musical Times and Singing Class Circular 35/616 (1 Jun. 1894),
p. 404.

0 Ibid.

3! Leslie Howsam. Kegan Paul: a Victorian imprint: publishers, books and cultural history (London: Kegan Paul,
1998), p. 33.

32 Typescript at ShP. At around the same time, Frederick Niecks was giving his series of lectures on the ‘Early
developments of the forms of instrumental music’; see the notice in ‘Musical mems’, Pall Mall Gazette, 26
February 1890, p. 6.
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evolutionary teleology, like in the Art of Music, was not entirely optimistic, and ended on a cautionary

note that the laws of nature should not discourage artistic innovation.

The opportunity to reissue the work as part of the International Scientific Series was an inviting
prospect for the music scholar who wished to free musicology from its more journalistic moorings,
characteristic of Charles Burney’s writings. Parry, as a matter of fact, was an outspoken opponent of
traditional music criticism and journalism. In his book Science and Culture (1880, read 1888), Huxley
had shown how the scientific method could be propitiously extended into the fields of philosophy,
education and so forth.” Reflecting the work’s heightened scientific emphasis, Parry edited his 1893
proofs to include a more convincing evolutionary lexicon, as well as to mask some of its original
‘democratic’ intent (discussed in a later chapter). He also used the opportunity to incorporate new
materials, including J. W. Fewkes’ phonographic research on the Zuni Indians in America. The
Musical Times in 1896 congratulated him on the work’s overhaul: “We are pleased to know that Dr.
Parry agrees with us...” and continued to praise the volume as “epoch-making”.** As Graves noted,
however, early press reception was not always positive. Some of the work’s most contentious segments
were his opinions of Meyerbeer and Mozart, as well as his biases towards German music in general.
The problem with the incremental view of musical development, as well as Parry’s use of special
pleading, was detected by Bernard Shaw: “Dr. Parry knocks the end of an admirable book to pieces by
following up the technical development of music, which is, of course, continuous from generation to
generation, instead of the development and differentiation of the purposes of the men who composed
music.”* Later critics such as Hadow and Fuller Maitland, however, were more able to see past these
difficulties, and were generally more responsive to the direction that Parry had hoped to steer musical
scholarship in the 1890s. The book continued to enjoy popularity in the United States, even after
scholars had begun to show their hostility towards evolutionary interpretations of history. In 1930, H.
C. Colles reissued the work with two additional chapters on modern music to ensure its longevity into

the new century.

3 Compare Dibble. ‘Parry as historiographer’ in Nineteenth-century British music studies vol. 1, ed. Bennett Zon
(Aldershot: Ashgate, 1999), p. 46.

3 “The evolution of the art of music by C. Hubert H. Parry’, the Musical Times and Singing Class Circular 37/643
(1 Sep. 1896), p. 605.

> George Bernard Shaw. Music in London 1890-94, vol. 3 (London: Constable & Co. Ltd., 1932), p. 183.
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The Art of Music did not bear the impression of a history text, but the materials Parry had
accumulated during his research allowed for a more traditional history to be compiled in the same
year. Indeed the prospect of writing a primer for students had already been suggested in a letter from
Stainer, albeit on an operatic subject:

It strikes me that a small handy-book on the principle of Felix Clementi’s “Dictionaire
Lyrique” (which of course you know) — plus an Introduction by you on the History of the
Opera would be a very great hit if published “Novello’s Primers”. The weak point in Felix
Clementi is the English operas - this could be enlarged by addition. Would it be possible
for you to slowly compile such a book? We (authors of the Primers) all receive the same
pay namely, & royalty on each 1/-, thus if the “Dictionary of the Opera” sold at 3/- you
would get 3d per copy. My primers sell at 2/- so I get 2d per copy - but 50,000 of my

“Harmony” have been sold and 30,000 of the “Organ”!!! So I have been well remunerated.
Just think it over.*®

The Summary of the History and Development of Mediaeval and Modern European Music (1893), like
his earlier collection of essays on great composers, was intended for a young readership. Novello’s
educational series included many instructional books by other authors such as Cummings, Curwen
and Prout; Dannreuther also contributed two volumes on the subject of ornamentation between 1893-
5. Benoliel notes that the Summary “offers no subject matter Parry has not covered with greater

insight elsewhere™”

, although the author does devote a considerable amount of space to the discussion
of opera in Italy and in France, as well as in Germany. But the absence—or perhaps omission—of any
substantial commentary on opera in England, despite Stainer’s instigation, leads one to suspect that
there was a motive to discourage its influence among a new generation of students (indeed Parry’s
role-model, Brahms, was a composer whom he perceived to have excelled in all branches of music
except opera). Writing in August 1894, a reviewer for the Morning Post highlighted the work’s serious
flaws: “Unmindful of the saying, ‘qui trop embrasse mal étreint’, the author has attempted to condense
the entire history of his art into the limited compass of 115 pages.”® Although a compendious primer
of its scope cannot be expected to treat its subject matter with great subtlety, there are instances where

Parry’s “powers of condensation™ (in the words of F. Gilbert Webb) do not live up to basic editorial

obligations. The reviewer highlighted many inaccuracies in the text, namely errors to the birthdates of

% Letter from John Stainer to Parry, 22 April 18xx, ShP.
37 Benoliel, op. cit., p. 139.
38 ¢

Recent musical publications’, The Morning Post, 25 August 1894, p. 2.
* Webb, op. cit., p. 492.
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Auber, Rubinstein, Reinecke, Rheinberger and Moszkowski, and the omission of dates of death for
certain composers. As Graves perceptively asserted in the biography, “Parry was not a very careful
proof-reader, and was frequently liable to commit small errors with regards to dates and facts.”* The
author also fails to observe several modern composers, including Bruckner and Strauss—all symptoms
of the work’s hasty production—but the reviewer’s intimation that “a bare record of facts would in
many ways have answered the purpose far better” was fundamentally against everything that Parry
believed a ‘history” of music should entail. In the new edition of the work, issued in 1904, the author is
at least able to correct many of the inaccuracies in the text, and to bring the survey up to the last
decade of the nineteenth century. Goldmark, Bruneau, Mascagni and Strauss are added, although
Bruckner is still conspicuously missing (a situation not helped by the lack of exposure to his works in
England). The revision also pays closer attention to the progress of opera in England, through the
mention of Stanford, Cowen, Mackenzie, MacCunn and Goring Thomas, the latter of whom Parry
credits with the possession of “an instinct for genuine operatic style which is rare in composers of this

country”.*!

Parry reached an important milestone in his career both as a composer and a music scholar in
1895. Grove’s retirement in the Christmas term of 1894 placed him at the head of the Royal College of
Music; as Dibble maintains, “the offer of the position of Directorship to Parry not only affirmed his
achievements as a composer, scholar, and teacher, but also, and more importantly, was a testimony to
his extraordinary charisma.”® The level of energy that he brought to the college can be gauged from
the recollections and testimonials of his pupils (discussed in Chapter VIII of Graves’ work). Parry’s
responsibilities as an educator now extended to his work for the Associate Board and as an examiner
at Oxford and London universities; private correspondence shows that he was also consulted by
Hadow on the reform of music examinations in training colleges. Furthermore, the University of
Durham conferred an honorary degree of D.C.L. on him in 1894. Dibble observes that by 1896, Parry’s
public and administrative duties had pervaded all aspects of his life; indeed in his diaries “we find a

catalogue of short, sharp factual statements ranging from meetings with parents of aspiring young

10 Graves, op. cit., p. 235.

* Parry. Summary of the history and development of medieval and modern European music (London: Novello,
1904/1893), p. 130.

# Dibble. C. Hubert H. Parry: his life and music (Oxford: Clarendon Press, 1992), p. 318.
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musicians, administration, examinations, illustrations for lectures..., student problems, and

concerts.”*

During the 1890s, or the ‘naughty nineties’, Parry came significantly under the influence of the
decadent and naturalistic literature of the time (as explored in later chapters). The issue was the
encroachment of biologism and the science of heredity upon the determination of political conduct,
and the racialisation of class inequalities. Parry’s own solutions, emphasising the removal of racial and
class barriers in the interests of an all-inclusive democracy, formed a leitmotif of his written work
during this period. How could the artist’s individual personality—the building block of a well-
informed democracy—be preserved in the midst of an urban, commercialistic nightmare? The
problem led him to adopt a philosophy that emphasised art’s independence from science, as well as its
separation from the general tendencies of social progress. A series of four lectures on ‘Expression and
Design in Music’, given at the Royal Institution in the early months of 1893, provided an early glimpse
of the position taken in his Style in Musical Art (1911).* The topic was a carry-forward from the
‘Balance of Expression and Design’ chapter in the Art of Music. In the second of these lectures,
delivered on 28 January, Parry moved away from his general elucidation of sacred and secular music
to discuss the creative personality of Monteverdi, equating him with Wagner.*> Much like in his
subsequent series of lectures at the same venue (in 1896), he stressed the importance of adopting a
sympathetic attitude towards history, as it allowed for modern listeners to reconnect with the genius
of foregone composers such as Monteverdi. Parry accepted as fact that every human being was bound,
to an extent, to be part and parcel of the age in which he was born, but he was far from saying this
prescriptively. Citing the example of ‘Orpheus’, he showed the value of impulsive experimentation in a

populous society suffering from an excess of order and a loss of individuality.

46 work to the same

Parry’s 1896 lectures at the Royal Institution, ‘Realism and Idealism in Art
end of promoting personal initiative and the sincerity of the art-maker. As the title suggests, the
lectures treat the appropriate use of ‘realistic suggestions’ in music, teaching the audience to

distinguish between realistic devices that are used merely for superficial purposes, and those which

“ Ibid., p. 338.

#On 21, 28 January, 4 and 11 February 1893.

* ‘Notes and gleanings’, Lloyd’s Weekly London Newspaper, 3 February 1893, p. 8.

4 Given on 1, 8 and 15 February 1896. See account in ‘Critical faculty in music’, The Era, 15 February 1896, p. 9.
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boast a genuine ‘ideal’ quality. Parry’s use of the term ‘ideal’ is thoroughly Ruskinian, borrowed from
volume II of Modern Painters. Indeed it was Ruskin who pitted the idealism of J. W. Turner against
the imitative methods of Dutch painters; Modern Painters also teaches that realism and idealism are
not opposed to one another, but simply that the latter invokes the middleman of the imagination.”” As
Parry explains, realism in art should be expressed in terms of the ideal, and the ideal should in turn
suggest the real. This distinction also allows him to defend music with extra-musical connotations. In
his book, Ruskin teaches that the test of genuine art is the extent to which a work can be said to bear
the stamp of the imagination. For Parry, ‘criticism’ is not something that should only be practised by
critics; citing Bach’s preludes and Beethoven'’s painstaking revisions of his ‘Eroica’ Symphony, he
argues that composers need to possess not only ‘creative’ power but ‘self-critical’ power. Those who do
not learn to be self-dependent risk losing their creative impulse, because they rely too much on other
people’s thinking. By the same token, critics who depended too much on theory as the basis of their
arguments miss the point of art, which is to stimulate imagination, creativity and debate. They do an
injustice to art by erecting an imaginary, theoretical barrier around its otherwise endless possibilities.
The standards of art are always changing like fashion, and our opinions of what constitutes the
‘beautiful’ are relative. According to Parry, a Chinese listener would find European music “very foolish
stuff indeed”. Thus, the only way to comprehend music is to put oneself in the position of the

composer, and to try to understand the original aims and intentions behind the work.

As later chapters argue, Parry’s discourse led invariably to his defence of democracy and his
support for the enfranchisement of the masses. Towards the end of the century, he closely monitored
the spread of music among the working people. He became involved in choral societies, such as the
Bath Choral and Orchestral Society in 1894: “I am glad to see that music in Bath is going ahead so
vigorously. Of course I shall be proud to join your list of vice-presidents. I could hardly do otherwise
when I see you do me the honour to announce a work of mine in your list of forthcoming
performances.”* In an interview for London Argus in 1899, Parry averred that he was delighted at the

progress being made by the people in forming choral and orchestral societies nationwide, although

4 “Any work of art which represents, not a material object, but the mental conception of a material object, is, in

the primary sense of the word, ideal. That is to say, it represents an idea and not a thing... Ideal works of art,
therefore, in the first sense, represent the result of an act of imagination.” John Ruskin. Modern painters, vol. 2
(London: George Allen, 1906/1846), p. 109.

8 ‘Bath facts and fancies’, The Bath Chronicle, 8 November 1894, p. 8.
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voicing his reservations toward the proposed Municipal Opera House.* His optimism for national
music was part of his wider faith in the intelligence of the common people. Parry became vice-
president of the Folk-Song Society in 1899, promoting the conservation and study of folk music of
pre-commercial Britain (the circumstances surrounding the founding of the society and his views on
folksong are discussed in another chapter®). His emphasis on the cultivation of national music led
him to a tireless study of the music of early English composers. In his lecture on “The conditions of the
development of the style of pure choral writing’ on 13 June 1900, given in the Sheldonian Theatre at
Oxford, Parry allied English music with German intellectualism, as opposed to sensuous Italian
music.”’ He examined the music of Dunstable and other English composers, with the help of Barclay
Squire’s resourceful collections. At the same time, Parry was also catching up with Stainer’s important

studies of Dufay, a composer who had escaped mention in The Art of Music.

Earlier in 1899, Parry launched a controversial attack on modern hymn music in his capacity
as president of the Royal College of Organists. During his speech at the handing over of the Fellowship
Diplomas on 7 January, he reminded students that diplomas were merely proof of a special kind of
knowledge.”” The attack on “flabby, incoherent, sentimental” hymns followed his dislike of religious
orthodoxy and formulaic methods in music. As reported in the pages of the Musical Times, Parry used
his platform to proclaim that “the state of the branch of music which they are especially responsible
for does not tend to show that they have used their power exclusively for good.” His ideas on church
music were summarised at the Church Congress in 1899, in a paper entitled the ‘Essentials of Church
Music’, wherein he criticised the commercialisation of musical taste and examined the problem of
inept arrangements (compare his article on ‘arrangements’ in Grove’s Dictionary).” True to his
democratic vision, Parry consistently sought to blur the lines between classical and popular music, and
to show that every kind of music, even those for popular taste, can be ‘good’—a far cry from the

opinion that he uncompromisingly discouraged the growth of the music hall and popular music. The

# ‘National musical taste’, The Bedfordshire Advertiser, 30 June 1899, p. 7.

> His inaugural address on folk-song, see ‘Inaugural address’, Journal of the Folk-Song Society 1/1 (1899), pp. 1-
3.

>! See ‘Sir Hubert Parry on the development of choral music’, Jackson’s Oxford Journal, 16 June 1900, p. 10.

>2 Parry. ‘Sir Hubert Parry on the duties of an organist’, Musical Times and Singing Class Circular 40/672 (1 Feb.
1899), p 96.

>3 Parry. ‘The essentials of church music’, The Musical Times and Singing Class Circular 40/682 (1 Dec. 1899), pp.
815-7.
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notion that only the classical type could be good was merely an expression of the aristocratic elitism of
the eighteenth century. In the following year, 1900, he began to explore the concept of ‘byways’,
arguing that genuine music such as Bach’s occured in spite of mainstream evolution. ‘Byways’ were
Parry’s personal challenge to the belief that since art was so ‘developed’, it no longer had room for
experiments off the beaten track. This was summarised in a course of three lectures at the Royal
Institution (‘Neglected Byways in Music’), as well as in a lecture at the Westbourne Park Chapel on 4
December 1900.>* As Parry recounted in his diary: “Lecture at Westbourne Park Institute... about
1000 of them. Went off very well as I happened to find things come easily. Singing illustrations

»55

good.

Similar ideas were later expounded in his lecture on ‘Curious Experiments in Early Choral
Music’ at the Albert Hall in Sheffield (under the auspices of the Sheffield Literary and Philosophical
Institute) on 6 February 1901.°° The paper shows Parry’s continued ambition to combat the
ossification of musical taste, reminding audiences of the value of artistic experimentation. The
account in the Sheffield Daily Telegraph of the event highlights the unique style of his lectures: “It was
not only that he had a good deal highly interesting to say, but he said it in such a happy way... No
poring over a laboriously compiled manuscript, but a genial chat, interspersed with many a laughter-
provoking aside.”” This same genial quality, especially when addressing younger audiences, is
discernable in many of his other addresses, as well as in much of his writings. In his earlier lectures on
‘Expression and Design’, for example, Lloyd’s Weekly London Newspaper reported that Parry was
“never at a loss for humorous phrases to brighten his materials.”® His lectures were almost always
accompanied by an ample supply of musical illustrations; the choir of the Sheffield Musical Union was

present under Henry Coward to provide vocal demonstrations for the audience.

Parry saw his mission as an educator as that of encouraging sincerity and innovation among

students and preventing art from the constant threat of ossification. When he was elected Heather

> Typescript at ShP.

> Diary, 4 December 1900.

> This was advertised as ‘Characteristic experiments in early music’ in the Sheffield Daily Telegraph, 17 January
1901, p. 3; typescript at ShP. Parry also visited the Sheffield Musical Union in November 1892 to conduct his
oratorio, ‘Judith’. See ‘Dr. Hubert C. H. Parry’, The Sheffield and Rotherham Independent, 2 November 1892, p.
3.

*7 ‘Sir Hubert Parry in Sheftield’, The Sheffield Daily Telegraph, 7 February 1901, p. 3.

> “Notes and gleanings’, Lloyd’s Weekly London Newspaper, 3 February 1893, p. 8.
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Professor of Music in 1900, he opened his inaugural lecture by paying tribute to Stainer’s liberal
personality.” The object of the Oxford degree, as the previous professor perceived, was to open minds
and to allow students the freedom to discover their own unique individualities, within a sympathetic
learning environment. Furthermore, university examinations needed to be frequently updated to stay
current with new ideas and currents in art.* The lecture took place in the Town Hall on 7 March; as
Parry recollected in his diary, “My first lecture at Oxford in Professorial capacity. I think the reason of
its being given in the Town Hall was that Sheldonian was being painted or somehow unavailable...
Town Hall quite full. Managed to get through without my stumbling or hesitation but felt very
depressed after.”' Such remarks in his diaries as well as his habit of preparing meticulous word-for-
word notes show that he never took his lecturing roles for granted or felt entirely comfortable
addressing large audiences. The topic chosen for the occasion was the ‘varieties of style’, which was
naturally intended to demonstrate the multifarious possibilities of art to the aspiring musician or

composer.

The years leading up to 1902 were mainly devoted to the preparation of his fourth book, Music
of the Seventeenth Century. Graves mentioned that Parry was in close correspondence during this
period with Hadow, the editor of the series. The other volumes in the Oxford History of Music were
provided by H. E. Wooldridge (early music, 1901-5), Fuller Maitland (age of Bach and Handel, 1902),
Hadow (Viennese period, 1904) and Dannreuther (Romantic period, 1905). As the Spectator declared
many years later, in light of the revised editions, “It was not so much that there were giants in the
earth in those days as there were in England scholarly musicians who kept themselves up to date in
musical research, particularly such research as was published in German.”®* Parry often betrayed an
unhealthy bias against the music of the seventeenth century, for example in his 1901 lecture in
Sheffield, where he described the century as essentially barren and devoid of genuine works. Fuller

Maitland once regretted that the seventeenth century did not give Parry ample opportunities to shine,

¥ ‘Professor Parry’s inaugural lecture’, Jackson’s Oxford Journal, 10 March 1900, p. 8.

% Parry’s views on examinations can be gleaned from ‘Sir Hubert Parry on examinations’, The Musical Times
59/907 (1 Sep. 1918), pp. 406-7. In a letter to Hadow in November 1899, Parry wrote that “I am always trying to
bring the tests and questions up to date as much as possible...” Like Hadow, Parry advocated for a residential
degree at Oxford. To C. H. Lloyd on 11 October 1898, he complained, “Why should a place like Oxford grant
degrees wholesale to the rank and file of the profession, for just a fee and an examination?”; quoted in Graves,
op. cit., pp. 11-2.

¢! Diary, 7 March 1900.

62 “The Oxford history of music’, The Spectator, 1 October 1932, p. 32.
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considering his greater affinity for music in Bach’s time and beyond.” Yet, as argued in a later chapter,
the subject was still very close and personal to him in the way that it was directly concerned with the
secularisation of art and allowed him to survey the forerunners of his musical hero, Bach. A reviewer
in the Musical Times grasped this point: “For the historian it proves to be a most suggestive centurys; it
shows the slow growth of secular music; of instrumental music shaking itself free from the fettering
principles of choral writing.”** The result was a strongly biased work due to Parry’s readiness to see
the century as preparatory for German Protestant music, such that Italian secular trends were for the
most part deprecated. There was, however, no shortage of material or paucity of research, as Parry was
informed in April 1900 that his manuscript was twice the size of the space allotted. According to
Graves, the preparation for the book was a particularly arduous affair. This was partly due to his
breakdown in health in 1901, but also due to a rift with Clarendon Press regarding significant delay to

the publication of the title.®®

The review by Cecie Stainer in the Musical Times attested to the work’s scholarly merit and
long-lasting value. Indeed the Oxford History of Music as a whole was an important landmark—such
as Grove’s Dictionary was—in the history of musical scholarship in England. The significance of
Parry’s volume was by no means limited to the fresh insight that he brought to the study of
seventeenth-century music; it was also important at a more biographical level. During this time, his
aversion to certain types of church music and the oratorio in the 1890s was prompting him to work
out a new type of choral music that would answer the predicament of modern culture and democracy.
In setting out to write his ‘ethical cantatas’, Parry was inspired first and foremost by the seventeenth-
century models with which his own research had brought him closely in touch. Since Parry supplied
his own text for many of the cantatas, these works are of high interest to the student of his literary
corpus (the most philosophically suggestive piece being The Vision of Life).® His work on the cantatas
also coincided with a heightened interest in solo song, as evidenced by the rapid progress he made

with the English Lyrics (sets VI to IX). Parry was attempting to effect the same reform as he was

% See Graves, op. cit., p. 234.

6 Cecie Stainer. ‘Sir Hubert Parry on seventeenth-century music’, The Musical Times and Singing Class Circular
43/718 (1 Dec. 1902), pp. 807-8.

6 Ibid.

% See also a letter from Richard Northcott, 20 September 1907, ShP, expressing his chief’s interest in publishing
Parry’s poem, The Vision of Life; the revised version of the poem was ultimately published in the second volume
of Grave’s biography. Parry’s ethical cantatas are discussed in greater detail in a later chapter.
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bringing to choral music in the sphere of song—arguably with even greater success. As might be
expected, Parry delivered several related lectures on this topic in the early 1900s, suggesting a close
parallel between his literary and musical endeavours. “Types of Song’ was given at the Westbourne
Park Institute in 1904, four years after his paper on ‘Byways’ was read there. ‘How Modern Song
Grew Up’, discussing the development of the solo song through performed pieces by Caccini, Lawes,
Purcell, Mozart, Schubert, Schumann and others, was given at Reading University College in

November 1910.%

The popular notion that Parry’s creative life was significantly hampered by his academic
obligations seems somewhat justified when it is considered that, along with his commitment to
completing the ethical cantatas, he had already agreed to take on the task of supplying a biographical
volume for G. P. Putnam’s Sons on Bach. Parry must have perceived such a work to be the logical
outcome of his seventeenth-century investigations; however, as the subject was most dear to him, it
was a heavy burden to bear on top of his other engagements. The idea for such a volume appears to
have been afloat even before his work on seventeenth-century music concluded. On 22 June 1900,
Richard Aldrich, the editor of the Musical Biographies series, wrote to Parry:

G, P. Putnam’s Sons have informed me of your beginning on the biography of Bach in our
series on the Great Musicians which is most gratifying news to them and to myself after
long and unavoidable delays. They have also informed me of your query as to the use of
musical illustrations in notation. They agree with me in thinking it highly desirable that
you should use such illustrations to whatever extent you think desirable in carrying out the

plan of your work. In my opinion they would add greatly to the interest of such a book on
the part of the class of readers for whom the series is intended.®

In 1901, the publisher sent him a complimentary copy of W. J. Henderson’s Richard Wagner, which
Parry would not find the time to read until 1903. The same letter included a reminder that he was still
to contribute to the series his work on Bach: “We may remind you that we are to have the honor of
including in this series a volume from your own pen. We trust that you may be pleased with the form

in which the series is being published, and that you may be able to advise us that good progress is

being made with your own book.””’ By the time the book was finally brought out in 1910, Parry had

 Typescript at ShP.

% Parry. ‘How modern song grew up’, The Musical Times 52/815 (1 Jan. 1911), pp. 11-5.
% Letter from Richard Aldrich to Parry, 22 June 1900, ShP.

70 Typewritten letter from G. P. Putnam & Sons to Parry, 3 December 1901, ShP.
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already turned away from his abortive cantatas, and had resigned from his post at Oxford in
accordance with his doctor’s recommendations:
In our opinion it is imperative in the interests of your health that you should unload many
of your multifarious duties, and now, not later on. We are well aware that resignation of
positions which you hold must entail serious loss to those bodies which are profitting by
your help and guidance. But the maintenance of health is essential to the performance of

all work, and therefore the public, equally with your own interests will be best served by the
following of our recommendations.”

In the years leading up to 1910, Parry gave regular biographical lectures at the Royal College of
Music on numerous composers, including Handel, Haydn, Mozart, Beethoven, Weber, Schubert,
Berlioz, Mendelsohn, Chopin, Schumann, Liszt and Wagner. He undoubtedly felt most at home on
the topic of Bach (the subject of his Christmas term 1904 lecture), but his treatment of the composer
in his book, Johann Sebastian Bach: The Story of the Development of a Great Personality, as Graves
pointed out, never bordered on the sentimental.”” The work was an attempt to get at the underlying
qualities of Bach’s liberal personality, rather than to regurgitate the details of his life as purveyed in
Spitta’s pioneering research. Parry achieved this by showing that Bach, due to his ‘great personality’,
was receptive to both sacred and secular influences through his time at Weimar, Cothen and Leipzig.
Bach’s ability to adapt various styles for different purposes and to move freely between secular and
sacred idioms in his works played to his advantage. Furthermore, his open-mindedness allowed him
to connect with a wide range of musical contexts and styles. Parry’s emphasis on seeing Bach in
relation to wider music history, and historical facts in relation to each other, left the following
impression on a reviewer for the Musical Times: “The book often reads like a general history of music,
without leaving its particular subject... It is difficult to resist the conclusion that he has done nothing
finer than this discerning and faithful delineation of Johann Sebastian Bach.””> On the other hand, the
focused, biographical nature of his subject, which he treated with enormous respect, discouraged
prolonged maltreatment of Italian or French music that is typically met with in his other writings. The

book was very positively received; as William Richmond wrote, “If Parry had only written his book on

I Typewritten letter from Bertrand Dawson (Parry’s doctor), 24 October 1907, ShP.
72 Graves, op. cit., p. 238.
73 ‘Sir Hubert Parry on Bach’, The Musical Times 51/807 (1 May 1910), p. 292.
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Bach, to me his magnum opus in literature, it would suffice to place him in the first rank of musical

historians and critics.””*

Parry’s work on Bach completes a historical narrative that began, arguably, with “The effect
produced by the musical revolution of 1600 upon choral music’ in 1890. In the person of Bach, Parry
had found the ideal type of a ‘democratic’ citizen and artist, who would ensure the survival of
devotional music in a thoroughly secular environment. Bach was the final and most important piece
of the puzzle in his chronicle of the secularisation and the democratisation of music. Unsurprisingly,
his views on this subject were echoed on a separate occasion at around the same time, in a lecture on
‘Music and Democracy’, delivered in November 1909 before the Author’s Club.”” For Parry, music was
among the most powerful resources that democracy had at its disposal. With the fast growth of music
literacy and education among the lower classes, he could announce that music was an art in which
everyone had to meet on grounds of equality. Parry saw music not simply as an end-product of a
composer’s creative process, but also as a communal activity, a creative opportunity for the individual,

and a catalyst for intellectual exchange in an open-minded society.

It is a testament to the consistency of his thinking, as well as evidence that he had shaped his
seventeenth-century narrative with the interests of democracy in mind, that his opinions on music
and democracy had been expressed two decades prior to 1909. On 30 March 1889, Parry delivered a
lecture at the Working Men’s College in London on the subject of ‘Music and Democracy’.”® Founded
in 1854, the Working Men’s College was an attempt by Christian Socialists, namely F. D. Maurice (the
founder), Thomas Hughes and others, to bring the type of learning enjoyed by the upper classes
within reach of the working people, offering night classes to workers and artisans who had no other
means of furthering their education. Among its supporters were Charles Kingsley, William Morris,
Dante Gabriel Rossetti and John Stuart Mill; Ruskin was also deeply invested in the progress of the
College. In his democracy lecture of 1889, Parry had expressed his sympathy with the educational
advancement of the people, equating the progress of democracy to a “promising, but lumbering
boy”.”” The crisis in art was precipitated by the fact that more genuine art yielded no commercial

profit. The aristocracy could no longer be trusted with the responsibility of promoting culture, as it

" Quoted in Graves, op. cit., p. 241.

7> See account in the Cheltenham Chronicle and Gloucestershire Graphic, 30 October 1909, p. 5; typescript at ShP.
76 ‘Music and democracy’, Lloyd’s Weekly London Newspaper, 31 March 1889, p. 12.

77 Ibid.
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had transformed into a plutocracy. Thus, the people at large must take the mantle of power. Parry’s
1889 lecture was more foreboding in tone than when he revisited the topic twenty years later. The
passage of two decades and the liberal lights of the Edwardian era had made him more optimistic

about the future and the promise of democracy.

Parry’s writings from the 1890s onwards stand apart from his earlier works in being more
thoroughly conditioned by his democratic consciousness. This was arguably the result of his
prolonged confrontation with decadent currents in literature and philosophy during the fin de siécle.
As an establishment figure, he felt an obligation to defend the vulnerable image of the common
people. Previously, Parry had been more concerned with developing an empirical approach towards
the study of music (as with the Grove articles and the Evolution of the Art of Music). His later writings,
like his later music, were driven by a sense of ethical responsibility commensurate with his public
positions. They are not impartial works of scholarship, but what they sometimes lack in objectivity
they make up for in passion and insight. Much like Ruskin, Parry used his Oxford professorship as a
platform from which to catapult his moral vision of art. Indeed the lectures on ‘style’ were more than
just lessons in theory or history; they were part of his wider ambition to promote genuineness in
music, as well as to impart a more liberal—more democratic—attitude towards composition,

performance and musical appreciation.

The Oxford lectures which Parry gave between 1900 and 1907 were collected and printed by
Macmillan as Style in Musical Art (1911). Appearing the same year as Adler’s Der Stil in der Musik (a
more academically rigorous work than its English namesake), Parry’s title encapsulated a wide range
of topics, from the varieties of style, musical texture, the use of realistic devices, the influence of
audiences, and so forth. Many of the chapters were expansions of ideas already encountered in other
places of his writings. Parry’s analytical powers arguably were at their best in the chapters delineating
the differences between choral and instrumental style. One of the underlying themes in the work was
the failure of music criticism and the need for more constructive lines of approaching discourse on
art:

It seems very likely that the majority of those who lost their lives in the greatest contests in
history had no idea what they were fighting for. And the same seems to be the case with
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those who wage wordy warfare on questions of art. They are so eager to come to blows that
they do not make up their minds clearly as to what they are disputing about.”

Style in Musical Art was an attempt to transform how critics, listeners and musicians argued about the
value of different musical works. Taking the cue from Ruskin, the author constantly aimed at seeing
music in relation to the other arts. He also sought to improve the status of music by making it the
most relevant art-form in a society moving towards true democracy. As W. A. S. Benson pointed out,
“The deep-rooted analogy between music and the architectural arts is familiar ground, but the
handling of this analogy in The Art of Music and Style in Musical Art is such as to give these books a
very high place in the general theory of aesthetics.””” Combined with Parry’s unique manner of
writing, the effect is a work that appeals to a wide audience (much like the Slade Professor’s lectures
on art) and is highly accessible even to non-musicians. The organist and music teacher, Albion Percy
Alderson, thus wrote to Parry on 24 November 1912:

Is there any chance of your book on ‘Style’ coming out in a cheaper edition in the near

future? In my humble opinion the book is priceless; but everyone who is at all interested in

music - & especially its many students all over the country should have it by them always &

I feel that the price is a serious obstacle to a good many who would have it. It is the finest

book since Ruskin’s ‘Seven Lamps’ & I am sure the world would have been better had this

book been procurable at a smaller price, at first.®
There was talk in 1908 of having the manuscript translated into German by one K. Bielschowsky,
although the project was not pursued further. Graves noted that Style in Musical Art was more
concerned with the music of the present than was The Evolution of the Art of Music. However, the

book never attained the popularity of his earlier treatise, which would reach its fifth edition in 1909,

and was also being published by Appleton in New York.

Parry continued to propound similar views in his later addresses and lectures. “The Meaning of
Ugliness in Art’ was given at the International Musical Congress in London, on 30 May 1911.%' The
event, organised by the International Musical Society, was audited by many foreign visitors (Guido

Adler was present as Vice-President of the Congress, speaking just before Parry at the opening

78 Parry. Style in musical art (London: Macmillan, 1911), p. 319.

7 W. A. S. Benson, ‘Style and form in art’, Music ¢ Letters 1/4 (Oct. 1920), p. 302.

% Letter from Albion Percy Alderson to Parry, 24 November 1912, ShP.

81 See Charles Maclean, ed., Report of the fourth congress of the International Musical Society: London, 29" May -
3" June, 1911 (London: Novello & Co. Ltd., 1912), pp. 77-83; or “The meaning of ugliness’, The Musical Times
52/822 (1 Aug. 1911), pp. 507-511.
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ceremony).” Parry’s lecture was directed once again at the widest possible audience—as the Saturday
Review reported: “Sir Hubert Parry’s contribution... was itself, according to the summary, nearly
meaningless to a serious artist. From the point of view of the man in the street it was soothingly
platitudinous.” The lecture promoted the view that ‘ugly’ and ‘beautiful’ were relative terms: “Liberal
minds also feel that all progress is made by facing things which are disagreeable and finding out what
they really mean... Every advance in art has been made by accepting something which has been
condemned as ugly by recognised artistic authorities. It is not so very long ago that such simple things
as major thirds and major sixths were regarded as unpleasant.” ‘Ugliness’ was merely matter in the
wrong place. The lecture also justified ugliness that was the result of the artist’s genuine expression,
rather than ugliness for the sake of being ugly. Similarly, in his paper on the “Things That Matter’,
appearing in the Musical Quarterly several years later, in July 1915, Parry discussed the refinement of
art through the expression of the artist’s inner being. The test of good art was its ability to stand the
test of time, not merely of fashion. As written in the Times Literary Supplement, “He [Parry] writes

with a full heart out of a great store of learning; the spacious things, the things that really matter.”

As Graves elucidated, Parry’s diary of 1908 tells “a continuous story of distress, suffering and
effort.”® His heart condition was worsening, and the severance of his ties with Oxford was a cause for
deep regret. This coincided with the completion of Beyond These Voices There is Peace, the last of his
ethical cantatas, after which Parry returned to setting music to poems by other authors and to
compose his final symphony in 1912. Although he conceded most of his other public obligations,
Parry remained a firm fixture at the Royal College of Music until his death, launching in 1909 his
terminal lectures on the topics of English music, early opera and oratorio. To gauge the nature and
significance of his long directorship, one must refer to his extra-musical addresses in Colles’ College
Addresses delivered to pupils of the Royal College of Music by Sir C. Hubert H. Parry, published by
Macmillan in 1920.% Parry always encouraged his pupils to look at their subject from a variety of

perspectives, as well as to broaden their scope by always paying due attention to other important

82 “The International Musical Congress’, The Musical Times 52/821 (1 Jul. 1911), pp. 441-454.

8 The Saturday review of politics, literature, science and art, vol. 111 (London: J. W. Parker and Son, 1911), p.
706.

8 Times Literary Supplement, 4 January 1912.

8 Graves, op. cit., p. 44.

8 Parry. College addresses delivered to pupils of the Royal College of Music, ed. Henry Cope Colles (London:
Macmillan, 1920).
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things besides music. Specialism in education in the 1900s had become a modern necessity, but it had

to be tempered with curiosity about matters beyond the scope of one’s typical learning.

The final phase of Parry’s life was characterised by his distress at the anticipated horrors of
war. As a pro-Teuton, he was deeply appalled by Germany’s ‘will to power’ in the years leading up to
1914. Parry believed that music could help offset the traumatic effects of war, promoting a truer form
of heroism amidst a swelling tide of patriotism, and keeping alive the democratic spirit which
reminded people of their common humanity. To this end, he was involved in the ‘Music in War-time’
movement and various other musical charities. As Graves recounted, he also wanted to aid the war
effort by accommodating wounded soldiers at Highnam.¥” In 1913, Parry turned down an invitation
from Macmillan to write another history textbook, feeling that his old age would militate against such
an undertaking.®® Barclay Squire continued to interest him with specimens from the British Museum,
sending him a thematic list of Tallis’ hymn tunes in January 1914.* In many aspects, however, such as
the completion of his magnum opus (on Bach), his resignation from Oxford, the conclusion of the

ethical cantatas, Parry was already putting his long literary career to rest.

Yet in 1915, when the war had become an onerous national preoccupation, he could not resist
the urge to carry out another major literary project—a summary of his philosophical outlook on life.
The fact that his ethical cantatas had not struck a sympathetic chord with the audience might have led
him to feel unaccomplished in getting his important ethical message across. If Parry spent much of his
time arguing that music could express deeper emotions where language failed, he was now seeing the
reverse side of the coin - that what he had to say was too serious a matter to be left to guesswork and
interpretation. The treatise was to be called Instinct and Character. Parry justified his extra-musical
project in a letter to Macmillan, which is quoted at length in Dibble’s book, persuading him to publish
the work:

I am almost ashamed to confess, in these days, that I have been at work for some years on a
book which is not ostensibly connected with music. It is sort of apologia which I could not
resist the craving to make, in connection with my having devoted my life mostly to art,

which so many people think to be merely self-indulgence... It works out to something like
the same conclusion as Kidd’s Social Evolution, but by a very different road...*

¥ Graves, op. cit., p. 72.

8 Dibble, op. cit., p. 476.

% Letter from William Barclay Squire to Parry, 21 January 1914, ShP.

% Letter to Macmillan, 30 May 1918, BL Add. MS 55239, quoted in Dibble, op. cit., p. 493.
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Parry had been, for a time, interested in Kidd’s work on social evolution. In 1911, he read
Nietzsche and other philosophers in an attempt to come to terms with German militarism, but the
experience left him largely disillusioned. Instinct and Character, a response in many ways to the likes
of Nietzsche, promoted liberal values of freedom, equality and tolerance at a time of universal
barbarism and cruelty. On 14 June 1918, however, the letter came from Macmillan declining the book.
Parry was understandably distraught by this outcome, although he had sensed some months earlier
that the work, which had been a rare outlet for optimism during the war, was doomed to failure.”’ He
was now seventy years old, and the war continued to rage on without any sign of abatement. As
Dibble explains, he still returned to Instinct and Character in the hope that something could still be
done to rescue it from oblivion, taking occasional refuge at Shulbrede in the West Sussex countryside
to work on his drafts.” There was a last spark of optimism as news of the Allied offensive against
Germany reached home, but sadly Parry would never live to see the war’s end. In his last month, he
suffered from a suppurating cyst and, lacking sufficient immunity, died on 7 October 1918 from
influenza (during the global pandemic), only a matter of weeks before Germany surrendered. Parry’s
funeral at St. Paul’s Cathedral was attended by representatives from many societies, among them Sight
Singing Colleges, Tonic Solfa College, the Royal Geographical Society, the Royal Yacht Squadron and
the People’s Concert Society. The wide attendance of his funeral from all levels of society was
indicative of a life dedicated not only to music, but to other learning, such as can only be better

understood through a careful consideration of his literary output.

In 1921, Parry’s son-in-law, Arthur Ponsonby, approached numerous publishers and
consulted several readers with the view that Parry’s unprinted script might find a new relevance in the
post-war climate. By the close of 1921, all efforts to secure publication for Instinct and Character had
ended abortively. Ponsonby’s final endeavour was to send the original manuscripts to one Miss M. M.
Wills to be converted into typewritten copies. The transcription work was due to finish in November
1921, but the book’s prodigious length and the influenza epidemic delayed the process until February
1922.” The four copies were deposited at Shulbrede Priory, the Bodleian, the British Library and the
Royal College of Music, where they have escaped much scholarly attention after Graves perused the

work for the purposes of the biography in the early 1920s.

°1 Dibble, op. cit., p. 493.
% Ibid., p. 494.
% See correspondence between Arthur Ponsonby and M. M. Wills, ShP.
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2. THE FORMATIVE PERIOD

The early biographical details of Parry’s life are especially relevant to the consideration of his
intellectual development. Charles Hubert Hastings Parry was born to Thomas Gambier Parry (1816-
1888) and Isabella Fynes-Clinton (1816-1848) on 27 February 1848. Gambier Parry was a painter and
a collector of art who led a busy life both at home and abroad. Despite a lonely childhood, Hubert was
exposed, at a very early age, to his father’s artistic circles. Gambier Parry entertained many prominent
and learned guests from the upper echelons of society at their home in Highnam.! Although the family
was thoroughly artistic, Hubert’s musical progress was held back by the social stigma which deemed
the musician’s career unworthy of a gentleman; as he jokingly recollected in older age, “Oh, you like
music do you? Well, it’s a nice amusement for people who can’t afford to hunt.” He began his
education in Malvern in 1856 and, in his tenth year, moved to a preparatory school at Twyford, near
Winchester, where his musical training benefited from the presence of S. S. Wesley and at home with
Edward Brind (the organist at Highnam Church). Parry then entered Evans’s House at Eton in 1861;
his time at the prestigious school brought him into contact with many important friends from
influential backgrounds, including the Lytteltons, Julian Sturgis, George Herbert and Edward W.
Hamilton, with many of whom he forged lasting intellectual friendships.’ Beginning in 1863, he
studied music with George Elvey, the organist of St. George’s Chapel at Windsor. While still at Eton,

Parry became the youngest person successfully to obtain an Oxford B. Mus. degree.

Besides this early connection with the university, Parry had his sights set on gaining admission
at Exeter College, taking his matriculation examinations in 1867.* Thus began the formal preparation
for his career as a scholar and a historian. The effect of Parry’s Oxford education on his later position
as a historiographer is an often-neglected aspect of his biography, based on the assumption that his

career in music began after his departure from university; whereas, in Parry’s case, the intellectual

! See Jeremy Dibble. C. Hubert H. Parry: his life and music (Oxford: Clarendon Press, 1992), p. 9.
? Parry, quoted in Scott Goddard’s article in the News Chronicle (Central 5000), 27 February 1948.
* See Dibble, op. cit., p. 20.

4 Ibid., p. 46.
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milieu of Oxford with its current thinking on history, law, religion and science proved to be
enormously formative. The following sections attend to this gap in existing literature regarding Parry’s
early training by discussing the intellectual climate at Parry’s Oxford (1867-1870), his intellectual
associations during his time in London and his work for Grove’s Dictionary (1870s), and the
crystallisation of his ideas in his first Musical Association paper, ‘On Some Bearings of the Historical
Method upon Music’ (1884). During his time at Oxford, Parry encountered some of the historical
ideas which would greatly inform the directions of his own future historiographical undertakings, a
situation facilitated by the parallel developments of the combined school of modern history and
jurisprudence at the university. After his departure from Oxford, he expanded his intellectual
horizons through personal readings of George Eliot, Samuel Butler, Matthew Arnold, Charles Darwin,
Herbert Spencer and numerous other unorthodox writers and thinkers. The Grove assignment
became a testing ground for his evolutionary musings; it also propelled him to the study of the more
theoretical and technical aspects of music—a task well-suited to his early compositional attainments.
The discussions below also demonstrate how these early tendencies culminate in his Musical

Association paper, a quasi-positivist challenge on traditional musical scholarship.

2.1 The State of Oxford University During Parry’s Studentship, 1867-1870

Oxford, the Oxford of the past, has many faults, and she has heavily paid for them in
defeat, in isolation, in want of hold upon the modern world. Yet we in Oxford, brought up
amidst the beauty and sweetness of that beautiful place, have not failed to seize one
truth:—the truth that beauty and sweetness are essential characters of a complete human
perfection. When I insist on this, I am all in the faith and tradition of Oxford. I say boldly
that this our sentiment for beauty and sweetness, our sentiment against hideousness and
rawness, has been at the bottom of our attachment to so many beaten causes, and of our
opposition to so many triumphant movements.

- Matthew Arnold, Culture and Anarchy (1869)°

In April 1875, Robert Oldham came to see Parry for dinner in Ottershaw, near Woking. Upon his

*> Matthew Arnold. Culture and anarchy: an essay in political and social criticism (London: Smith, Elder and Co.,
1869), p. 35.
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visit, Parry showed his friend a specimen of Conochilus volvo under the microscope, which he had
found in a pond on Woking Common. Afterwards, the two had “tremendous talks” on the subject of
“immortality, belief in God, prayer.” The composer later reflected in his diary that “he [Oldham]
reminded me of old Oxford days; for one does not often now come across people sufficiently in
earnest, or sufficiently liberal to talk happily with on such subjects.”” Indeed Parry memorialised the
years between 1867 and 1870 as having a special significance in his own intellectual development. In a
confessional letter to his father in 1873, in which he announced the moral poverty of organised
religion, he noted that “It was not till I was reading history at Oxford and had done what logic was
required... that I began to consider the value of modern dogmas and theology.” To understand why
he rated the value of his Oxford training so highly, it is important first to consider the state of the
university at the period of his studentship and the significance of his degree in modern history and

jurisprudence.

The intellectual preparation which Parry received going into Oxford can be gauged by his long
list of leaving books. Dibble writes that “perhaps the greatest benefit for Parry on leaving Eton was the
tradition of ‘leaving books’ in which masters and pupils provided those leaving the school with money
to purchase a handsome collection of volumes.” Some of the books were picked out by Parry himself,
but others were gifts from his friends and acquaintances. The books served as a foundation for his
personal library; reflecting his interests in history, the titles he received included Niebuhr’s History of
Rome, Motley’s Rise of the Dutch Republic, Hallam’s View of the State during the Middle Ages, The
Constitutional History of England and Introduction to the Literature of Europe, Thirlwall’s History of
Greece, Creasy’s The Fifteen Decisive Battles of the World, Beckett’s Comic History of England, Napier’s
Florentine History, Lindsay’s Lives of the Lindsays, John Churchill’s Letters and Dispatches, de
Lamartine’s History of the Constituent Assembly, Edwards’ Polish Captivity, Fischel’s English
Constitution, Bray’s Life of Thomas Stothard, and many more items. From the Gladstones, Parry
received a copy of Mitford’s History of Greece. The gifts were not restricted to historical texts only. The

literary works and poetry of Cowper, Tennyson, Byron, Shakespeare, Moore, Chaucer, Scott,

¢ Diary, 12 April 1875.

7 Ibid.

8 Letter to Thomas Gambier Parry, 15 December 1873, ShP, quoted in Anthony Boden. Parrys of the Golden
Vale: background to genius (London: Thames Publishing, 1998), p. 158.

° Dibble, op. cit., p. 44.
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Shenstone, Burns, Milton, Dryden, Dante, Wadsworth, Pope, Browning, Keats, Coleridge, Longfellow

and Macaulay also featured on the list.

Although scholars have generally treated Parry’s Oxford education as a distraction from his
subsequent musical career, a study of his literary calling must begin with an equal acknowledgement
of his ambitions outside music. The composer owed a large debt to his three-year association with the
university, and a survey of the intellectual conditions at Oxford can illuminate an understanding of his
thought. Crucially, his undergraduate existence at Oxford coincided with a critical time in the history
of educational reform. The Tractarian movement against theological liberalism sparked controversy in
the 1830s, following the Catholic Emancipation Act of 1829. After losing momentum to John Henry
Newman’s defection to Roman Catholicism in 1845'" (Parry studied Newman’s Apologia pro Vita sua
during his time at the university), religious conservatism at Oxford persisted under the foresight of
John Keble, Edward Pusey and later S. R. Driver. Many opposed to the teachings of the Tractarians
believed in the necessity of separating church and university."" Benjamin Jowett, for instance,
advocated a theology school which would treat the Bible critically as if it were any other book."”> The
musically-inclined philologist Max Miiller similarly proposed to expand the field of historical theology
beyond its traditional, biblical scope."” The University Reform Act, stimulated by Gladstone’s support,
was passed in 1854, and the Hebdomadal Council which it founded delegated certain administrative
rights to the university, whereas that power had once rested on a dualism, namely in Congregation
and Convocation. As a result, the university was vastly transformed from “an entirely Anglican and
largely clerical society”'* to a more autonomous, secular and classless environment."” In Mark
Pattison’s words:

In 1846 we were in Old Tory Oxford: not somnolent because it was fiercely debating, as in
the days of Henry VIII, its eternal Church question... In 1850 all this was suddenly

' See C. Brad Faught. The Oxford movement: a thematic history of the Tractarians and their times (University
Park, PA: Pennsylvania State University Press, 2003), p. 43.

! This secular spirit, however, was exhibited as early as in 1809 in the columns of the liberal Edinburgh Review.
See Sydney Smith. ‘Edgeworth’s professional education’, The Edinburgh Review 15 (Oct. 1809), p. 50.

'2 Peter Hinchliff. ‘Religious issues, 1870-1914” in The history of the University of Oxford, vol. vii: nineteenth-
century Oxford, part 2, ed. M. G. Brock and M. C. Curthoys (New York: Oxford University Press, 2000), p. 97.
3 Ibid., pp. 102-3.

'* John Sparrow. Mark Pattison and the idea of a university (Cambridge: Cambridge University Press, 1967), p.
83.

' See Arthur Jason Engel. From clergyman to don: the rise of the academic profession in nineteenth-century
Oxford (Oxford: Oxford University Press, 1983).
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changed as if by the wand of a magician. A restless fever of change had spread through the
colleges—the wonder-working phrase, University reform, had been uttered, and that in the
House of Commons. The sounds seemed to breathe new life into us...'

In 1865, Jowett could similarly reflect in a private letter that:

When I was an undergraduate we were fed upon Bishop Butler and Aristotle’s Ethics, and
almost all teaching leaned to the support of the doctrines of authority. Now there are new
subjects, Modern History and Physical Science, and more important than these, perhaps, is
the real study of metaphysics in the Literaae Humaniores school—every man in the last ten
years who goes in for honours has read Bacon, and probably Locke, Mill’s Logic, Plato,
Aristotle, and the history of ancient philosophy. See how impossible this makes a return to
the old doctrines of authority."

As Jowett’s account indicates, the spirit of reform that swept over Oxford carried far-reaching
implications for its students, including Parry. The transformation also led in the long run to an
opening of doors that had been sealed for centuries to those without social privilege — a trend which
followed through well into the twentieth century.'®* Edward Lyulph Stanley, late fellow of Balliol
College, reported in 1869 that the bill had called for the “absolute removal of parliamentary
restrictions upon religious equality in the university; liberty left to the university and to the colleges to
determine for themselves how far they would be sectarian, how far really national institutions.”"
Whereas conservative colleges like St. John’s and Magdalen were recalcitrant to change, such colleges
as Wadham and Balliol, where the liberal W. H. Fremantle was appointed and from which T. H.
Green, the English purveyor of Hegelian metaphysics, graduated, took up the banner of progressive
liberalism. Exeter, then under the rectorship of John Prideaux Lightfoot, was also comparatively fast to
respond to the requirements of a modern Oxford. Though her strengths lay formerly in athletics,
Parry’s college in the 1850s was to occupy “a high place in the University through the reputation of

her Fellows and the academic achievements of her scholars.”” The timing of Parry’s arrival enabled

him to reap the benefits of the academic opportunities resulting from this major reform. At the same

'6 Mark Pattison, quoted in Sparrow, op. cit., p. 81.

17 Jowett, quoted in Evelyn Abbott and Lewis Campbell. The life and letters of Benjamin Jowett, vol. 1 (New York:
E. P. Dutton and Co., 1897), p. 412.

'8 For more recent developments, see Joseph Soares. The decline of privilege: the modernisation of Oxford
University (Stanford: Stanford University Press, 1999).

' Edward Lyulph Stanley. Oxford University reform (London: Simpkin, Marshall, 1869), p. 3.

? William Keatley Stride. Exeter College (London: F. E. Robinson and Co., 1900), p. 140. For more on Parry’s
time at Exeter, see John Warrack. ‘Hubert Parry at Exeter’ in Exeter College Association Register (1998), pp. 58-
69.
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time, despite liberal encroachments into many aspects of university life, the atmosphere of the
reformed Oxford was never hostile enough to discourage the religious Parry from matriculating at the
college in the first place.”’ Indeed the situation at Christ Church, where his brother Clinton®* and
many of his Eton friends matriculated, was noticeably less alarming in the wake of reform.”
Observing the aftermath of the reform bill, William Reginald Ward could conclude that “the violent
controversies of the early ‘fifties effected surprisingly little change in the balance of forces in

Oxford.”**

In 1850, a proposal to establish a combined school of law and modern history at Oxford was
successfully advanced, and the study of modern history officially began in 1853. Parry’s decision to
read law and history was in fulfilment of his father’s wish that he should pursue a commercial career
instead of a musical one. The choice of the subject followed naturally for the reason that, in Reba
Soffer’s words, “the [combined] school concentrated increasingly on country gentlemen and
notoriously idle passmen who needed a valuable educating influence upon their minds.”” Formal
musical studies were consequently pushed to the background of Parry’s daily routine, although his
musically active lifestyle alleviated this loss to some extent. Graves wrote that “there is little mention of
lectures or reading for the schools in Hubert Parry’s diary of this term, but a great deal about music.”*
The young Parry wasted no time in becoming involved in collegiate musical societies, which brought
him into immediate contact with some of the more prominent musical minds of the time, including

Stainer”’, Ouseley and others (the dubious condition of music at Oxford is treated by Susan

*! The city itself, according to Dibble, was still very much a “magnet for prominent members of the Anglican
clergy who regularly preached sermons in the college chapels and university church that was intended to provide
moral directives to the students.” See Dibble, op. cit., p. 47.

22 As Boden suggests, “perhaps the shameful way in which Clinton had behaved there had persuaded Gambier
Parry that an alternative should be found... and so Exeter was chosen.” Boden, op. cit., p. 115.

2 The 1854 Act elicited change to both the examination and tutorial systems of the university, damage from
which Christ Church escaped relatively unscathed: “These defects in the tutorial system were felt more in the
smaller colleges than in the large ones. At Christ Church there were no closed Studentships, and the quality of
appointments to tutorship was, on the whole, high.” Christ Church witnessed another wave of disputes leading
up to its own Act of 1867, but the controversy surpassed the typical ‘liberal-against-conservative’ paradigm. See
E. G. W. Bill and J. F. A. Mason. Christ Church and reform 1850-1867 (Oxford: Clarendon Press, 1970), pp. 25,
186.

# William Reginald Ward. Victorian Oxford (London: Frank Cass and Co., 1965), p. 210.

» Reba Soffer. ‘Modern history’ in The history of the University of Oxford, vol. vii: nineteenth-century Oxford,
part 2, ed. M. G. Brock and M. C. Curthoys (New York: Oxford University Press, 2000), p. 362.

26 Charles Larcom Graves. Hubert Parry: his life and works, vol. I (London: Macmillan and Co., 1926), p. 80.

7 See Dibble. John Stainer: a life in music (Woodbridge: Boydell Press, 2007), pp. 116-7.
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Wollenberg in her book?; efforts to mandate residence for the music degree was not accomplished

until long after Parry’s own professorship at the university).

Parry’s admission in 1867 meant that he would have witnessed the state of law and modern
history prior to its separation into independent disciplines in 1872. Before the formation of the
combined school, the teaching of history had been conspicuously uninterested in contemporary
thought. According to Reba Soffer, those who studied history treated their subject as “an epic
illustration of the qualities of England’s governing elite” and as means of engendering “a general
conception of intelligent citizenship rather than to further a professional discipline.”™ Proponents of
the combined school tried to align their subject with contemporary economics, politics and so forth.*
Indeed the agitation to modernise scholarship was not exclusive to the historical discipline. All was in
keeping with the spirit of a reforming Oxford: the advocacy for specialised schools, the substitution of
written for oral examinations, the restructuring of the teaching profession, and later the abolition of
religious tests. A correspondence between Francis Jeune, then Master of Pembroke College, and
Henry Vaughan, Regius Professor of Modern History®', in 1850 outlined the groundwork for a statute
which would determine Parry’s choice of subject under the new syllabus: “English History should be
divided into two portions indeed... the former should comprehend the centuries between the Norman
Conquest and the end of the reign of Henry VIIth. The second from the accession of Henry VIIIth to
the end of the 18™ century.”? In law, as suggested also by his reading lists, Parry would have studied
Blackstone on real property and the same author on personal property; Barry Nicholas explains that
“all [law] candidates... were required to offer either a part of Blackstone’s Commentaries or Justinian’s

Institutes” >

Although modern history and law shared a seemingly common set of principles, the disciplines

were ultimately separated in 1872. One contention was that modern history, having been brought

28 See Susan Wollenberg. Music at Oxford in the eighteenth and nineteenth centuries (Oxford: Oxford University
Press, 2001).

¥ Soffer, op. cit., p. 361.

3 Ibid.

*! The Regius professorship was founded in 1724; for list of professors see The historical register of the University
of Oxford (Oxford: Clarendon Press, 1888), p. 60.

32 Francis Jeune, quoted in Edward Watson Bill. University reform in nineteenth century Oxford: a study of Henry
Halford Vaughan (Oxford: Clarendon Press, 1973), p. 83.

** Barry Nicholas. Jurisprudence’ in The history of the University of Oxford, vol. vii: nineteenth-century Oxford,
part 2, ed. M. G. Brock and M. C. Curthoys (New York: Oxford University Press, 2000), p. 386.
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about to replace an outmoded conception of history, was in the process of re-establishing itself as a
fresh and living subject, concerned with progressive aspects of social development, whereas law was
still very much a “static subject”.** Parry’s association with the combined school, however, coincided
with stable times. William Stubbs held the Regius professorship from 1866 for almost two decades
until 1884. The school had previously prospered under Henry Halford Vaughan (from 1848 until
1858), whose lectures, according to Stubbs, supplied the “stimulus... to the study of Modern History
at the moment that it was taking its place among the recognised subjects of the Schools”,” and by his
immediate successor, Goldwin Smith (1858-1866; Parry studied his lectures on modern history in
1870). The significance of Stubbs’ lengthy maintenance of the school is corroborated by the fact that
his own biographical legacy is strongest in that association. One account of his life mentions the “great
school” that “arose in the middle of the nineteenth century which embodied and expressed
enthusiasm of the time for an orderly study of the past,” and that “of the workers in that school, the
greatest was William Stubbs”.*® Stubbs’ moderate personality helped to maintain a sense of
equilibrium amidst the reforms that characterised the period of his office. His position often skewed
towards mild conservatism*; however, the capacity for unbiased observation was reportedly one of his

outstanding qualities.

Under Stubbs’ professorship, the growth of the school proceeded with a unified sense of
purpose. Soffer writes that “Stubbs produced a grand historical scheme that was both didactic and
complacent. History was a theodicy in which moral forces always triumphed over the immoral.”*
Oxford historians soon attained a more professional standard of scholarship, echoing the academic
development of the sciences. The moral aspect of history was retained through the subject’s affiliation
with jurisprudence; this mirrored conventional Victorian sensibilities, which revered hardship and
labour as the goal proper of education. However, whereas history was once perceived as a
compendium of noble qualities to be imitated by its students, it was now a professional discipline -

one that was increasingly concerned with the rationalisation of past events in the story of human

progress. Modern history was considered to be more relevant to the present age than ancient history.

3 Ibid.

» William Stubbs, from his Seventeenth lectures (1886), quoted in Bill, op. cit., p. 175.

* William Holden Hutton, ed. Letters of William Stubbs: bishop of Oxford 1825-1901 (London: Archibald
Constable and Co., 1904), p. 3.

7 See Softer, op. cit., p. 366.

* Ibid., p. 368.
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Here was the foundation, if not blueprint, upon which Parry would later construct his own idea of
music history. From the opinion that man represented the summit of God’s design, history became a
subject that ought to be treated with the utmost reverence and respect. According to Stubbs, history,
or the “knowledge of adventures, the development, the changeful career, the varied growths, the
ambitions, aspirations, and, if you like, the approximating destinies of mankind”, which “claims a
place second to none in the roll of sciences” was to be pursued “for its own sake, not merely for its
effects as an education agent, or its usefulness in the business of life.”* Stubbs’ legacy boasted two
important aspects: first, the extension of the utilitarian ideal beyond the consideration of proximate
results; and second, the emplacement of history in the ‘roll of sciences’. The latter point, as it is highly

pertinent to Parry’s empirically-based work, is more fully considered below.

In his study of the Oxford sciences, Nicolaas Rupke lists Thomas Hornsby, John Kidd, William
Buckland, Charles Daubeny and Baden Powell among the leading scientific figures at the university in
the nineteenth century.* The sciences at Oxford, like many other disciplines, were inevitably swept
along in the tumultuous currents of the Tractarian crisis. Prior to the publication of the Tracts, Oxford
had been ripe with promise and hope for “linking scientific education and research with agricultural
and industrial progress”.*' Newman’s popularity brought about a rapid decline in attendance in
geology; as Rupke explains, “Buckland’s fossil discoveries were no longer a match for the ethical power
of Newman’s pulpit in St. Mary’s.” #* Although the year 1850 restored some hope for the revivification
of the sciences, crucially as it saw the establishment of the university’s Honour School of Natural
Science, the sciences at Oxford continued to be resisted by thinkers who associated themselves with
Newman’s ideal, and who “regarded science as inferior to classics as a means of cultivating the

mind”.* Science ultimately secured its reputation on other fronts, for instance the construction of the

* From the lecture ‘Methods of historical study’, delivered on 18 May 1877, reproduced in Stubbs. Seventeenth
lectures on the study of medieval and modern history and kindred subjects (Oxford: Clarendon Press, 1886), p. 75.
0 Nicolaas Rupke. ‘Scientific awakening and geology’ in The history of the University of Oxford, vol. vi:
nineteenth-century Oxford, part 1, ed. M. G. Brock and M. C. Curthoys (New York: Oxford University Press,
1997), p. 549.

41 Ibid., p. 560.

2 Ibid., p. 561.

 Ibid., p. 559.
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University Museum*, not only for the housing of natural history specimens but also to create a public
consciousness for the different branches of science (in 1861 the museum became the venue of one of
the greatest debates in scientific history — that of Samuel Wilberforce and Thomas Huxley on the
subject of natural selection). Much like modern history, the natural sciences underwent a major
transformation, relinquishing old ties with Paley’s natural theology and becoming more specialised in
the process. According to Robert Fox, “through the 1850s and 1860s, for all the frustrations, the voice
of science in Oxford was becoming unmistakably louder and less easy to ignore.”* Indeed, by the late
1860s, science arrived at its second heyday, however short-lived, and Oxford could once again boast
its strong position in the sciences, second not even to Cambridge.* In 1871, the year after Parry left
the university, Huxley could affirm that “there was nowhere in the world a more efficient or better
school, so far as it went, for teaching the great branches of physical science than was at the present
time to be found in the University of Oxford.”” As Thomas Glick notes regarding the spread of new
scientific ideas at the university, “the efforts of broadly liberal factions towards reforming Oxford and
Cambridge universities helped indirectly to establish Darwinian supporters there, too.”*® Although
resisted by Wilberforce and Robert Owen, the message of Darwin’s theory could no longer be

shrugged off as a minor disturbance.

Within the context of the progress of Oxford sciences, Parry, like Stubbs, realised that the
onslaught of evolutionary thought on traditional creationist assumptions represented a watershed in
the way that the subject of history should be treated. Although the reputation of the sciences at Oxford
went into a sharp decline in the 1870s*, the growing influence of scientific thought upon other schools
of knowledge characterised the spirit of the university at the time of Parry’s admission. Even if the
premise of the divine was not yet a matter to be openly contested, historians were now inclined to see
their subject as a form of quasi-scientific inquiry which could ultimately bear important academic

results. The object of rigorous truth-seeking and cross-examination soon replaced the pragmatism

* See Robert Fox. “The University Museum and Oxford science, 1850-1880" in The history of the University of
Oxford, vol. vi: nineteenth-century Oxford, part 1, ed. M. G. Brock and M. C. Curthoys (New York: Oxford
University Press, 1997), p. 549.

% Ibid., p. 673.

 Ibid., p. 682.

¥ Thomas Huxley, from Nature 30 (Nov. 1871), quoted in ibid.

* Thomas Glick. The comparative reception of Darwinism (Chicago: Chicago University Press, 1988), p. 13.

¥ Janet Howarth. ‘Oxford for arts: the natural sciences, 1880-1914’ in The history of the University of Oxford, vol.
vii: nineteenth-century Oxford, part 2, ed. M. G. Brock and M. C. Curthoys (New York: Oxford University Press,
2000), p. 457.
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which had served to define the function of a university education for many centuries. Parry, an enemy

of Newman’s ideology, was an unmistakable intellectual offspring of this brand of higher education.

The less conspicuous aspect of Parry’s Oxford education, his complementary studies in law, is
worth a passing comment. At the time of his studentship, law was suffering from a spate of
administrative problems, partly due to the compromises it had to make in mutual service of history.
Stubbs later admitted that law and history had no other connection other than that they shared “a
similar bulk of entomological reading”.* Parry’s reading lists predictably include works such as
Maine’s Ancient Law, Collett’s Justinian’s Institutes and Stephen’s Commentaries on the Laws of
England. Tt is interesting that his ‘unconversion’ letter to his father mentioned that history (and with
no mention of law) had urged him to do “what logic was required” and led him to agnosticism’s
doorstep. The composer appears to have regarded his historical training much more highly than law.
As Barry Nicholas further explains, college lectures for law students were often delivered by those who
also taught history, and there was a lack of an adequate textbook on jurisprudence. The teachers of
both disciplines were consequently at pains to demand the establishment of independent schools.
Law’s dubious reputation and its lack of satisfactory instruction explain its subordinate role in the

context of Parry’s personal development.

In his biography, Graves discussed the wider intellectual aspects of Parry’s time at Oxford. In
1868, “he was elected to the Oxford Essay Club,” founded in 1852 by Arthur Butler and George
Goschen, “an unsolicited and unexpected honour”. There is a mention in 1869 of “midnight talks with
Frank Pownall on literature and art and religion to dodging proctors and bull-dogs, from high
thinking and the study of Burke to beer and skittles at Sandford™"; and in 1870, prior to leaving
Oxford, he attended Ruskin’s inaugural lectures on art and morality.” He also familiarised himself
with the empirical thinking of Locke and Hume. In his last year he studied Grote’s liberal
interpretation of Greek history and ancient democracy, challenging the biases of Mitford and other
Tory writers on the subject, which arguably helped to form his own democratic interpretation of

music history later on. Gibbon’s Roman Empire (vols. 1-8) perhaps produced a similar effect. Parry

%0 Stubbs, from the lecture ‘On the present state and prospects of historical study’, delivered on 17 May 1876,
quoted in Bill, op. cit., p. 85.

> Graves, op. cit., pp. 107-12.

>2 Parry subsequently read Ruskin’s Queen of the air (1869); details of his attendance at the Oxford lectures can
be found in Dibble. C. Hubert H. Parry: his life and music (Oxford: Clarendon Press, 1992), p. 78.
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was a man of many colleges, in that he hardly restricted himself to the circle of Exeter. He read
excessively (seven or eight hours per day) whilst a student, an investment which “carried [him] into a

Second Class”, and which became a habit he continued in later life.

According to his diary, Parry felt his parting from the intellectually invigorating atmosphere of
the university “most bitterly”.” The environment at Oxford proved significant to the development of
his intellectual personality for several reasons. Arriving in 1867, Parry happily avoided the stages of
Tractarian dispute that rendered any chance of educational reform unlikely. He set foot in Exeter
College in the aftermath of the Reform Act of 1854, with the sciences in their happiest state since the
1830s. Scientific values of inquiry and precision were being transferred into other areas of education,
especially modern history. The spirit of both challenge and conservatism remained the lifeblood of the
Oxford which Parry entered. Dibble observes that “in many ways Oxford was merely a social and

educational extension of life at Eton,”**

which is true with regard to his connection with Christ
Church, but taking into account the spirit of reform, Oxford was more of a radical departure from
Eton than simply an extension of it. Effective reform in Eton was delayed until 1868—too late for
Parry to have benefited from it.”> Post-reform Oxford tells a more convincing story of his formative
influences at a time of nation-wide transition. His association with the combined school had further
implications. It provided him with the opportunity to study history alongside its more career-specific
counterpart. Even though law was a prominent feature of his undergraduate existence, the climate of
the combined school was more congenial to the advancement of history than law, and it is to history
that Parry owed a greater intellectual debt. Nevertheless, the interdisciplinary combination of the two
fostered a legal education that did not neglect to emphasise the relevance of historical inquisition, and
a historical education that was based on the judicial weighing of facts. An indication of what Parry
imbibed can be judged from the following passage from Studies of Great Composers: “[Music
historians had begun] to ask in a more judicial mood what their [composers’] works represent
artistically. Do they open up any new vistas? Do they show mastery of any new resource? Do they put
things in a light never thought of before? Do they lead any whither?”** In terms of modern history,

Parry might be considered as one among the first generation of initiates into the new historical order

> From his diary, mentioned in Graves, op. cit., p. 122.

> Dibble, op. cit., p. 46.

> For an early defence of the Etonian system, see the pamphlet by William Johnson Cory, entitled Eton reform
(1861).

> Parry. Studies of great composers (London: George Routledge and Sons, 1904/1887), p. 376.
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under the guidance of Stubbs, as expanded in a later section. Lastly, Stubbs’ consistent representation
of history as a report of humanity’s moral progress, which the teachers of the subject gradually agreed
to adopt, proved an invaluable lesson that had a long-lasting effect on Parry’s own directions as a

historian of music.

2.2 Early Tendencies and the Grove Articles

Hopes that are in Heaven sealed
There shall perish never;
Love that springs from souls’ divineness
Floweth on for ever.
Purer spirits knit by loving,
Nought on earth shall sever,
Till together as they roam
They reach their everlasting home.

— Excerpt from Parry, ‘A Sequence of Analogies’ (1875)>

If Oxford proved a hindrance to Parry’s musical progress, the circumstances following his departure
from the university augmented the crisis to a greater degree. In order to demonstrate his financial
fitness to marry Maude, he had, against his will, entered into a career in insurance at Lloyd’s in
London, with devastating results as far as his music was concerned. Parry’s newfound duties only
served to emphasise his disaffection for business, as already manifest during his unmusical summer in
Liége with Monsieur Pradez.”® Dibble writes that “with a modest exception of two unambitious pieces
of church music... and a song ‘Fairest dreams may be forgotten’ to his own words, composition had
all but ceased.” Parry found sporadic relief through his involvement in the musical scene that the city
had to offer. By 1870, London had developed a bustling concert life through August Mann’s tenure at

the Crystal Palace, the progress of St. James’s Hall and Joseph Barnby’s oratorio concerts. London’s

%7 Parry. ‘A sequence of analogies’ in Macmillan’s Magazine 32 (May 1875), p. 51.
*8 Dibble, op. cit., p. 68.
¥ Ibid., p. 77.
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predilection especially for foreign music and musicians also enabled Parry to develop familiarity with

current musical trends.

This section explores his early intellectual influences and tendencies after his departure from
the university and up to the time of his involvement with Grove’s Dictionary. After marriage to Maude
Herbert, the strain of Parry’s work at Lloyd’s and the “feverish letter-writing”® caused him to
discontinue his diary in 1872. His thirst for intellectual improvement continued however. In 1873, he
familiarised himself with Butler’s Erewhon and Arnold’s Literature and Dogma. According to Graves,
these two works “materially assisted in his divergence from orthodoxy”.®' Indeed the seeds of his
‘divergence’ which were sown during his time at Oxford were now due to germinate (the same
rebellious spirit that led to his early apostasy of Mendelssohnism). Oxford in itself did not, however,
deliver the fatal blow to his belief in dogma. In 1867, Parry was in every sense of the word religious,*
and in 1870, when reflecting upon his unhappy situation at Lloyd’s, he could still write: “Such is
destiny, till the powerful hand of God shall shorten it, and take us if He will (and that we believe
assuredly, through Jesus Christ) to the eternity of peace and assurance unchangeable.”® Nevertheless,
it is clear from his confessional letter to his father that Oxford played a large role in engendering his
scepticism by introducing him to the uncomfortable aspects of ecclesiastical history. He read Buckle’s
History of Civilisation in England (1857) and Maine’s Ancient Law (1861) in 1869. His study for the
degree also consisted in a painstaking reading of numerous volumes of Milman’s History of Latin
Christianity (1855). In Parry’s own recollection, he was:

struck first with the history of the wrangling and fighting which went on in the earliest ages
of the Church. The very unsaintly and acrimonious bitterness which the fathers used to
one another in discussing dogmas. And the extraordinary and often questionable manner

in which such dogmas were fixed, and how often they changed, and how much it seemed a
matter of chance what we hold now.**

Dibble, in his article ‘Parry as Historiographer’, identifies a triumvirate of influences which

helped shape the composer’s mind, viz. that of John Ruskin and his ethical view of art, that of Herbert

% Ibid., p. 85.

¢! Graves, op. cit., p. 138.

62 See Dibble, op. cit., p. 47.

% Parry, quoted in Graves, op. cit., p. 124.

64 Letter to Thomas Gambier Parry, 15 December 1873, reproduced in Boden, op. cit., pp. 157-60.
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Spencer and his evolutionary thinking, and that of John Stuart Mill’s utilitarianism.*® To add a sense of
chronology to this view, Mill was largely and extensively studied in 1869 during his time at Oxford.
Ruskin’s Queen of the Air, a contemporary study of the value of myths, was read in October 1870,
some months after attending the Slade Professor’s lecture on art. Spencer’s First Principles of
Philosophy was encountered just a year later. Parry had already begun to doubt the validity of
Christian dogma, and Ruskin (who identified as an ‘unconvert’) showed him how the moral lessons
provided by religion could be retained without the dogma. Ruskin made his moral plea convincingly
(according to Parry, almost to the point of tedium) in his inaugural lectures,* by changing the
discourse of art to emphasise the moral questions concerning the nation as a whole, leaving the details
of religion behind. In the words of George Landow, Ruskin’s newfound religion of humanity
concentrated on “the problems of an earthly existence, seeking to provide the faith and strength, not
to conduct pilgrimages toward a heavenly Jerusalem but to endure and make homes in London and
Manchester.”” Parry quickly aligned himself with this ideal, for even while at Oxford he was more
sympathetic to the idea of “a great love for any fellow man or woman”® than to any aspect of
supernatural religion. Thus, when Parry attended Cannon Liddon’s mystical sermon at Highnam, in
1868, which emphasised the primacy of love over dogma, he could note in his diary that “an atheist
might have listened to such a sermon with delight.”® When he later studied Aurelius’ Meditations, in
1873, he found the views on “personal morality” expressed there to be “infinitely more true and even
more workable than any modern theory.”” Indeed the young Parry held that “virtue must be followed
for itself alone” and not in the hope of an external life, and that the “consciousness of virtue is the only

»7]1

perfect happiness.
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Parry also read Matthew Arnold’s Literature and Dogma in July 1873.7* In many respects, the
work was an extension of the position advanced by Ruskin and helped to fortify Parry’s conviction
that righteousness, not dogma, was the object of religious devotion. Arnold’s constant reminder that
God is Righteousness,” hand in hand with his virulent critique of the “Bishops of Winchester and
Gloucester””* was very much in line with Parry’s disposition at the present stage of his removal from
orthodoxy. His diary contains the following praise of Arnold’s success:

He has the boldness to take up a distinct line of his own, neither pandering to the extreme

taste of enthusiastic sceptics nor showing a tittle of leniency to self-satisfied theologians. It

expresses to me what I myself have always wished to put into words, without success, with

regard to the life and work of Christ, and the view which we should take of Him and His

reporters.”
Arnold’s own background in Oxford might have helped to increase the appeal of his work to a
nostalgic Parry, longing to return to the life of mind at the university. By contrast, he was still very
distant from the influence of the Cambridge moralists, who were making headway during this time,
and did not embrace the works of Henry Sidgwick until many years later in 1898.”° Arnold, at least in
Literature and Dogma, represented a force of moderation that he readily warmed to. On the other
hand, Parry was less impressed by the more aggressive and satirical tone of Culture and Anarchy,
although he was in agreement with many of Arnold’s observations. Parry’s radicalism was always
stronger in his views on politics than in his attitude towards religion, yet he was also extremely hostile
towards Roman Catholicism (his religious views are treated in greater detail in a different chapter). He
always stood apart from the affront of atheism, since atheism was taken in Victorian society
synonymously with immorality. As Parry testified in the letter to his father, what put the nail in the
coffin for him was his realisation of the moral shortness of pious men. By 1873, all that remained of
his religious upbringing was his fundamental faith in God who is ‘good’:

I believe in religion, but one so pure and simple that its chiefest maxim is ‘strive after virtue

for itself’. I believe that the theological part of Christianity and all dogmas connected with

it are a mistake. I believe in Communion as one of the best formalities of religion
possible—because it is the ‘Eucharist’—that which reminds us of our mutual dependence

7 Ibid., p. 138.

73 See the discussion in Basil Willey. Nineteenth century studies: Coleridge to Matthew Arnold (London: Chatto
and Windus, 1949), p. 268.

7 Matthew Arnold. Literature and dogma (London: Smith, Elder and Co., 1883/1873), p. 3.

7> Parry, quoted in Graves, op. cit., p. 139.

76 Dibble. C. Hubert H. Parry: his life and music (Oxford: Clarendon Press, 1992), p. 359.
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on one another and our mutual duties of love and affection for one another. And I think
that if people had that idea when they went instead of some dogmatic theory or some
extravagant feeling of sentiment, there would be less sorrow and distress in the world.”

Gambier Parry’s unsympathetic response, in which he accused his son of intolerance of mind

(“I have for some time past noticed in you the painful anxiety & growing pride of intellect and great
impatience of any opinion contrary to your own””®), did little to alleviate his sense of disconnect from
conventional society and his estrangement from the values of his own religious upbringing:

I ask — indeed with the awful responsibilities of a father I must demand it, that you avoid to

the very utmost any influence, by expression of opinion or otherwise, on your brothers and

sisters — to disturb those pure and holy principles of ‘the Faith’, which it has been the

greatest object of my life - now nearly worn out - to sow in them.”
Parry found himself walking the divergent path of his older brother Clinton, who had shamed the
family with his unorthodox behaviour, his alcoholic dependence and opium addiction, but with whom
Parry was extremely close (see accounts in Boden’s Parrys of Golden Vale). A later scholar might
investigate the intellectual influence that Clinton, before his dipsomania became irreversible, must
have exerted on Parry’s impressionable mind. Some years later, Clinton sent an essay to their father
and, according to Parry’s diary, elicited the same uncordial response from ‘Possie’:

Possie has sent me an essay by Clin on ‘Cosmic Emotion’ which Clin had sent to him to

read. He does not make a word of comment in sending to me but Clin writes to me that he

had received a furious letter from Possie about it, which Clin decides metaphorically as a

‘foaming at the mouth’. The article is very poetical-philosophical, full of Clin’s old warm

hearted breadth of feeling, but containing many allusions to advanced views of

Utilitarianism & Biology & reference to modern philosophies, quoting them with approval,

which of course raised Possie’s High Church ire to a terrible degree. Clin evidently doesn’t
know the state of Possie’s opinions or he would never have sent it him.*

Butler’s Erewhon was one among a list of important political and social novels which Parry
absorbed in the early 1870s. He was a voracious reader of not only English but also French literature
and poetry. While at Oxford, he read Victor Hugo’s works and imbibed the continental spirit of the

French Revolution. Parry also developed a fascination for Shelley’s radical poetry, reading Queen Mab,

The Revolt of Islam, Adonais and Alastor in his early years (1869-1872), and ultimately setting
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Prometheus Unbound to music in 1880. Meanwhile, he never surrendered his early interest in
Swinburne’s writings. He was greatly influenced by the works of George Eliot, whose novels feature
prominently in his reading lists of 1870-2. Starting with Adam Bede in 1870, Parry went on to read the
Spanish Gypsy, Romola, Armgart, Middlemarch and more. Eliot’s (as well as Butler’s) appeal was her
moral psychology, her Comtean faith in progress* and her emphasis on sympathetic responsiveness
towards others. Carlyle once wrote that “no character, we may affirm, was ever rightly understood, till
it had first been regarded with a certain feeling, not of tolerance only, but of sympathy”®; indeed for
Eliot, as Elizabeth Ermarth explains, “sympathy lies near the heart of moral life”®. Living a caged
existence in commercial London, he was drawn, like de Vigny, to the task of exploring the role of the

artist in society. Those like Eliot and Ruskin showed him that art was not merely a privilege, but could

provide the essential moral edification of life.

In the early 1870s, Parry’s ethical stance was developing hand in hand with his materialising
political views. According to Dibble, he displayed an early “sympathy for egalitarianism and political
reform™* and harboured an intense dislike of the aristocracy. After leaving Oxford, he continued to
study John Stuart Mill almost religiously, imbibing “no less than eight of Mill's works” between 1870
and 1875.% Mill’s Principles of Political Economy, building on the celebrated works of Adam Smith and
David Ricardo, was read in 1870. Both Mill and Smith saw individuals as beings influenced by their
social and cultural environment; Mill went further and attempted to establish political economy as a
branch of social science. At the time of reading Principles, Parry was already acquainted with his Essay
on Civilisation, On Liberty and Representative Government. Utilitarianism was studied twice in 1872
and 1875. In 1874 and 1875, he familiarised himself with the Subjection of Women, as well as the
posthumous Essays on Religion and the voluminous System of Logic. (The extent of Mill’s influence is

discussed in another chapter.)
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Parry took from Mill his uncompromising position on liberty, his attitude and commitment
towards democracy, his wider view of utilitarianism, and a system of logic so broad in breadth as to
protect him from the dangers of formalism. Mill’s works, such as his famous essay On Liberty,
however, sat at the end of an intellectual tradition. His individualism, utilitarianism and liberalism,
classical in origin, turned a blind eye to the burgeoning science of heredity. Thus, according to Hugh
Walker, Mill failed to “assimilate the greatest constructive idea of the nineteenth century, that of
evolution”.*® Hegel, Lamarck, Lyell, Spencer, and of course Darwin had, through their writings, vastly
transformed the nature of nineteenth-century intellectual discourse. Parry’s formative learning was
characterised by this juxtaposition of both pre-evolutionary (Enlightenment) and evolutionary
thought. Those like Grote failed to profit from the new idea, treating ancient democracy on the same
plane as modern democracy,” while Maine’s Ancient Law, very much a reflection of the historical
jurisprudence through which Parry passed as a student, adopted the methodology of multilinear
evolution to explain the progress of primitive legal systems and institutions. Indeed the main aspect of
Parry’s learning was a growing awareness of the potential of history when it is viewed through the

suggestive lenses of science.

Eliot’s evolutionary novels achieved a blend of science and morality as Parry would aspire to
replicate in his own thinking. In her novels, Eliot frequently adopts a scientific attitude of questioning
in the examination of society and morality. One of her great powers as a writer was her ability to
maintain a close contact with the scientific world throughout her writings, while never losing sight of
the important questions or the sympathy of her readers. Parry assimilated empirical attitudes towards
historical interpretation during his time at Oxford. He also lived at a time when being a domestic
naturalist was an increasingly popular pastime. As Lynn Barber explains, “every Victorian young lady,
it seemed, could reel off the names of twenty different kinds of fern or fungus, and every Victorian
clergyman nurtured a secret ambition to publish a natural history of his parish in imitation of Gilbert
White.”®® The eminent clergyman, Charles Kingsley, said that it was White’s Natural History of
Selborne (1789; a work Parry did not read until much later) that, after Linnaeus, “turned the tide in

favour of Natural History, among the higher classes at least.”® The study of natural history was not

8 Walker, op. cit., p. 173.
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built into the fabric of Parry’s Eton education, as physical sciences did not appear in the curriculum
until post-reform times when, according to H. C. Lyte, it was “introduced as one of the regular
subjects of study for the Fifth Form in 1869.”° Nevertheless, the private study of natural history had
become extremely popular, especially in the aftermath of Paley’s Natural Theology (1802). The basic
premise was that the study of nature might bring one closer to appreciating God’s work, just as the
study of a watch might bring one closer to appreciating the talent of the watchmaker. (Natural
historians used this argument to defend their occupation against utilitarian objections.) Parry held a
high fascination for the subject in this private manner; as Graves noted, he was “more than a hedge-
naturalist and his careful observations on the peculiarities of the growth of yellow flowering nettles
were only the first of a series of experiments which led him on to the use of the microscope, and his
subsequent studies in mycology and algology.™" There is an account in the Musical Times (1898) of
his lectures on astronomy at Littlehampton, as well as the story of how he came to the rescue of a
lecturer by extemporising “on his own microscopic experiences in order to keep the audiences
amused”.” The extent of his learning in scientific matters can be better judged by his notebook of
‘natural history observations’, which dates back to 1878. The following excerpts are indicative of the
overall quality of his notes:

Great many fine specimens of Volvox globator & a few small Closteria in a large deep clear

pool in the water meadows at Leominster. An Actinopharynx also & rotifers, Daphnia, &
small Infusoria...

The flowers of the Saggitaria quite over by this time & the plants there are looking quite
dull & dirty; & fruit bent down & frequently in the water (It’s a wonder to me how it
ripens).

I watched a Diatom in active motion. It moved straight ahead for some way with
considerable quickness. Oncoming into contact with an object it turned on its side as if to
try & pass that way, after waiting in vain in this position. For some time it lay flat again &
commenced a return journey. It came in contact with a very fine & delicate specimen of
Closterium acerosum & again turned on its side, & by that means successfully forced itself
under the Desmid (its end in that position being rounded) & without displacing the
Desmid very much passed under it & proceeded in its way.

... The endochrome orange colour & the tips quite white. The motion is singularly smooth
& regular; not the least by jerks it turned often considerably & altered the direction of

% Henry Churchill Lyte. A history of Eton College: 1440-1875 (London: Macmillan and Co., 1875), p. 481.
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motion by turning a little on its axis. As though the nucleus were a pivot. The distance
traversed must have been upwards of twenty times the length of the frustule in a few
minutes. Sometimes it seemed to attach firmly by an end (perhaps catching in some sticky
substance) & then to rise up to considerable angle from the glass along which it had been
sliding.”

In the same notebook, there are extensive studies of lichens, sketches of ‘mushroom spores and
spore-bearing cells’, and drawings of many other of observations he made under the microscope.
Parry also made detailed studies of Andrew Pritchard’s classification of Infusoria and Lindsay’s
‘synopsis of the natural order and genera’. His passion for science was not merely a hobby or a
gentleman’s privilege. Much like Eliot, Parry looked at science from the position of an apostate of
conventional religion. Science would fill the moral void left by the decline of traditional Christianity.
Parry’s occupation with evolutionary thought was, therefore, an extension of his existing concern for
human welfare, which had its roots in the feeling that there was a widening gulf between
contemporary religion and ethics. Notwithstanding the view, popularised by William Draper and
others, that religion was engaged in a strenuous warfare with Darwinism, Joseph Altholz explains in
The Mind and Art of Victorian England that the conflict should be viewed as a crisis within religion
itself,”* or more precisely, the struggle of faith against the changing moral attitudes of the zeitgeist. As
Jerome Schneewind suggests, it was only after this initial crisis that “the public was being asked to
choose whether it would decide upon its beliefs in a scientific way or in some other.”® This moral
dilemma gave impetus to what Walter Houghton perceived as “the extension of scientific assumptions

and methods from the physical world to the whole life of man.”*

When Parry first met Herbert Spencer at the Gloucester Festival in 1874, the philosopher left a
striking impression on him “by not standing up in the Hallelujah and Sanctus of other Choruses in
which the public adopted that posture.” Parry had a rare opportunity afterwards to exchange “a few
words with him on casual subjects”, and felt “quite overwhelmed by the honour” to have met the

eminent philosopher in person.”® At the time, he was already acquainted with Spencer’s First Principles
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of Philosophy, Social Statics and The Study of Sociology. Parry readily associated himself with Spencer’s
iconoclastic temperament, perhaps also with his progressive outlook on female suffrage (at that time),
and his readiness to challenge the aristocracy. Spencer’s First Principles, which he studied in 1871 and
reread in 1875, was an ambitious attempt to lay out the foundation for a synthesis of modern scientific
knowledge. Indeed when the voluminous System of Synthetic Philosophy was completed in 1896, Parry
joined many others including his friend Lushington, Lecky, Hooker and Grove in congratulating the
philosopher.”” He saw the promise of Spencer’s effort to integrate scientific discoveries and an
empirical worldview into the province of social and moral action. Spencer equated physiological laws
with morality: “moral truth, as now interpreted, proves to be a development of physiological truth; for
the so-called moral law is in reality the law of complete life.”'® As pointed out by Robert J. Richards,
Social Statics witnessed the erosion of the divine sanction of morality and a growing emphasis on the
immutable laws of nature.'”" Spencer’s systematic theory of evolution, conceived in the Lamarckian
tradition before Darwin’s, proved crucial in the development of Parry’s historical thinking,
culminating eventually in his own work on the Evolution of the Art of Music (expanded in the next

chapter).

Parry read Darwin’s account of his travels on the Beagle in A Naturalist's Voyage round the

World in 1874, compounding his interests in natural history. He did not, however, study the Origin of
Species until the August of 1878,'* after the birth of both Dorothea and Gwendolen, and crucially
around the time he was preparing his final articles for Grove’s Dictionary. Between these dates, he
became involved in an informal ‘Essay and Discussion Club’ hosted by his friend, Hugh Montgomery.
According to Dibble, the group, composed of his friends from Oxford (Eddie Hamilton, Frank
Pownall, William Hoare, Pepys Cockerell, etc.'”’), met weekly at Montgomery’s home in Bayswater as
well as at Hoare’s place on Clarges Street to discuss issues in contemporary philosophy, politics and so

forth, “topics for whom their great high priest was Herbert Spencer”.'” The first meeting apparently
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took place on 1 February 1875. The details of the occasion, along with Parry’s youthful mannerisms,

were vividly recorded by Montgomery in his ‘common place book’:

On Monday evening, the first of February 1875, there met in Pepys Cockerell’s rooms No.
11 Bayswater St. at a quarter to eleven after the Monday popular concert, Willy Hoarse,
Hubert Parry, Frank Pownall and myself, to talk over with our host the arrangement of a
small essay club. The idea of this club was stated by Pepys for the purpose primarily of
improving himself and me in formulating our ideas and putting them into good English
and rubbing these against those of a few intelligent men of our own standing, probably
with as much benefit to them as to us. Cockerell not only hit upon the plan and brought us
together to consider it but also worked out the details to some extent with happy ingenuity,
and suggested that we should first write on a series of exceedingly general subjects in order
to show each other the nature of our general opinions and views, beginning with “the
characteristics of the present age”, in order, as he said, to see what each of us chiefly took
notice of, proceeding with the theme of the course a man should take through it or as
Strauss puts it “Wie ordnen wir unser Leben?” and so on. W. Hoare with his admirable
savoir faire was the most satisfactory factor in the first meeting, though he really suggested
nothing that S.P.C. had not thought of. Hubert Parry was hard to read, inclined to fly off to
all sorts of extraneous subjects — taking a fancy in the middle of our discussion to
compound some fish and potatoe salad provided by Pepys in addition to scalloped oysters
and sandwiches with needless care for our bodily wants, and which Hubert afterwards had
a few minutes before declined to have anything to say to. F. Pownall came in late and was
quiet when he came. We all agreed to write on the first subject suggested by Pepys and to
meet and read our writings (not to exceed % an hour each) at Hoare’s rooms next Monday
— when he said we should all have to scallop our own oysters.'*®

As Montgomery’s notes show, the topic of the first essay was the ‘Characteristics of the Present Age’.
Their second meeting treated utilitarianism and the progress of science and morals, and was framed
around the pertinent question: “How should we order our lives under the circumstances of the
time?”'% Such ideas as the difference between man and beast, the importance of sports as a “natural
and healthy instinct of mankind”, and the renouncement of blood sport and cruelty to animals as a
vestige of a primal instinct were discussed (these were often regurgitated by Parry in his own
notebooks).'” On 1 March, the group returned to tackle utilitarianism as a system of ethics and the

108 “National Greatness’ was

significance of free will as a ‘working hypothesis’ for ethical discourse.
discoursed the week after, with the group seeking to discover what the true nature of ‘nationality’

was.'” Here, Montgomery acknowledged “the decline of kinships in blood & language as a basis for

' Hugh Montgomery. ‘Common place book’, PRONI MS. D627/444, pp. 40r-1r.
16 Ibid., p. 46r.
Y7 Ibid., p. 58r.
198 Ibid., p. 61r.
19 Ibid., p. 62r.
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nationality” due to such factors as universal education or equal political participation.""” The idea that
(democratic) nations were not determined by race or language would become of paramount

importance in Parry’s later writings.

In a sense, Parry’s understanding of evolution was pre-Darwinian and largely derived from
Spencer, although he rapidly made Darwin the cynosure of his later perusal. Paradoxically, he always
acknowledged Darwin as the major and most credible proponent of evolutionary theory, rather than
Spencer. Parry later verified his debt to both Darwin and Spencer in an autobiographical synopsis of
his early life. Here, Darwin is tellingly mentioned first and on a separate plane of emphasis than
Spencer: “working out the historical development of modern music, on the lines analogous to
Darwin’s - and for whose works and Spencer’s came therefrom to deal with music in that manner.
Results being shown in articles ‘Form’, ‘Harmony’, & ‘the History of Sonata’, ‘Symphony” &

‘Variations’ in the Dictionary of Music & Musicians.”'"!

For all his extensive reading and intellectual exploration, perhaps the single greatest influence
on Parry’s mind during this formative period came from his association with the celebrated German
pianist, Edward Dannreuther. After failing to secure tutelage with Brahms through Walter Broadwood
and Joachim,'" the option to study with Dannreuther in London became more and more of a
welcome inevitability. Dannreuther had been impressed by the seven Charakterbilder, which were
brought to his attention by Parry’s half-sisters. Although Parry originally approached Dannreuther for
piano lessons, in 1873, his influence ultimately surpassed technical instruction on the keyboard
instrument. Dannreuther, who was only four years older, nevertheless became the life-long mentor for
whom the composer reserved the highest reverence, as evinced by the highly affectionate manner of
their later correspondence:

Most best,
Where have you got stowed away? Is it London by this time? I shall have to be up next

Sunday and hope to find you at Orme Square in the afternoon. I've all manner of things to
get wisdom from you about...'"?

10 Ibid., p. 63r.

1 Bod. MS. Eng. Letters e.117.

12 Dibble, op. cit., pp. 100-1.

113 Letter to Edward Dannreuther, 19 October 1881, Bod. MS. Eng. Letters e.117.
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The scarcity of information available on Dannreuther makes it difficult to gauge the actual impact of
the pianist’s nonconforming personality on the composer’s mind. However, there is reason to think
that his influence was immense. Parry always kept his teacher up to date with his musical progress,
consistently sending him early drafts of his experiments. Important works like the GrofSes Duo of 1877
came at the height of his early contact with Dannreuther. Parry was also quickly drawn to the radical
atmosphere of Dannreuther’s private chamber concerts at 12 Orme Square, Bayswater.'"* Indeed his
new mentor’s merits extended beyond his pianistic abilities. He was an early champion of Wagner at a
time when critics in England were almost singularly hostile to Wagner’s dramatic offerings. He
founded the London Wagner Society just the year before taking Parry as his pupil. Dannreuther
promoted the spirit of modernism in complacent England, infecting his student with a sense of
liberation which Elvey, Brind and Sterndale Bennett could not have stimulated to the same extent in
their mutual pupil.'"® While Macfarren forbade Parry from drinking from the intellectual fountain of
Bayreuth, Dannreuther stood for the freedom of expression and experimentation. “Eduard
Dannreuther introduced him [Parry] to the music of Richard Wagner and Johannes Brahms,” writes a
Parry scholar, Jason Farris.""® The mental preparation which he received from Dannreuther perhaps
allowed him to retain his admiration for Wagner despite being aware of the negative aspects of
Wagner’s personality. Ultimately, Dannreuther’s radicalism proved both penetrating and infectious,

and his influence on his pupil extended beyond the scope of music. In Dibble’s words, he was “much

4 On Dannreuther, see Dibble. ‘Dannreuther and the Orme Square phenomenon’ in Music and British culture,
1875-1914: essays in honour of Cyril Ehrlich (Oxford: Oxford University Press, 2000), pp. 275-98. There is also a
short article written by the same author in the Oxford Dictionary of National Biography, and another in Grove’s
Dictionary. This, along with a few pertinent entries in the Musical Times and other articles comprise the scarcity
of information available on Dannreuther’s musical and literary contributions. The reader may find it useful to
consult the following publications by Dannreuther himself: The Romantic period (Oxford: Clarendon Press,
1995), and Musical ornamentation, 2 vols. (London: Novello, Ewer and Co., 1893-5).

115 Wilbert Fleury similarly argues that “of the three [Dannreuther, Sterndale Bennett and Macfarren],
Dannreuther had the greatest impact on the young Parry.” See Wilbert Fleury. Motivic structure in the chorale-
based organ works of Sir Charles Hubert Parry: an analytical survey, doctoral dissertation (University of
Cincinnati, 2007), p. 8.

U6 JTason Farris. Seven unpublished organ works by Sir C. Hubert H. Parry in Bodleian Library Ms. Mus. C. 136
and Ms. Mus. C. 457, doctoral dissertation (University of Houston, 2009), p. 12. Farris’ latter point concerning
Brahms is in need of slight adjustment since Parry held a fair opinion of Brahms some years before he became
associated with Dannreuther.
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more than a mere musician; deeply versed in letters and art, and capable of expressing himself with a

caustic wit.”!"’

Like Parry, Dannreuther was a significant contributor to Grove’s Dictionary of Music and
Musicians. His later contributions to the Novello’s Music Primers series and the Oxford History of
Music also paralleled Parry’s own scholarly ambitions. Dannreuther’s articles for Grove reflected his
interests and expertise as a talented performer as well as his great enthusiasm for contemporary music,
which he passed onto his pupil. Undoubtedly, Parry’s own submissions for Grove’s Dictionary from
the mid-1870s were largely the result of his stylistic investigations under Dannreuther’s guidance.
Grove also exhibited a sensitivity to the young composer’s personal needs in the choice of
assignments. The topics allotted to him were mainly those which could be profitably approached from
the perspective of a composer undergoing the crucial, experimental stage of his development. This
allowed Parry to pursue both his own music and his scholarly work without feeling much disparity
between the two, and in a way that could also help him grow as a composer. For example, his first
article on ‘Arrangement’ was both pertinent from a compositional and a historical point of view,
helping to develop his sense of period and style. His work on ‘Symphony’ coincided with his own
symphonic ventures, especially his First and Second Symphonies. Furthermore, Grove’s assignment
placed Parry at the very forefront of musical scholarship in England. Not only did his work for the
dictionary initiate his career as a scholar of music, it gave him the rare prospect of escaping from his
unhappy career at Lloyd’s. The young Parry thus took his new responsibilities very seriously. His
diaries show that the articles were not merely an avocation, but that they rather formed a major part of
his daily routine. By the end of this long engagement, which lasted from 1875 to 1886, he had
produced a sum of over 114 articles. The wide scope and space limitations of the dictionary dictated
that most of Parry’s entries had to be short, comprising not more than a few paragraphs each. Other
articles (especially those on ‘Symphony’, ‘Sonata’ and ‘Suite’), however, as Grove realised, allowed
better opportunities for expansion. Writing to Parry on 24 May 1886 concerning his final contribution
(“‘Working Out’), the editor made the following qualifications:

Dear P.
Thanks for the proof. I can’t give up my point. An article on ‘Working out’ is not only an

exposition of what “‘Working out’ ought to be with ‘strict binary form’, but it ought to show
what the composers have done in transgressing or modifying that form. How such

7 Dibble. ‘Dannreuther and the Orme Square phenomenon’ in Music and British culture, 1875-1914: essays in
honour of Cyril Ehrlich (Oxford: Oxford University Press, 2000), p. 298.
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examples as the Eroica, No. 4, Schumann Nos 4 & 1, Schubert C major, etc. ought surely to
be included and commented on. At least, I am sure that if I read the article and found no
notice of such examples I should be disappointed.

Very little change need be made provided you don’t feel disposed to expatiate. It is not
necessary to take out the word ‘rare’ - “in some instances great composers have introduced
new features and subjects, as for example Beethoven, etc.”

Please don’t think me for tenacious - but always,

Yours affectionately

G. Grove'®

The following portion of this section attends to Parry’s important contributions to Grove’s
Dictionary, which were especially crucial to his own formative development as a musical scholar. The
four volumes of the Dictionary were published in 1879, 1880, 1883 and 1889. Since the work was
brought out in sequence, Parry was forced to treat the subjects alphabetically, so that ‘Arrangement’
was written in 1875 for the 1879 volume; ‘Key’ in 1878 for the 1880 volume; and ‘Symphony’ and
‘Variations’ from 1879 onwards for the 1889 volume. This perhaps played to his advantage, as the
longer articles relating to form, such as ‘Sonata’, ‘Suite’ or “Variations’, enjoyed belated appearances,
allowing him to tackle more elementary topics before arriving at his most comprehensive article,

‘Symphony’ (which spans a total of 34 pages).'"

Parry’s work for Grove’s Dictionary strengthened his conceptualisation of music history as an
evolutionary narrative. His first article hints at a way of seeing music with an organism or species
undergoing evolutionary adaptations. As noted by London’s Daily News, Parry’s article on
‘Arrangement’, much like Ebenezer Prout’s entry on ‘Adaptation’, navigates the problem: “in what
degree it is lawful to modernise the music of the ancients by ‘arranging’ it with ‘additional
accompaniment’ ”.'*’ Parry sees ‘arrangement’ as the “musical counterpart of literary translation”.'*!
Like languages, each musical style consists of attributes which set it apart from other mode of
expression. Composers utilise different musical variables to meet constantly changing ‘conditions of

presentment’. Similarly, the work of an arranger is to adapt music into new situations. Parry explains

the difficulty which arises when composers set themselves to arranger older music—a danger which

18 Letter from George Grove, 24 May 1886, ShP.

119 All the same, it may be regretted that students of Parry’s works understand less about the chronology of his
early intellectual development as a result of the skewed placement of these articles.

120A dictionary of music’, Daily News (London), 19 January 1878, issue 9906.

21 Parry. ‘Arrangement’ in A dictionary of music and musicians, vol. 1, ed. George Grove (London: Macmillan
and Co., 1879), p. 89. See also discussion in Kara Lynn Van Dine. Musical arrangements and questions of genre: a
study of Liszt’s interpretive approaches, PhD dissertation (University of North Texas, 2010), pp. 22, 37-8.
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emanates from the modern “freedom of interpretation”.'”? Indeed an evolutionary understanding of
music history would allow composers to make use of and ‘adapt’ musical resources from the past

more profitably.

For Parry, music is a means to emotional expression, and genuine composers are in the
intellectual business of discovering the appropriate ways to express their feelings.'” Unsurprisingly,
his early article on ‘Chorale’ prefigures much of his mature vindications of the expressive capacity of
Teutonic music and his fascination with Luther’s hymns such as Ein feste Burg. Modern methods of
musical expression, he holds, are adaptations of accumulated historical resources, achieved over
human history by a slow process of artificial selection. It is indicative of his unique historical
approach, which stresses the gradual transformation of technical elements, that although the majority
of his articles are concerned with the theoretical aspects of composition, such as ‘Coda’, ‘Chord’,
‘Consonance’, ‘Modulation’ and ‘Passing Note’, he is consistently at pains to clarify the historical
rationale behind each of the musical devices. For such reasons, A. Peter Brown finds that Parry’s
‘Symphony’ article was “perhaps one of the first articles of its type to view the genre from a
comprehensive stylistic and historical view.”** In his ‘Harmony’ article of 1878, Parry further
maintains that the ancient composers, lacking foresight, occupied themselves with purely melodic
music since they had no conception of harmony, a topic revisited in the chapter on ‘Incipient
Harmony’ in the Evolution of the Art of Music. One of the dangerous assumptions associated with this
view is the notion that past music necessarily suffered from a lack of technical resources. However, as
later chapters maintain, Parry never assumes that what is new or more evolved must be better from an
artistic point of view. Even in his Grove articles, he holds that adaptations are context-dependent and
the future is unknowable. As a consequence, he sees the development of harmony, not as inevitable
according to the laws of Nature’ as it is often perceived, but as purely circumstantial (an argument

that would become integral to the Evolution of the Art of Music). In the article on ‘Harmony’, he

122 Parry, op. cit., p. 93.

' “Voices or instruments are languages by which the thoughts or emotions of composers are made known to
the world,” ibid., p. 89.

124 A. Peter Brown. The European symphony from ca. 1800 to ca. 1930: Great Britain, Russia, and France, vol. 3
(Bloomington: Indiana University Press, 2008), p. 207.
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speaks of Greek scales as being “adapted for the development of the effective resources of melody”'*

and explains the difficulty with adapting such scales to harmonic contexts.

Parry’s early interest in the organisation of musical materials from a composer’s point of view,
combined with his scientific curiosity, led him to seek out a history of music that would explain
complex mechanics by tangible means. He soon discovered that Spencer’s formula of evolution from
incoherent homogeneity to coherent heterogeneity answered his purpose well. For Parry, the
conveyance of expression was not possible unless there existed some intrinsic and fundamental level
of human organisation. His historical outlook, prompted by his ethical convictions as a composer,
erred even at this formative stage by making the test of sophistication and intellectualism the universal
criteria across all musical cultures. With this view in mind, he entered upon the task of writing
‘Symphony’, ‘Suite’, ‘Sonata’ and “Variations’ in the late 1870s, shortly after having studied both The
Origin of Species and The Descent of Man."*® The effect was a stronger resonance of evolutionary
thought than in the former articles. Darwin had shown him how “endless forms most beautiful” had
been evolved from a universal ancestor. Indeed Parry was beginning to see different branches of the
musical art as different branches of an evolutionary tree; the lower down the tree, the lesser variety
there existed between the musical species: “In the early harmonic times the relationships of nearly all
the different branches of composition were close.”'” Music had indiscriminate beginnings in
primitive noise-making, and some time had to pass before each musical form “came by degrees to
have a more special significance”.'”® The reason for the divergence of types, or speciation, was the
changing intellectual'”” and social circumstances of the period. The suite, for instance, evolved

»130

through a meticulous “process of selection”’ and thereby developed its characteristics such as

125 Parry. ‘Harmony’ in A dictionary of music and musicians, vol. 1, ed. George Grove (London: Macmillan and
Co., 1879), p. 669.

126 Parry read Darwin’s Descent of Man (1871) in 1878; see Dibble ‘Parry as historiographer’ in Nineteenth-
century British music studies vol. 1, ed. Bennett Zon (Aldershot: Ashgate, 1999), pp. 37-8.

127 Parry. ‘Symphony’ in A dictionary of music and musicians, vol. 4, ed. George Grove (London: Macmillan and
Co., 1889), p. 13.

28 Ibid., p. 10. Parry is referring specifically to symphonies in this instance.

12 See, for instance, Parry’s ‘Sonata’ article, where he writes: “The history of the Sonata is the history of an
attempt to cope with one of the most singular problems ever presented to the mind of man, and its solution is
one of the most successful achievements of his artistic instincts.” Parry. ‘Sonata’ in A dictionary of music and
musicians, vol. 3, ed. George Grove (London: Macmillan and Co., 1883), p. 554.

130 Parry. ‘Suite’ in A dictionary of music and musicians, vol. 3, ed. George Grove (London: Macmillan and Co.,
1880), p. 756.
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uniformity of key, different types of motions and a lack of explicit subjects. Likewise, the development
of the symphony during Haydn’s lifetime reflected the conditions of a public whose tastes for art
composers were expected to satisfy."”! The use of music to achieve emotional ends was often
discouraged by inauspicious social circumstances: “Haydn was influenced by these [public] conditions
till the last. There is more fun and gaiety in his music than pensiveness or serious reflection.”"*
During the classical period, the intellectual standards of society allowed composers to cultivate a more
serious attitude towards music; in Beethoven’s hands the symphony “could be no longer fit for

lightness and triviality”."”* After Beethoven, the “changing conditions™"**

yet again allowed composers
to take the symphony in new directions. Parry imposed an almost Malthusian check on the possibility
of a symphonic utopia: “In the millions of the human species there are endless varieties of mental and
emotional qualities... and the many-sided qualities of artistic work, even far below the highest

standard, find their excuse and explanation in the various groups and types of mind whose artistic

desires they satisfy.”"**

Although they do not amount to a declaration of his sympathies with either Darwin or
Spencer, let alone an organised theory of evolution, Parry’s articles for Grove’s Dictionary show how
he became increasingly immersed in evolutionary thought in the 1870s. Motivated by his Oxford
training, a Victorian love for classification and his utilitarian common sense, he sought to elevate the
study of music history from the tradition occupied by Charles Burney, John Hawkins and others into
a less journalistic, more meticulous and empirical venture. From the mid-1870s to the beginning of
the next decade, he was uncovering ways to formalise the study of music history. This was not a
project he carried out informally, but an integral aspect of his early career in music. The leitmotif of
his later thought is a sympathetic study of historical style from a practitioner’s, rather than a
theoretician’s, perspective — a task helped by his own growing reputation as a composer (thus, his
articles on theory were informative but never pedantic). In the next section, the influences of Parry’s

Oxford background and his work on the Grove articles are traced to their culmination in the paper,

131 «

They wanted to be healthily pleased and entertained, not stirred with deep emotion,” Parry. ‘Symphony’ in A
dictionary of music and musicians, vol. 4, ed. George Grove (London: Macmillan and Co., 1883), p. 22.

12 Ibid.

2 Ibid., p. 27.

B4 Ibid., p. 28.

15 Ibid.
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‘On Some Bearings of the Historical Method upon Music’, which he gave before the Musical

Association in the November of 1884.1%¢

2.3 Towards a ‘Historical Method upon Music’ (1884)

In 1883, Grove formally initiated Parry’s academic career by enlisting him in the Prince of Wales’
“great experiment”, i.e. the Royal College of Music. Much of the following year, according to Graves,
was spent giving lessons and lectures at the RCM and examining for Trinity College of Music
(London), Oxford, and Cambridge."”” Parry presented a summary of his historiographical position in
a paper delivered before the Musical Association on 3 November 1884. The significance of this paper
can be gauged by first considering the venue at which it was given. The Musical Association had been
formed merely a decade earlier, as a result of a meeting of prominent men in English music and
science (including John Tyndall and William Pole).”*® In a letter to William Spottiswoode in 1874,
John Stainer (the founder) explained that the society would comprise “the foremost Musicians,
theoretical as well as practical, of the day; the principal patrons of the Art; and also those scientific
men whose researches have been directed to the subject of acoustics, and to kindred enquiries.”** The
character of its early constitution ensured that science was to occupy a crucial place in the life of the
society. While there was no shortage of papers given on musical subjects, Hugh Cobbe suggests that
“in the early years there was a marked bias towards the scientific men.”**’ Science here mainly refers to
the study of acoustics, which was gaining wide popularity at the time. A few examples of papers
collected and printed in the first issue demonstrate the trend: “Temperament’ by R. H. M. Bosanquet,
‘Tllustrations of Just and Tempered Intonation’ by Alexander John Ellis and ‘On Extending the
Compass and Increasing the Tone of Stringed Instruments’ by W. H. Stone. Papers on the subject of

music history were rarer occurrences; some of these were provided by Ouseley, Stainer and Prout.

136 Parry. ‘On some bearings of the historical method upon music’, Proceedings of the Musical Association, 11"
Sess. (1884-1885), pp. 1-17.

7 Graves, op. cit., vol. 1, p. 246.

8 Hugh Cobbe. ‘The Royal Musical Association 1874-1901", Proceedings of the Royal Musical Association 110
(1983-1984), p. 111.

1% John Stainer, from a letter dated 8 April 1874, quoted in ibid., pp. 111-2.

140 Cobbe, ibid., p. 116.
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Parry’s address was the first of its kind to emphasise the problem of methodology in the
writing of music history. Given his authority as a newly appointed Professor of Musical History at the
Royal College of Music, the paper might be considered as a historian’s manifesto, challenging the
status quo of musical scholarship in England and setting out his own vision for the discipline. In his
address, he set out to reconcile the scholarly study of music with the “general tendency of thought” of
the day, namely the adoption of Darwinian evolution “to explain phenomena of various kinds, and all
manner of philosophical questions.”'*' Indeed Parry had hoped that his paper’s strong evolutionary
bent would hold an immediate appeal at an institution largely represented by scientific minds.
According to Cobbe, Stainer, who chaired the meeting, “expected it [the paper] to engender lively
controversy.”'* Parry felt afterwards, however, that the paper was “not much relished” by his
audience.'® This section discusses the content of the paper, the formative motivation behind the work
(especially its positivist background), and lastly the reaction which it elicited at the Royal Musical

Association.

Despite the popularity of Darwinian thought at the time, Parry in 1884 perceived that his
opinion was still a minority one within the musical community. Indeed Rowbotham’s three-volume
history, expounding a dualistic view of musical development in three distinct stages, would only
appear one year later, with Rockstro’s History of Music following suit in 1886 (read 1888). The
nineteenth century saw other English histories of music including William Bingley’s Musical
Biography (1814), Thomas Busby’s General History of Music (1819), William Crotch’s collection of
lectures on music (1831), George Hogarth’s Musical History, Biography and Criticism (1835) and John
Hullah’s History of Modern Music (1862) and the Third or Transitional Period of Musical History
(1865)."** It is uncertain whether Parry read these works, although he did not encounter Carl Engel’s
Music of the Most Ancient Nations (1864) until 1889, while he was penning his own evolutionary
treatise. As will become evident throughout this chapter, his paper can be more happily situated
within the context of Stubbs’ school of modern history. The historian, Mandell Creighton, reflected

that “with Stubbs began the scientific pursuit of modern history, as he impressed his views upon us

" Parry, op. cit., p. 1.

42 Cobbe, op. cit., p. 117.

3 See Graves, op. cit., p. 246.

144 See Vincent Duckles. ‘Musicology’ in Music in Britain: The Romantic age, 1800-1914, ed. Nicholas Temperley
(London: Athlone Press, 1981), pp. 483-502.
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younger men.”'** Creighton himself insisted that progress was “founded on the historical experience
of the evolution of human affairs. Its object is to understand the past as a whole, to note in every age
the thing which was accomplished.”*® Unhampered by biblical considerations, Parry showed an even
greater readiness than Creighton to colligate this view of history with Darwin’s thinking:

We associate this way of looking at things chiefly with the name of Darwin; but he himself

was also the product of the tendencies of the time before him, and though a great work fell

to his share to do, it seems as if the accumulation of evidence and the accurate habits of

observation, cultivated by the study of sciences, must have inevitably brought about the

same condition of things in time, even without the advantage of having so much of the
work centralised in him.'"

The paper’s opening reflections about the reciprocity of human disciplines premise the
speaker’s own attempt to modernise the scholarly study of music, through the confluence of other
academic trends. At the heart of scientific progress, Parry argues, is the study of evolution, or the
examination of “the history of successive stages of change, and inferences based upon similarity of
action, or uniformity of general tendencies in a long succession of events.”"*® His understanding is that
music, unlike other arts, is essentially a modern phenomenon, yet, paradoxically the study of its
history had failed to synchronise with modern thought.'® The task facing the modern music historian
is to “piece together a tolerably continuous record of progress of musical art from the earliest times
when its modern forms presented themselves.”'* Parry directs this view against the manner of seeing
history as a fragmented collection of noteworthy events, as the latter is “unlikely to give a broad and
liberal view of the many-sided possibilities of art.”"*' In consequence, he is keen to promote a new
method which, essentially empirical, will assist the student in rationalising musical techniques, forms

and genres through agencies of historical circumstance and social conditions.

According to Parry, progress in music is made possible not by the continuous increment of

artistic laws’. Rather, such laws being artificial constructs representing the intellectual conditions in

45 Louise Creighton. Life and letters of Mandell Creighton, sometime Bishop of London (London: Longmans,
Green, and Co., 1904), p. 61.

16 See Graves, op. cit., p. 279.

47 Parry, op. cit., p. 1.
8 Parry, op. cit., p. 1.
9 Ibid., p. 2.

10 Ibid.

51 Ibid.
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which they had been shaped, have to be abandoned or revised with time."*> He also holds that artistic
laws are inversely correlated with the accumulation of new technical resources. Similarly, as
prefigured in the Grove articles (especially the one on ‘Arrangement’), musical forms adapted to
certain conditions cannot simply be transposed into new conditions while retaining their original
effect. This leads to a practical problem, and Parry devotes some space to discuss peripheral issues
such as plagiarism in music and the importance of individuality in art. The paper’s central thesis is
that music historians have been too remiss in not seeing that artistic decisions are made in the context
of their environment: “it is not only to be noticed that certain ways of dealing with structure are
characteristic of individuals, but they are also characteristic of periods”."** A true contextual
understanding of history also benefits the liberal composer, who wishes to make the fullest use of the
resources of the past and adapt them to answer the artistic challenges of the present times. Parry
emphasises the significance of such a historical outlook on, not only composers, but musicians, critics

and listeners alike.

Interestingly, although Parry claimed kinship with Darwin, at no point in his writings did he
ever explicate the revolutionary significance of natural selection (although his reading lists suggest he
was quite familiar with the theory). Rather, what Darwin’s legacy largely meant for him was the
triumph of the naturalistic view of life over the supernatural explanation, which saw gifted artists as
divinely inspired. Parry’s interest in mapping out a continuous record of civilisation according to
natural laws was product of Enlightenment thinking, which gained a new significance in the light of
Darwin’s accomplishments. Inherently tied to this outlook was the idea of ‘progress’, and the question
of how progress might be explained from a purely naturalistic perspective.”** In Philosophies of Music
History, Warren Dwight Allen writes that the modern sense of progress “did not dawn upon human
minds until the seventeenth century, during the Baroque era.”* It is necessary to add that thinkers
since Greek and Roman times approached a similar conception by elaborating the cyclic view of life.
The idea of progress to which Allen attributes to the moderns suggests not only progress in the

proximate sense, but predicates the immortality of the human race, its general unsusceptibility to

2 Ibid., p. 4.

153 Ibid., p. 6.

'3 As Parry argues: “There is an obvious analogy between the progress of music and the progress of the
development of sciences and all kinds of discovery.” Ibid., p. 7.

155 Warren Dwight Allen. Philosophies of music history: a study of general histories of music 1600-1960 (New
York: Dover Publications, 1962/1939), p. 246.
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retrogression, and the certainty of growth (an idea popularly attributed to Bernard de Fontenelle in
1688). The modern concept of progress was not far removed from the old, and an age of hopeful
rational revolutions, such as the seventeenth and eighteenth centuries were, received its teleological
provisions with open arms. Thus, in his Social Change and History, Robert Nisbet challenges the
notion, held by influential historians such as Logan Pearsall Smith and J. B. Bury, that ancient thinkers
were indifferent to the concept of progress: “The Greeks made growth, as we saw, a normal attribute
of things.”"*® Later thinkers gave the concept at least three additional attributes: 1. the perpetual nature
of change; 2. that said change would tend in the direction of progress (with an emphasis on the stages
of infancy, childhood and maturation); and 3. that civilisation, in the main, would “continue to
progress forever”."” Parry’s own idea of progress, as will shortly be discussed here (and elaborated in a

later chapter), was an amalgamation of both old and new thinking.

Parry was at Oxford not only when the sciences prospered, but when the positivist question
was very much in the air. The following portion of this chapter traces the influence of positivist ideas
on Parry’s thinking in his Musical Association paper. Positivism argued for the replacement of
metaphysical explanations with scientific ones. It is closely related to ‘scientism’, i.e. a belief in the
validity of science to the exclusion of other modes of thinking (a term nowadays used pejoratively to
suggest a conflation of morality and science), but it should not be equated with ‘scientism’ in the
simpler sense of trying to look at the world objectively, rationally and empirically. Among the
progressive histories to appear in Parry’s reading lists, the most pertinent is Henry Thomas Buckle’s
History of Civilisation in England. Like Auguste Comte and Frederic Harrison, Buckle advanced a
‘science’ of history that emphasised the significance of, in the words of Comte, “laws over which he
[man] has no control”."”® Indeed for Parry and many of his intellectual peers, Baconian and
Newtonian science had demonstrated convincingly that everything occurred according to the
operations of natural laws, and so it seemed reasonable to assume that man, too, progressed in
accordance with certain, immutable principles — whether divinely prescribed or naturally inevitable.
Part of the positivist agenda was to limit the explanation to the domain of the natural sciences.

Thinkers such as Buckle in England or Hippolyte Taine in France sought to uncover the scientific laws

156 Robert Nisbet. Social change and history: aspects of the Western theory of development (London: Oxford
University Press, 1969), p. 113.

157 Ibid., p. 47.

158 Auguste Comte. ‘The positive philosophy and the study of history’ in Theories of history, ed. Patrick Gardiner
(New York: Free Press, 1959), pp. 80-1.
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governing humanity’s progress. If in doing so, they subjugated the role of the individual by exposing
his weaknesses against the supremacy of the collective, it is because they perceived that any consistent
law must forbid the eccentric in favour of the uniform - in other words, natura non facit saltus. Parry
detected the same Leibnizian emphasis on continuity in Darwin’s biological writings. Indeed the same
gradualist concept (explaining change as the cumulative result of continuous processes) underlies
Charles Lyell’s geological imagination and the transmutation hypotheses of Jean-Baptiste Lamarck

and Robert Chambers.

According to Frederick Teggart, the ‘science of history’ errs in overestimating the historian’s
ability to balance the study of discrete ‘events’ with that of the processes and mechanisms of social
‘change’." As a result, historical narratives often conform more to a priori assumptions rather than to
historical facts, or as Hayden White explains: “These explanations, in turn, represent products of
decisions to ignore specific ‘domains’ in the interest of achieving a purely formal coherency in
representation.”’® When Parry urges in the paper to write history in a narrative rather than an
annalistic way, and to see the individual in light of his environment rather than as a master of his own
fate, he is abiding faithfully by the positivist tradition of those like Buckle, Harrison and Comte, and
therefore subjecting his works to the very points of contention as described by Teggart and White

above.

Although Parry identified evolution as the ‘general tendency of thought’ of the day, he was also
aware that a contrary idea persisted as a strong undercurrent in English thought. On top of the
Hegelian energies still present in the European imagination, one of Britain’s own literary giants,
Thomas Carlyle, made his enduring mark on the classical tradition of hero-worship. His Romantic
idealism led to the view that “universal history is at bottom the history of great men”."" This opinion
was replicated by many writers on the subject of music. For instance, George Hogarth’s celebrated
essay (1800) on Beethoven contains the following passage:

The biography of great artists is one of the most important branches of the literature of
Art. A knowledge of their lives and fortunes is interesting to those who regard their works

159 Frederick Teggart. Theory and processes of history (Berkeley: University of California Press, 1941), p. 150.
10 White is here paraphrasing the French anthropologist, Claude Lévi-Strauss. See Hayden White.
‘Interpretation in history’, New Literary History 4/2 (Winter 1973), p. 289.

16! See especially his series of lectures on the subject, reproduced in Carlyle. On heroes, hero-worship, and the
heroic in history (London: James Fraser, 1841).
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with delight and admiration; and much light is thrown upon their genius and character as

artists, by the circumstances of their personal history, and an observation of their

dispositions, habits, and character as men.'®*

As late as in 1885, the year of the bicentennial anniversary of Handel’s birth, Macfarren could say
before the Musical Association that:

The year has come when the experience of two centuries has given us the opportunity to

know and to judge our great heroes, and let us be the conservators and transmitters of the

homage that is due to Handel and Bach.'®*
When speaking to the forum in 1884, Parry was thus addressing no invisible foes. He was himself a
close reader of Carlyle’s works, imbibing his famous texts on Chartism, the French Revolution and his
heroic vision of Frederick the Great as a student at Oxford. Past and Present was read later on in 1874,
his Reminiscences in 1881 and The Life of John Sterling in 1886. The language of Parry’s paper suggests
that he was trying to galvanise the support of those reared in the tradition of hero-worship:

Such a study need not by any means lessen the pre-eminence of a great master, often rather

the contrary; for it will show what he owes to his forerunners and what is essentially his

work, and in what particulars his own personality expresses himself, and generally what is

the real nature of his contribution to the progress and enrichment of art.'*
He held that contemporary music history enshrined a fundamental error in seeing composers as gifted
individuals, detached from their outward circumstances and surroundings. Starting in that same year
(1884), he would go on to attempt ‘such a study’ that did not impair, but rather improve, the memory
of historical giants in his essays for Every Girl’s Magazine, later collected as the Studies of Great
Composers (1887). The idea that Parry tried to downplay the significance of revolutionary individuals

by making them mere pawns in the game of history is a modern fallacy.'®

Similarly, while present scholarship often considers his work to—as it were—recapitulate

Victorian evolutionary thought,'®® Parry rather saw himself as holding a minority, radical position in

162 George Hogarth. Lives of celebrated musicians: Beethoven (London: R. Cocks & Co., 1800), preface.

'* George Alexander Macfarren. ‘Handel and Bach, part I, Proceedings of the Musical Association, 11th Sess.
(1884-1885), p. 49.

164 Parry, op. cit., p. 3.
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aspiring to translate scientific scrupulousness into the historical domain. In his essay, ‘English
Historians and the Opposition to Positivism’, Christopher Parker refutes the notion that Victorian
historians were preponderantly positivists. Rather, “virtually all important figures in the development
of historiography and of history as an academic subject, from the 1850s to the end of the Victorian
era, were explicitly hostile to positivism and to its chief practitioners, Comte and Buckle.”'*” Parker
associates Goldwin Smith, Stubbs, Froude, Acton, Kingsley, Simpson and others with the revolt
against Buckle’s approach to writing history. British idealists like R. G. Collingwood held that the
natural and social sciences should be separate domains of knowledge, and that history was by and
large unique and unrepeatable. As John Stuart Mill argued in A System of Logic, the opposition to
positivism was often “grounded on the doctrine of Free Will, or, in other words, on the denial that the
law of invariable Causation holds true of human volitions.”'*® If man was subject to the imperatives of

an unbending natural order, to what extent was he still in control of his own actions?

Although English idealists opposed positivism on moral grounds, Parry’s approach to history
was not unconcerned with morality simply because it purported to be scientific. Adopting Whewell’s
methods of consilience,'® the Victorian man of science shared with the twentieth-century specialist
the incentive to discover and codify the laws of nature, but he often lacked the degree of emotional
detachment required by modern, objective science. This characteristic was manifest in both
ideological camps—positivist and idealist—alike. The science of history under Stubbs became a
medium through which man could better understand his Maker, while at the heart of Comte’s
‘religion of humanity’ lay the conviction that traditional religion was no longer relevant or actually
detrimental to morality.'”® E. B. Tylor, the famous anthropologist, famously held that the “science of

culture is essentially a reformer’s science.”"”" Likewise, the “great auto-didact”, George Lewes, “with

167 Christopher Parker. ‘English historians and the opposition to positivism’, History and Theory 22/2 (May
1983), p. 121.

1 John Stuart Mill, quoted in ibid., p. 125.

'¥ For Whewell’s contributions, see the first section of Menachem Fisch. “‘Whewell's consilience of inductions—
an evaluation’, Philosophy of Science 52/2 (Jun. 1985), pp. 239-44. Darwin’s debt to Whewell is discussed in
Michael Ruse. ‘Darwin’s debt to philosophy: an examination of the influence of the philosophical ideas of John
F. W. Herschel and William Whewell on the development of Charles Darwin’s theory of evolution’, Studies in
History and Philosophy of Science 6/2 (Jun. 1975), pp. 59-81.
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his own laboratory facilities in the basement of his home,” writes Rick Rylance, “was not, as future
generations would be, acculturated into the hermetic world of laboratory science.”’? Even Thomas
Huxley, who came closest to evading the naturalistic fallacy in his famous Romanes lecture, was a man
of science in this outmoded sense of the word; resisting the modern notion of a reticent ‘scientist’ for a
greater part of his career, Huxley found science deprived of its ethical context both an unpleasant and

a dangerous affair.'”

As suggested previously, Parry warmed to the scientific contributions of Mill, Spencer and
Darwin increasingly after he became convinced of the moral depravity of religion. It is unsurprising,
therefore, that the aspects of scholarship he challenges in the paper are those especially tied up with
the traditional appeal to divine intervention - it is because he refuses to acknowledge the supernatural
as a legitimate terminus a quo of historical scholarship. Legal positivism, the brainchild of Benthamite
jurisprudence which held sway at Oxford, had already defied the tradition that sought to explain laws
as divine commandments. Similarly, the paper argues against the notion that history is merely a
record of “divinely appointed prophet[s] whose judgment is infallible.”'”* These prophets are great
men who “seem to work as quickly and lightly as they please and yet to be always sure of being right,
and we are driven... to credit them with almost supernatural powers, and to think of them as having
received a special mission which makes them independent of all the usual courses of things.”'”> Even
such men, he maintains, are to a good extent the products of their times. His view is a milder form of
what Spencer states in Social Statics: “men who seem the prime movers, are merely the tools with

which it works; and were they absent it would quickly find others.”'”

In adopting this position, Parry ultimately parted ways with Stubbs, by whose teachings many
Oxford historians had had their eyes opened to the moral significance of their subject. If Stubbs’
position rested on the assumption of the divine, then to disavow the relevance of God in the making of
the great men was to destroy the foundation upon which countless historians have justified their

preoccupation with the past. A new way of thinking was required if history was still to press its claim

172 Rick Rylance. Victorian psychology and British culture 1850-1880 (New York: Oxford University Press, 2000),
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to moral legitimacy - then the requisite of any reputable profession. Indeed, the dilemma was very
similar to that faced by Comte or the other positivists. Although aligning himself with science, Parry
had set himself to the rather unscientific task of rescuing the moral integrity of history, without
resorting to supernatural agency. In Comte’s positivist religion, which has been thoroughly rebuked
by Kantian and Coleridgean idealists, one finds the Carlylean hero not destroyed but reinvented in the
florescence of secular humanism (as the Grand-Etre)."”” Mill, in his famous essay on positivism,
identifies the uneasy friction between Comte the pursuer of knowledge, and Comte who would
happily suppress certain lines of knowledge in the name of moral duty. Mill perceptively writes,
“Novalis says of Spinoza that he was a God-intoxicated man: M. Comte is a morality-intoxicated man.
Every question with him is one of morality, and no motive but that of morality is permitted.””®* And
so it was for Parry: Hubert Parry was a morality-intoxicated man. His interests in science, as
thoroughly evident in his paper, were always complemented, if not predicated, by a moral belief in the
illuminating power of history. His philosophical outlook was deeply motivated by the considerations
of morality from the first to the very last, and the genuine scientific intentions with which he began
perceptibly eroded with the fin-de-siécle crisis in morality, especially in response to the rapid
expansion of decadent thought. Mill’s explanation also reconnects the idealist and the positivist at
their most common ground, that is, on the bridge of ethics—lawfully owned by neither—but

commuted frequently by both parties.

It is unclear whether Parry studied any of Comte’s works first-hand, but his influence on the
intellectual milieu would have been quite palpable, especially through the composer’s intimate contact
with Mill’s and Eliot’s writings, as well as with the secularist movement at the time. Interestingly,
Dannreuther’s book on Wagner opens with a quotation by Comte: “L’art attend avec impatience une
impulsion organique, susceptible a la fois de régénérer sa propre vitalité, et de déployer ses eminents
attributs sociaux.”"”” One of Parry’s close intellectual friends, Vernon Lushington, was also highly

well-versed in the positivist point of view.'®® Another Comtean strand in Parry’s early thinking is the

770n Kant and Coleridge in English historical thought, and the “revolt against empiricism and materialism”,
see Parker. The English idea of history from Coleridge to Collingwood (Aldershot: Ashgate, 2000), pp. 9-29.

178 John Stuart Mill. Auguste Comte and positivism (London: Triibner, 1865), p. 140.

17 Dannreuther. Richard Wagner: his tendencies and theories (London: Augener & Co., 1873), p. 1.

180 As David Taylor shows in his recent publication on The Lushingtons of Pyports, Vernon’s home in Cobham
was frequented by many positivist thinkers, including John Henry Bridges and the social reformer, Charles
Booth. Rather indicative of Parry’s own intellectual sympathies, Vernon’s circle of friends also included
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proposed method by which he considered knowledge to be most efficiently transmitted among
composers of the highest rank. In his paper, Parry maintains that “the most serviceable part of their
[the composer’s] education [is] the careful study of the works of craftsmen of their art, more especially
of those who were living nearest to them in point of time, and they always applied the knowledge they
gained, as nearly as possible, to the style of their own age and country.”™® The composer—first
conceded to being inescapably conditioned by his outward circumstances—also exists on a more
individualistic plane; he inherits inspiration only from the best minds of past generations, while
preventing the undesirable elements of art from resurfacing in art history. Comte had similarly
advertised knowledge as a currency to be passed on between only a select few who are truly deserving
of its possession. The chosen representatives of humanity act as guardians of the world’s intellectual
treasures, adding what they can to their value while they are in possession of them, before passing
them on to those who are most qualified to pick up the trail where it is dropped; “as M. Comte truly
says,” Mill writes, “the highest minds, even now, live in thought with the great dead, far more than
with the living.”'® Parry’s similar obsession with, and his enormous reverence for, the past—both
recent and distant—is often unfairly brushed over by those wishing to regard him as a unambiguous
prophet of upward evolutionism. Comte’s rigorous sanctions on the movements of human knowledge
exemplify a reaction against the spirit of unguided scientific inquiry, as men of science gravitate more
and more towards specialism. For Comte and his disciples, religious positivism provided a bulwark
against the great evil occasioned by the blind whims of intellectual fashion. Where Greek philosophy
failed, man in his advanced stage of positivity must learn to guard himself against the perilous
“mischiefs of intellectual culture left to its own guidance.”*®* As later chapters demonstrate, Parry was
plagued in his whole thinking by the constant threat of the possibility of social regression, which was

often even stronger than his faith in progress itself.

Viewed in this light, the ‘Historical Method upon Music’ qualifies for a special kind of reading.

It is essentially a didactic essay which promotes a historical approach to musicianship. Parry warns of

members of the Pre-Raphaelite Brotherhood (William Holman Hunt and Arthur Hughes) and Christian
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the neglect of history among composers, musicians and music critics alike. If allowed to persist,
humanity runs the likelihood of regression, because historical knowledge—like scientific knowledge—
provides man with insight into the nuances of his conditions. To do without historical knowledge is to
steer a boat without a rudder, and to entrust the lives of its passengers to the whims of the fickle sea.
Music, among other things, loses its inherited meaning in the absence of context. Parry believes that
the continued transmission of knowledge holds the key to man’s worldly salvation'® (as he does not
consider that man could get his salvation from elsewhere). If artists are the visionaries of society,
inasmuch as they are also reflectors of its present conditions, they must make themselves receptive to
all shades of social anxieties and burden themselves with the reserves of knowledge that bygone
humanity has to offer. As discussed later on, Parry is here speaking in the most quintessential
language of Ruskin. For Ruskin, as David Fenner explains, both the artist and his audience are called
to have “a discerning eye”; Fenner argues that “while Pater, Wilde, Schopenhauer, and Ruskin were all
interested in the elevation that could be achieved through the arts, Ruskin saw this elevation offered
not merely in the individual but society.”*® Similarly, Parry recognises that even though artists bring
provident visions for man at large to bear, society can only change, not from without, but rather from
within. Hence, the artist must not alienate himself from society completely if he wishes also to
improve it. One of the keys to understanding Parry’s historical vision lies in the student’s ability to
ascertain the distinct roles he assigned to separate segments of society, from the celebrated artist to the
common man, as well as an ability to envisage them working as a composite unity—one might even
say, in the wholesome spirit of Comte’s or Eliot’s ‘religion of humanity’.’*¢ Parry’s paper aspires to
reconnect the musician, composer and listener on a common plane of understanding, bringing every
man closer to unity through music. How will they know how this art should be ‘commonly’
experienced? - this, he argues, is ultimately a lesson to be determined by the patient study of historical
contexts:

Men may make their inferences from them [historical knowledge] differently, but
difference of opinion is not always an evil, and if those differences are based upon broader

'8 Parry, op. cit., p. 5.
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grounds, and upon more real understanding of the points at issue than has frequently been
the case on previous occasions, it will be a real gain to the art.'®”

Parry’s diaries show that he later regretted the audience did not respond as well to his ideas as
he had hoped. After the paper, the chairman commended him on his treatment of form: “it seems to
me that... [the subject of form] has been grossly misunderstood up to the present time, and I think
this is the very first time I have heard it stated in what appears to my mind a reasonable and proper
shape. Having heard what he said about it I seem to breathe freely...”**® Much like Parry, Stainer
disapproved of critics whose obsession with formal or theoretical correctness got in the way of their
appreciation of the music. Since, as Parry already argued, “certain forms of art were prosperous at

certain times in history, and different ones at others,”®

what was a good standard in the past might
no longer be a viable standard in the present, let alone the future. Stainer grasped the practical
implications of Parry’s developmental theory, that those who stood “against advance” and innovation
did so at their own peril against the tide of progress.'*® This was one of the reasons why Parry was
drawn so acutely to Darwin’s work. As Adrian Desmond has shown with regard to Darwin, “in his
notebooks he actually talked of the natural, lawful processes of change in nature and society obviating
the need for any sort of violent interpretation.”*! One of the reasons Darwinism was so popular
among radicals and liberals was because it allowed for them to contemplate the possibility of
democracy and the overthrow of aristocratic authority. Like many other radical thinkers, Parry
welcomed the idea of the transmutation of species because it provided a stabilising, incremental view
of progress. This belief, as elaborated later on, was not grounded in the certitude of a knowable future
but rather a future of endless possibilities. In much the same vein, art was perceived as a continually
evolving enterprise and, as such, there were no limits and finalities that the critic might impose on the
freedoms of the artist. Like Parry, Stainer also recognised that such a view of history need not belittle

the past in favour of the present: “I have just as much pleasure in listening to a mass of Palestrina as to

going and listening to some glorious music of Wagner.”*> The wealth of resources at the modern
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composer’s disposal did not allow him to be complacent about his own situation. Quite the contrary,
in Parry’s previous words, “in our time the accumulation [of musical knowledge] is vast, but the
necessity of mastering the known is not less imperative, before we can set our seal upon a great point
of art we must do as they did, and know and understand what has been done before us.”*** Innovation
required an understanding of what had come before, and modern composers had such a wide vantage
point of the past that they were overwhelmed by it, so much so that “it seems probable that the time of

great composers is past, and that the world will see no more of them in the highest sense.”**

Grove, who was late to the address, disagreed with Stainer’s remarks and denied that progress
in music required historically-established forms to be radically altered or dispensed with. According
to Grove, classical forms were “grounded in the very nature of the art”"®*; thus, they had to be
preserved in the interest of true progress. Parry’s position was that there must be certain formal
agreements upon which music could render itself apprehendible to the audience, but his historical
outlook, with its emphasis on flexibility and circumstance, did not permit him to generalise about the
future in such a way. Furthermore, Grove’s views were conditioned by his own posture as a musical
amateur; he believed that music should be readily comprehensible to non-musicians as well as
musicians, leading him to favour simple forms comprising well-balanced repeats and
recapitulations.'”® True to his argument, Parry responded by emphasising the point of continuity in
formal development and noted that Grove was “often too hasty in thinking that analysis is so much of
your business. The pleasure of art ought not to come solely from analysis of form... Music has to
absorb and to take possession of you... Form must be part of the art, but you need not analyse it and
see it at every moment.”"”” Ferdinand Praeger, known today for his troubled affinity with Wagnerism,
added that it was no business of a composer ever to talk down to his audience, aligning himself with
Parry’s position."® Stainer agreed to differ with Grove: “because the symphonic form is so beautiful it
seems to me no reason why it should not go through any amount of evolution commencing from the

present time, and I sincerely hope it may.”"*
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Parry’s unpleasant memory of the occasion might have stemmed from Grove’s protest, despite
his not having witnessed a good part of the paper. This was arguably made worse by the fact that
Grove was his intellectual benefactor and enabler of his early academic progress, not to mention a
tremendous influence in the development of English musical scholarship. He might have felt that the
post-paper discussion was steered in the wrong direction; it transpired into a debate about the
significance of form, while his intentions to reform the study of music history went unnoticed.
However, this lack of scholarly sympathy did not prevent him from making the pursuit of this
historical vision his life’s work. As Parry later affirmed in the preface to his Studies of Great
Composers:

The object of the work as a whole was to help people of average general intelligence to get
some idea of the positions which the most important composers occupy in the historical
development of the art; by showing their relations to one another, and the social, personal,

and historical conditions which made them individually the representatives of various
branches and phases of musical art.?®

2.4 Conclusion

This chapter has sought to reexamine Parry’s formative background as an emerging music scholar by
studying three aspects of his formative period (from 1867 to 1884): 1. the influence of his Oxford
education; 2. his intellectual development after leaving the university and leading to his work for
Grove’s Dictionary; and 3. the formulation of his ideas in his Musical Association paper. The timely
secular reforms at Oxford meant that it became a centre of scientific progress and important
intellectual debates, which evidently steered Parry down his path of unorthodoxy. The lessons and
values imbibed during his association with Stubbs’ school of modern history greatly informed his
future literary undertakings. Although it seemed Parry had left the life of mind behind when he settled
into business in London, he was able to satiate his intellectual appetite through incessant reading of
scientific treatises and social novels, friendship with like-minded individuals, and especially the
stimulation he received from his piano teacher, Dannreuther. The philosophical writings of Mill,
Ruskin and Spencer formed the main triumvirate of influences during and after his time at Oxford,

followed closely by his reading of Darwin. His interests in evolution and its implications on music

2% Parry. Studies of great composers (London: George Routledge and Sons, 1904/1887), p. v.
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found a testing ground in his assignments for Grove’s Dictionary, which were especially suited to his
compositional background due to the theoretical nature of the topics involved. Finally, his 1884 paper
on the ‘Historical Method upon Music’, providing an early account of his historiographical agenda, is
an important document because it shows the eclectic breadth of his early learning. Combining his
great interest in science, history and morality, and his positivist outlook, it establishes that writing
history was not something that Parry did casually or randomly, but was actually an essential part of his
musical career. E. J. Dent once wrote that Parry “differs from all other historians of music in that he
approached musical history as a composer”.*" This re-evaluation shows that the inverse of the
statement could be just as true and no less significant: Parry also differed from many composers in

that he approached composition as a devoted historian of music.

20! Edward J. Dent. ‘Parry as a musical historian’, The Athenaeum (19 September 1909), quoted in Bernard
Benoliel. Parry before Jerusalem: studies of his life and music with excerpts from his published writings (Aldershot:
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3. SCIENTIFIC VENTURE: THE EVOLUTION OF THE ART OF MUSIC

The previous chapter, which encompassed the formative years up to 1884, emphasised Parry’s early
scientific leanings and his ambition to create a naturalistic framework for the study of music history.
In the 1880s, pressured by greater public expectations, Parry found himself in the unenviable position
of having to juggle both his academic and artistic responsibilities, beginning work on The Art of Music
(1893) in 1884. The present chapter, which is divided into three sections, focuses on his attempt to
introduce a scientific approach to music history in his major treatise. The first section ascertains the
extent to which he was influenced by arguably the two most significant evolutionary thinkers of his
time, Charles Darwin and Herbert Spencer; it begins with a necessarily abbreviated report on some
pertinent scholarly insights into the relationship between Darwin and Social Darwinism which took
after his name. It also questions the prevalent narrative that sees Parry as uncritically embracing
Spencer’s doctrine at the expense of Darwin’s. The second and third sections examine his views on the
origins of music and the subsequent evolution of the art, respectively. A more biographically situated
reading of the Art of Music shows that scholars have been too ready to emphasise Parry’s closeness to
Spencer, at the expense of misrepresenting some of his positions as well as his motivations behind his

work entirely.

3.1 The Influence of Charles Darwin and Herbert Spencer

Each individual, receiving the benefits and the injuries due to its own nature and
consequent conduct, has to carry on that conduct subject to the restriction that it shall not
in any large measure impede the conduct by which each other individual achieves benefits
or brings on itself injuries.

— Herbert Spencer, The Principles of Ethics (1879-93)"

! Herbert Spencer on ‘justice’, as jotted down in Parry’s notebook. The principles of ethics, vol. 2 (New York: D.
Appleton and Company, 1896/1893), p. 8.
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Carlyle wrote in his lecture on Heroes that “This world, after all our science and sciences, is still a

»]

miracle, wonderful, inscrutable, magical and more, to whosoever will think of it.”* As an intellectual
who drew inspiration from a wide range of literary sources, Parry had long been exposed to Carlyle’s
metaphysical sophistication and his hostility towards British empiricism. In his paper on the
‘Historical Method upon Music’, Parry had already distinguished himself as an opponent of hero-
worship and mysticism, upholding the values of scientific clarity in the study of music history. Two
significant Victorian thinkers who shared an intense distrust of Carlyle were Darwin and Spencer. The
famed author of The Origin of Species once said of Carlyle: “I never met a man with a mind so ill
adapted for scientific research.” Similarly, for Spencer, the Scottish philosopher “displayed an
inability to think discreditable to an ordinary cultivated intelligence, much more to one ranked as a
thinker.” In Facts and Comments, Spencer also disparaged “the ridiculous Carlylean theory of the
Great Man and his achievements, absolutely ignores the genesis of social structures and functions
which has been going on through the ages.” As argued in the previous chapter, Parry’s scientific
venture began, first and foremost, as a reaction against a mystical and a religious worldview.
Evolution—the contentious idea of the time—posed a tremendous challenge to dogma and was the
natural recourse for the nonconforming thinker opposed to Carlyle’s or Whewell’s idealism. From the
1870s onwards, when Parry was closely studying Spencer and taking up the task of writing the Grove
articles, Darwinian thought was also approaching the zenith of its popularity. Surveying the public
reception to Darwin’s thought, Alvar Ellegard argues that the theory passed through several stages of
unbalanced press reception following the publication of the Origin in 1859. In the third period (1870-
1872), with the debut of the Descent of Man, the theory came under especially heavy scrutiny and
controversy as it became clear that Darwin had intended to enlist the human species under the ape

family (a task already attempted by Thomas Huxley in his Man’s Place in Nature and Charles Lyell in

! Thomas Carlyle. On heroes, hero-worship, and the heroic in history (New York: Longmans, Green, and Co.,
1906/1841), p. 8.

* Francis Darwin, ed., The life and letters of Charles Darwin, including an autobiographical chapter, vol. 1
(London: John Murray, 1887), p. 78.

* Spencer. An autobiography, vol. 1 (London: Williams and Norgate, 1904), p. 441. For Spencer’s views on
Carlyle, see also William Baker. ‘Spencer’s unpublished reminiscences of Carlyle: the “perfect owl of minerva for
knowledge” on a “poet without music”’, Neophilologus 60/1 (Jan. 1976), pp. 145-52.

* Spencer. Facts and comments (New York: D. Appleton and Company, 1902), p. 33. In this regard, Bennett
Zon’s interpretation of Parry’s championship of Wagner as an evolutionary expression of Carlylean hero-
worship is not accurate.
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the Antiquity of Man).” Within the context of his own youthful departure from conventional religion,
Parry’s readiness to adopt the theory of evolution and apply it to the realm of art was a statement of
his naturalistic outlook (one which refused to see man as an exception to the rest of nature) and his
ideological closeness to the pulse of Huxley’s influential X-Club. This section is an attempt to explain
Parry’s profound interest in both Darwin and Spencer; it does so not by trying to segregate Darwinian
or Spencerian aspects of his thought, but by first questioning the scholarly tendency to distance

Darwin as far as possible from the multifarious ideologies of Social Darwinism.

Ellegard maintains that, in the contest of ideas surrounding the publication of The Origin and
its aftermath, Darwin’s proposed mechanism of natural selection met with fierce resistance on all
fronts.® Huxley, for instance, found it difficult to afford as much explanatory power as Darwin had to
the process of natural selection. The slow acceptance of Darwin’s selective mechanism suggests the
idea that there had been a Kuhnian revolution, supposedly occurring in 1859, needs to be rethought.
Writing in the 1870s, Ernest Mayr urges scholars to adopt a wider outlook on the nature of the
revolution, incorporating the work of Lyell or Lamarck on the one end and Weismann on heredity on
the other.” According to Mayr, the Origin represents “the midpoint of the so-called Darwinian
revolution rather than its beginning”.® Unlike Michael Ruse or Jonathan Hodge, Mayr does not
dispense with the idea of a Darwinian revolution altogether, arguing that six major points of belief
were rejected in the process of the theory’s objectification.” Sandra Herbert suggests the idea of a
‘rolling revolution’, crediting not only the theory’s advocates but also its severest opponents, like
Cuvier, Lyell and Malthus, with its success.'” For Ruse, post-Darwinian science was “often really poor-

quality science”; what Darwin and Wallace proposed in a premature environment had to be salvaged

> Alvar Ellegard. Darwin and the general reader: the reception of Darwin’s theory of evolution in the British
periodical press, 1859-1872 (Goteborg: Goteborgs Universitet, 1958), p. 28.

¢ Ibid., p. 32.

7 This is also the work of Loren Eiseley in his book, Darwin and the mysterious Mr. X: new light on the
evolutionists (New York: E. P. Dutton, 1979). For a general survey of the Darwin industry, see Michael Ruse.
‘The Darwin industry: a guide’, Victorian Studies 39/2 (Winter 1996), pp. 217-35.

8 Ernst Mayr. ‘The nature of the Darwinian revolution’, Science New Series 176/4038 (2 Jun. 1972), p. 988.

® Ibid.

19 Sandra Herbert. ‘The Darwinian revolution revisited’, Journal of the History of Biology 38/1, The “Darwinian
Revolution”: Whether, What and Whose? (Spring 2005), p. 62.
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out of the wreckage of intellectual discombobulation." The narrative of a revolution is not discarded,
but whether it was ‘Darwinian’ at all becomes the pertinent question. Thus, according to Peter Bowler,
the revolution was principally non-Darwinian, and was championed by men like Spencer for whom
natural selection existed only as a peripheral concept (a point partially rejected by Spencer’s recent

biographer, Mark Francis)."”

Several scholars have made the distinctness of Darwin’s theory from Spencer’s the starting
point of their investigation into Parry’s work, firmly emplacing him within the non-Darwinian
context. For Bennett Zon, emphasising (as Bowler does) the internal contradictions between Darwin’s
and Spencer’s theories, Parry’s evolutionary ideas were possibly even ‘non non-Darwinian’."> Zon
suggests that Victorian evolutionary musicologists including Parry could be separated into two camps,
‘a-Darwinists’ and ‘pick-n-mix Darwinists’, denoting either a complete disregard of Darwin’s work or
the selective espousal of some aspects of his theory, respectively.'"* This approach, however, has not
been entirely conducive to the understanding of the composer’s personal response to evolutionary
theory, let alone his motivations for maintaining such a worldview. The question whether Parry would
be better served by the label Darwinian or Spencerian, while providing crucial insight into the
intellectual cross-currents of the period, has often confined scholars to the exclusive study of his one
treatise, The Evolution of the Art of Music, at the expense of his other writings and the personal
context of the work. In some cases, it has led interpreters to speculate on Parry’s motives based on
ideological inference rather than on biographical fact (especially since Social Darwinism has been used
to justify racist and imperialist policies in the past). As a result, there is a pronounced disparity
between two representations of Parry, one constructed by cross-disciplinary writers, and the other by

his biographers — one sees Parry as a Eurocentric racist, motivated by imperialistic or even

" Ruse. ‘The Darwinian revolution: rethinking its meaning and significance’, Proceedings of the National
Academy of Sciences of the United States of America 106, Supplement I: In the Light of Evolution: Two Centuries
of Darwin (16 Jun. 2009), p. 10046.

'2 Peter Bowler. The non-Darwinian revolution: reinterpreting a historical myth (Baltimore: John Hopkins
University Press, 1988). In his recent biography of Spencer, Mark Francis casts some doubt on the synthetic
philosopher’s Lamarckian heritage: “Neither in his use of data nor in his conclusions did Spencer’s early ideas
resemble theories of natural selection or of Lamarckian evolution. The adaptive aspects of Spencer’s work
concerned change within single animals, individual psyches or particular cultures.” See Francis. Herbert Spencer
and the invention of modern life (Chesham: Acumen, 2007), p. 209.

" Bennett Zon. ‘The “non-Darwinian” revolution and the great chain of musical being’ in Evolution and
Victorian culture, ed. Bernard Lightman and Bennett Zon (Cambridge: Cambridge University Press, 2014), p.
197.

! Ibid.
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misogynistic impulses, while the other sees the same historical figure as an anti-imperialist, an
opponent of racism, and a passionate advocate of female suffrage and equality. That this incongruence
has been allowed to persist in present-day literature speaks to the risks of making speculative,
interdisciplinary departures before biographical matters have been adequately settled. The function of
the present thesis is largely to bring Parry’s intellectual biography back into the purview of modern

scholarship.

As Mike Hawkins explains, one of the ways in which historians have tried to exonerate Darwin
from the ideological perversions of Social Darwinism has been to portray him as an impartial scientist
“concerned with discovering the principles of organic evolution by means of argument, experiment
and observation.”" His methodological differences with Spencer are rightly emphasised; Darwin’s
respect for the synthetic philosopher was checked by his awareness of the latter thinker’s a posteriori
deficiencies: “If he had trained himself to observe more, even at the expense of... some loss of thinking
power, he would have been a wonderful man.”'® While Spencer formulated his synthetic system based
on haphazard intuition and a loosely woven mesh of scientific, philosophical and political ideas,
Darwin sought to fortify his theory by offering converging lines of empirical evidence, knowing that
his book would provoke fierce intellectual opposition. According to Ruse, Darwin was well-versed in
the hypothetico-deductive traditions of Herschel and Whewell; his aim was to become the “Newton of
biology”, that is, to prove beyond reasonable doubt that evolution was as factual as the laws of
gravity."” Similarly, there is a tendency among writers to stress the non-scientific content of Social
Darwinism as a point of distinction, often with Social Darwinism being taken synonymously with
Spencerianism. As Mark Francis points out:

Such badge-engineering proposes that while, in the modern era, theories of natural
selection were used as doctrines of racial competition, this blemish was not Darwin’s fault.
There is a transfer of blame at work here: Darwin is innocent, therefore the fault must lie
elsewhere. At this point Spencer is arbitrarily substituted for Darwin, presumably because

he too was well known and, not being a professional scientist, he serves as a more
acceptable scapegoat. However, this substitution is unsatisfactory since Spencer was no

15 Mike Hawkins. Social Darwinism in European and American thought 1860-1945: nature as model and nature
as threat (Cambridge: Cambridge University Press, 1997), p. 14.

16 On the fundamental differences of Darwin’s and Spencer’s theories, see Derek Freeman. ‘The evolutionary
theories of Charles Darwin and Herbert Spencer’, Current Anthropology 15/3 (Sep. 1974), pp. 211-37.

7 Ruse. ‘Darwin’s debt to philosophy: an examination of the influence of the philosophical ideas of John F. W.
Herschel and William Whewell on the development of Charles Darwin’s theory of evolution’, Studies in History
and Philosophy of Science 6/2 (Jun. 1975), p. 166.
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more racist than Darwin: there is no evidence for Spencer’s guilt, and the charge against
him is even less well founded.'®
Other historians opposed to this reading question Darwin’s immunity and argue that his

accomplishments should not be taken out of their ideological context.'” They emphasise the socio-
political elements of Darwin’s theory, his closeness to and intellectual kinship with Spencer, his own
status as a Social Darwinist and so forth. On some accounts, Darwin’s theory was successful mainly
because it arrived at a timely juncture in the history of science. Scientific disciplines were becoming
rapidly professionalised in universities, and the idea of the scientific specialist was already beginning
to displace that of the eclectic generalist.* Darwin’s celebrity status, as Vassiliki Smocovitis explains,
signals “the fact that the new profession of science served legitimating functions (and was in term
legitimated by) popular audiences.” Whereas Bowler makes the non-prevalence of natural selection
the substance of his argument, other interpreters stress that Darwin himself held wider sympathies
than was generally admitted. Works such as Desmond and Moore’s Darwin’s Sacred Cause (2010)
have revitalised the image of the naturalist as a moral and social thinker. Desmond and Moore
maintain that “From the very outset Darwin concerned himself with the unity of humankind. This
notion of ‘brotherhood’ grounded his evolutionary enterprise.”** Darwin’s views on human racial
origins and his idea of a universal brotherhood of mankind were part of his appeal to radical thinkers,
including Parry. There is a contextual justification for this view: as Jim Endersby argues, natural
science in Victorian England was essentially a ‘sympathetic’ science.” Sympathy with the natural

world was a pre-requisite trait of the naturalist (like Darwin and Hooker) who wished to understand

'8 Francis, op. cit., p. 295.

19 Robert J. Richards identifies ‘right’ and ‘left’ extremes in Darwin interpretation, the former being more
abstract and the latter more socially or politically oriented (i.e. internalist and externalist). See Richards.
‘Biology’ in From natural philosophy to the sciences: writing the history of nineteenth-century science, ed. David
Cahan (Chicago: University of Chicago Press, 2003), p. 30. On Darwin’s often unacknowledged debt to Spencer
and vice versa, see Valerie Haines. ‘Spencer, Darwin, and the question of reciprocal influence’, Journal of the
History of Biology 24/3 (Autumn 1991), pp. 409-31.

20 On the subject of professionalism in late-Victorian England and beyond, see Harold Perkin. The rise of
professional society: England since 1880 (London: Routledge, 1989).

*! Vassiliki Smocovitis. © “It ain’t over ‘til it’s over”: rethinking the Darwinian revolution’, Journal of the History
of Biology 38/1, The “Darwinian Revolution”: Whether, What and Whose? (Spring 2005), p. 40.

22 Adrian Desmond and James Moore. Darwin’s sacred cause: how hatred of slavery shaped Darwin’s views on
human evolution (Boston: Houghton Mifflin Harcourt, 2009), p. xvi.

# Jim Endersby. ‘Sympathetic science: Charles Darwin, Joseph Hooker, and the passions of Victorian
naturalists’, Victorian Studies 51/2, Special Issue: Darwin and the Evolution of Victorian Studies (Winter 2009),
pp. 299-320.
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more about the subject of his inquiry. His goal was to bring himself, and mankind at large, into closer
contact with the natural world, or in Darwin’s case to demonstrate the connectedness of all life from
microbes to man. As discussed in a later chapter, it is clear from Instinct and Character that these
compassionate aspects, especially with regard to racial singularity, were what Parry obtained from his
reading of Darwin. Building on Humboldt’s Romantic concepts of nature (with its insistence on a
common origin of species as opposed to special creation), Darwinian evolution represented a high
point in the sympathetic tradition within the natural sciences. Indeed Darwin, like E. B. Taylor,
created an atmosphere in which the question of race and cultural differences could be pursued
without enmity. The author of the Origin of Species was, above all, a believer in progress, who saw
evolutionary fact as promising the realisation of man’s greater potentials: “And as natural selection
works solely by and for the good of each being, all corporeal and mental endowments will tend to
progress towards perfection.””* Science in this respect gave moral assurance where theology, with its
emphasis on sin and man’s expulsion from Eden, lacked logical jurisdiction. Hawkins demonstrates
that while Darwin did not construct such a complete social theory of evolution himself, he was
undeniably a Social Darwinist in every sense of the term.” The Origin of Species provided an
intellectual framework in which evolutionary theory could be applied to social and mental
phenomena, such as attempted in The Descent of Man and The Expression of the Emotions in Man and
Animals. As Hawkins further notes, Darwin shared many conventional views regarding the
evolutionary superiority of civilised nations over savage populations, as well as notions of women’s
cerebral inferiority to men.”® In a similar vein, Robert J. Richards maintains that “Darwin’s theory
preserved nature’s moral purpose and used teleological means of doing so.”” Insofar as Darwin saw fit
to draw parallels between animal breeding and natural selection, he originally envisaged a morally-
purposive natural selector rather than the crude form of selection with which his theory is nowadays

associated.

2 Darwin. On the origin of species (London: John Murray, 1859), p. 489.

» Hawkins, op. cit., p. 35.

% Ibid., p. 36.

7 Richards. ‘Darwin’s place in the history of thought: a reevaluation’, Proceedings of the National Academy of
Sciences of the United States of America 106, Supplement 1: In the Light of Evolution: Two Centuries of Darwin
(16 Jun. 2009), p. 10056.
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The term ‘non-Darwinian’, by making a theoretical point the basis of an historical polemic,
creates a false dichotomy which conflates Darwinism with non-teleological thought. This is evident in
Zon’s juxtaposition of Spencerian ‘certainty’ and Darwinian ‘doubt’, leading to a problematic
assessment of Parry’s Evolution of the Art of Music as a work of pseudo-scientific, intellectual
arrogance.”® Zon’s reading also experiences difficulties on at least two other fronts: firstly, J. G. Lennox
has argued that Darwin was in fact a teleologist®, and secondly, Mark Francis has put a question mark
on Spencer’s teleological reputation.” Such an interpretation not only glosses over Parry’s strong
empirical background® but also unfairly downplays his Darwinian ties. Indeed for Darwin and his
supporters, natural selection was the means by which progress could be explained®*; their evolutionary
doctrine was founded not upon the denial of the inevitability of progress, but rather upon the notion
that progress was more or less a universally constituted fact needing to be accounted for by the

rigorous practice of science.”

%8 See Zon. ‘C. Hubert H. Parry, The Evolution of the Art of Music (1893/96)’, Victorian Review 35/1 (Spring
2009), pp. 68-72.

? James Lennox. ‘Darwin was a teleologist’, Biology and Philosophy 8/4 (1993), pp. 409-21. The Swiss anatomist,
Albert von Kolliker, saw the teleological aspects of Darwin’s thinking as a vice, while Asa Gray saw it as a virtue;
see John Beatty. “Teleology and the relationship of biology to the physical sciences in the nineteenth and
twentieth centuries’ in Newton's legacy: the origins and influence of Newtonian science, ed. Frank Durham and
Robert Purrington (New York: Columbia University Press, 1990), pp. 113-44.

0 As Francis argues, “for Spencer, as for his early mentor T. H. Huxley, biological evolution was not a matter of
directed growth, but a blind materialistic progression starting from the earlier forms of life.” See Francis.
‘Herbert Spencer’ in The Wiley-Blackwell companion to major social theorists, vol. 1, ed. George Ritzer and
Jeftrey Stepnisky (Blackwell Publishing Ltd., 2011), p. 171.

3! On the influence of British empiricism on musicology, see Bojan Bujic. ‘Musicology and intellectual history: a
backward glance to the year 1885, Proceedings of the Royal Musical Association 111 (1984-1985), pp. 139-54.

*? Darwin later clarifies, in the fifth edition of his Origin of Species, that natural selection “does not necessarily
include progressive development - it only takes advantage of such variations as arise and are beneficial to each
creature under its complex relations of life.” See Darwin. On the origin of species, 5™ ed. (London: John Murray,
1869), p. 145.

3 The argument is not intended to undermine Darwin’s scientific credentials by ascribing to it extraneous,
moral attributes. Darwin, it must be repeated, saw virtue in doing good science; his capacity to commit to a
revised view of natural selection later in life testifies to his overriding belief in the empirical process. Interpreters
like Richards rightly warn against the temptation to over-simplify Darwin’s response to political pressure:
“Darwin may have grown up in a political and social context of individualistic utilitarianism, but his biology of
moral behaviour turned out to be authentically altruistic and expressly antiutilitarian. One simply could not
predict in advance what the most powerful forces shaping the science might be.” See Richards, op. cit., p. 10060;
and Richards. ‘Biology’ in From natural philosophy to the sciences: writing the history of nineteenth-century
science, ed. David Cahan (Chicago: University of Chicago Press, 2003), p. 30.
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Although Darwin was later to adopt a less teleological view of nature, he left an unconverted
legacy in his chef-d’oeuvre, the Origin, replete with suggestions that nature tended to the “production
of higher animals”.** Parry understood Darwin’s richly implicative work within the context of Mill’s
System of Logic, and later the writings of John Morley, emphasising human history as a sequence of
causes and effects. Victorian radicals including Parry saw the science of evolution as verifying the
possibility, or rather the inevitability, of social change. Winwood Reade’s Martyrdom of Man, which
he encountered in 1873, stressed man’s perfectibility through the elimination of disease; Reade
presented a secular view of history that was deeply entrenched in the language of positivism and Social
Darwinism.” Man’s future, according to Reade, lay in the pursuit of scientific knowledge, culminating
in the success of space exploration. As Parry acknowledged in his paper to the Musical Association,
Darwin’s theory was a devastating nail in the coffin for the theological hypothesis; his theory
convincingly validated the gradualist, mechanistic conception of nature. Mayr writes that “natural
selection provides a satisfactory explanation for the course of organic evolution and makes an
invoking of supernatural teleological forces unnecessary.”® Like the rest of the natural world, the
development of human arts now required a naturalistic, ultimately secular, explanation. Parry held
that even the most complex musical systems could be reduced to a simple source, much to the
detriment of the doctrine of special creation. On the other hand, the conspicuous absence of natural
selection from Parry’s evolutionary narrative was a reflection, not of his ignorance of the details of
Darwin’s theory, but of his view that music was an artificial product that could not be limited to the
processes of selection and competition which exerted a direct, incontrovertible influence on the rest of
the natural world. Human history differed from natural history in being predicated in the operations
of man’s intellect, his hyper-awareness of his own existence, and the exercise of free will. Here, Parry
had more in common with Huxley, who perceptibly maintained that society culminated in the
transcendence of natural selection. Man had the power to influence the tendencies of evolution to his
own benefit, though he achieved this by first strengthening his understanding of the way in which
change occurred naturally. Indeed Parry’s views on the origins of music, as the next section

demonstrates, conformed neither to Darwin’s or Spencer’s account; as it happens, he was

** Darwin, op. cit., p. 490. For discussion, see Lennox, op. cit., p. 411.

** See Hawkins, op. cit., p. 74.

¢ Mayr. What makes biology unique?: considerations on the autonomy of a scientific discipline (Cambridge:
Cambridge University Press, 2004), p. 61.
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fundamentally uninterested in tracing out the unconscious developments of the musical art. Rather,
his positivist reading of history documented the progress of art as a deliberately sustained act of

human problem-solving under variable intellectual conditions.”

In working out his general argument for the Evolution of the Art of Music, however, Parry
inherited more from the rich language of Spencer’s synthetic philosophy than from Darwin’s theory of
natural selection.*® Spencer’s evolutionary vocabulary went beyond the study of the animal kingdom
to make evolution the guiding principle of all phenomena, providing a veritable arsenal with which to
defend evolutionary thought outside its empirical habitat of biology. To understand the extent of
Spencer’s influence on Parry, it is important to dispel the prevalent assumption that he was an
uncompromising advocate of Spencer’s social theory. Rather, his attachment to Spencer had its basis
in the synthetic philosopher’s radical political views, his rejection of dogma and his uneasy
relationship with traditional utilitarianism, all of which the composer enthusiastically shared in his
formative period (indeed, at around the time he first encountered Spencer’s writings). As his diary
shows, he was first struck by Spencer’s unorthodox behaviour, his readiness to defy authority, to

39 «

withstand prosecution and to challenge social conformity.” “The starting-point of Spencer’s quest,”

says David Wiltshire of Spencer’s dissenting background, was “his repudiation of Christianity”*

—asit
was also for the young Parry, struggling to uphold his Christian faith after his disenchanting exposure
to ecclesiastical history at Oxford. Furthermore, Spencer’s political daring, clothed in evolutionary

jargon, comfortably matched Parry’s youthful agitation for social reform (“to the true reformer no

institution is sacred, no belief above criticism”') with a Victorian predilection for piecemeal change

7 On the currency of the idea of progress in music historiography, see Rudolf Flotzinger. ‘Progress and
development in music history’ in Idea of progress, ed. Arnold Burgen, et. al. (Berlin: Walter de Gruyter & Co.,
1997), pp. 121-38.

% For discussion of Spencer’s sociological thought, see, for instance, Robert Perrin. ‘Herbert Spencer's four
theories of social evolution’, American Journal of Sociology 81/6 (May 1976), pp. 1339-59; Werner Stark.
‘Herbert Spencer’s three sociologies’, American Sociological Review 26/4 (Aug. 1961), pp. 515-21; F. W.
Maitland. ‘Mr. Herbert Spencer’s theory of society’, Mind 8/32 (Oct. 1883), pp. 506-24; and Thomas Munro.
‘Evolution and progress in the arts: a reappraisal of Herbert Spencer’s theory’, The Journal of Aesthetics and Art
Criticism 18/3 (Mar. 1960), pp. 294-315.

¥ See Jeremy Dibble. C. Hubert H. Parry: His life and music (Oxford: Clarendon Press, 1992), p. 115.

4 David Wiltshire. The social and political thought of Herbert Spencer (Oxford: Oxford University Press, 1978),
p.61.

# From Spencer’s essay on ‘manners and fashion’, collected in Spencer. Essays, scientific, political, and
speculative, vol. 3 (New York: D. Appleton and Company, 1891), p. 31.
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(“as between infancy and maturity there is no short cut by which may be avoided the tedious process

of growth and development through insensible increments™*?).

At the heart of Parry’s championship of Spencer lies a shared contempt for the aristocracy and
a radical demand for electoral reform and universal suffrage. In contrast to Richard Hofstadter’s
caricature of Spencer as an ultra-conservative thinker, the early Spencer of The Proper Sphere of
Government argued for the transfer of political power to the people at large, as a means of combating
the tyranny of empire and big government. Social Statics, one of the first works by Spencer which
Parry studied (in 1871), offered an uncompromising defence of man’s inalienable individual rights.*
Elsewhere, Spencer consistently condemned militarism and colonialism, advocated disestablishment
and Free Trade; his radical positions on women’s suffrage and land nationalisation were not
withdrawn until later on in his intellectual career. Evolution, in this regard, protected society against
the threat of conservative stagnation. As Wiltshire notes, the idea of adaptation was a cornerstone of
Spencer’s social thinking: “in Social Statics the perfection of man is described as perfect adaptation to
the social mode of life.”** This view of evolution, solidified by Darwin’s findings, did not depict social
progress as an “unfolding after a specific plan”* in the positivist manner, but rather examined history
in terms of a series of adaptations to volatile external conditions. Spencer was also at pains to
minimise the necessitarian implications of his theory, repudiating Comte’s convenient law of the three
stages.* Adaptation assumed an even more central position in The Principles of Sociology, where an
organism’s failure to adapt to the environment is seen as a deficit to its survivability. Parry similarly
wrote in his notebook: “Adaptability is also subject to that same condition. If it was necessary for the
preservation of a species those who were adaptable would survive and those who were not would
perish. The unadaptable would be eliminated.” For the author of Instinct and Character, the fact of
social evolution amounted to a radical attack on Toryism; those who showed a temperamental

disinclination to respond to new ideas were destined to lose ground in the public contest of life.

2 Spencer, quoted in J. W. Burrow. Evolution and society: a study in Victorian social theory (Cambridge:
Cambridge University Press, 1966), p. 112.

# Wiltshire, op. cit., p. 63.

“ Ibid., p. 200.

* Ibid.

 Ibid., p. 236.
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Spencer’s theory ultimately added a sense of incontrovertibility to the dynamics of social
change. Making his case for universal suffrage, Spencer convincingly presented the aristocracy as a
force which upset the social equilibrium and stalls progress. The aristocracy was seen, in J. D. Y. Peel’s
words, as “a foreign imposition, ‘the Norman yoke’, and the law, rigid as it was ministered, the
supreme Normanism”.*® Thomas Paine’s urban radicalism carried the banner of middle-class protest,
while for John Stuart Mill, in his essays on The Spirit of the Age, the French Revolution had
inaugurated a transitive period of self-consciousness by dismantling the myth of aristocratic
inevitability. Spencer’s disdain of fashion heralded the composer’s own distrust of Wilde’s
aestheticism in the 1890s. According to Wiltshire, Spencer found fashion to be “remotely descended
forms of obeisance to autocratic rulers™ - an argument which Parry reinvigorated in Instinct and
Character. Parry’s attachment to the synthetic philosopher, then, sprang from a much more radical
source than admitted by modern interpreters, who would rather see his evolutionary ideas as an
embodiment of Victorian racial complacency. Evolution gave Victorian radicals a more flexible view
of world history, one which emphasised the continuity of change over cultural ossification. This had
important ramifications for Parry’s liberal account of musical development. For the author of Man
Versus the State, well-intended over-legislation created a dangerous pathway to social disequlibrium.”
Similarly, Parry saw over-legislation (in society as well as in art) as erroneously assuming a finality of
man’s condition, a proposition which ran at odds with Darwin’s teachings.”" His case for artistic
freedom was essentially built on Spencer’s and Mill’s criticisms of Bentham’s act utilitarianism.
Spencer was careful to resist Mill’s classification of him as an anti-utilitarian in a footnote near the end
of Utilitarianism. Parry’s version of indirect utilitarianism recognised that happiness could not be
served up to people by telling them what kind of music to make or enjoy. As expanded in another
chapter, Mill held that humans enjoyed greater happiness when they cultivated and exercised their
higher faculties. For Parry, music critics and theorists imposed an unneeded obstruction by telling
composers what they could or could not do, ultimately restricting the range of their experience. He
perceived, as Stainer did, that music was too rich and complex to be reduced to theory. Furthermore,

according to David Weinstein, Spencer held that “as each person becomes happier, each person

#1.D.Y. Peel. Herbert Spencer: the evolution of a sociologist (New York: Basic Books, 1971), p. 60.
* Wiltshire, op. cit., p. 53.

% Ibid., p. 106.
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becomes more moral as well. Thus, each person tends to become more adept at respecting everyone
else’s moral rights, enabling everyone else to become happier and more moral in turn.”** In true
Spencerian fashion, Parry was deeply concerned with how art could maximise happiness and
consequentially morality, and how this happiness could be distributed across intellectually uneven
populations. Later in life, Parry would blame the suppression of artistic liberty for the European

relapse into military aggression.

An evolutionary history of music derived from Spencer corroborated Parry’s notion of the art’s
intractable variety and complexity. In the 1850s and 1860s, through the discourse of his Principles of
Psychology, ‘Transcendental Physiology’ and ‘Progress, its law and cause’, Spencer had begun to seize
upon several components of his mature evolutionary hypothesis.”> He developed his early
evolutionary impressions into a complete theory in the First Principles, which Parry studied in 1871
and later revisited in 1875. Here, Spencer expounded the law of the instability of the homogeneous,
the law of the multiplication of effects, and the law of segregation. In the Evolution of the Art of Music
and his lecture on music and evolution, Parry readily adopted Spencer’s definition of evolution as a
passage from the homogeneous to the heterogeneous. In his notebook, he jotted down that “evolution
is, in one sense, the perpetual development of new groups of associated movements of constant and
more perfect adaptations of new forms of motions.”* The proliferation of musical styles testified to
Spencer’s stated law of the increasing specialisation of functions. As music became more complex so
its range of possible applications multiplied. Like Spencer, Parry saw evolution as proceeding in a
seesaw motion; progress was born out of a homogeneous state of instability and was the result of the
perpetual conflict between evolution and dissolution. Instinct and Character also regurgitated
Spencer’s premature version of the theory of the conservation of energy and the persistence of force, a
position then already hopelessly outdated.* Parry found Spencer’s attempt to unify knowledge and his

sustained argumentation persuasive, because they corresponded well with his own belief that the

32 David Weinstein. Equal freedom and utility: Herbert Spencer’s liberal utilitarianism (Cambridge: Cambridge
University Press, 1998), p. 216.

>3 Wiltshire, op. cit., p. 65.

> Notebook.

> Notebook.

*¢ Instinct and Character, pp. 1-3.
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highest knowledge equalled an ability to see facts, not independently by themselves, but in relation to

each other.”’

While Parry was undoubtedly greatly indebted to Spencer, modern scholarship is largely silent
on the nature of their differences.”® Spencer’s evolutionary system was a product of his individualistic
political ideology, informed by his own background as an economist and the influence of James
Wilson, Naussau Senior, Thomas Hodgkin and others. In turn, Spencer was able to deduce strong
laissez-faire positions from his universal precepts; as Wiltshire writes, “the use of evolution to bolster
individualism thus involved Spencer in a circular re-validation of his own beliefs.”* Although Parry
viewed Adam Smith’s Wealth of Nations (read 1870 and revisited in 1916) and laissez-faire economics
favourably (quoting Smith on his criticism of mercantilism in Instinct and Character®), he
approached Spencer’s theory not necessarily as an individualist but a historian searching for a
framework in which to explore the complexity of music. Upholding his values of economic
competition, Spencer viewed the landed aristocracy as standing opposed to his ideal of the self-made
entrepreneur.®' For Parry, however, steeped in Ruskinian thought, money was not the measure of true
wealth®; as Ruskin taught in Unto This Last: “[seek] not greater wealth, but simpler pleasure; not
higher fortune, but deeper felicity... There is no wealth but life. Life, including all its powers of love,
of joy, and of admiration.” While Spencer distrusted socialists like Morris and Ruskin for spreading a
populist doctrine framed in error, Parry remained a resilient critic of individualistic commercialism
throughout his life. More importantly, he saw music as a raw expression of human solidarity against

cold-blooded utilitarianism and a stronghold against the avarice of the capitalists.

As a consequence of Spencer’s laissez-faire impulses, struggle and conflict played a significantly

larger role in his model of evolution than in Parry’s. Spencer’s attack on over-legislation had its basis

*7 He also argues in Instinct and Character that “every branch of human thought is complementary to every
other; and that as soon as the particular ways in which they are complementary are discovered they seem to
locate themselves in accordance with affinities.” Ibid., p. 375.

> John Offer is more careful than many modern interpreters to ascribe to Parry a certain degree of independence
from Spencerian thought. See Offer. ‘An examination of Spencer’s sociology of music and its impact on music
historiography in Britain’, International Review of the Aesthetics and Sociology of Music 14/1 (Jun. 1983), p. 48.
** Wiltshire, op. cit., p. 67.

% Charles Larcom Graves. Hubert Parry: his life and works, vol. 2 (London: Macmillan and Co., 1926), p. 339.
¢! Wiltshire, op. cit., p. 217.

62 See Parry, op. cit., p. 28.

% John Ruskin. Unto this last (London: J. M. Dent & Sons, 1921/1860), pp. 116, 125.
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in a Lamarckian distrust of state intervention (not shared by Parry); he treated with acute scepticism
anything that interfered with the natural workings of evolution. For Spencer, suffering was an
essential part of social existence because progress depended on the non-survival of the non-elect.
Welfare measures discouraged individual incentive, impeded Lamarckian growth and damaged
society as a whole.** While Spencer and Parry both saw suffering and unhappiness as signs of
imperfect adaptation, their proposed remedies were vastly different. Parry’s disagreement with
Spencer stemmed from his view of humanity as essentially biologically non-hierarchical®; his social
philosophy was an ambiguous blend of Enlightenment and evolutionary thought. On the subject of
education, for example, Parry’s egalitarian disposition favoured state-imposed uniformity, whereas
Spencer saw state education as interfering with natural selection.®® One crucial distinction,
substantiated in later sections, is that whereas Spencer regarded the growth of political morality as an
emotive rather than a rational process®, for Parry, like Buckle and the other positivists, it was
predominantly a rational process. Unlike Spencer, the composer also drew a sharp contrast between
the state of nature and the state of art, especially with respect to music. While Parry was motivated by
Spencer’s endeavour to marry social theory to biology, borrowing his metaphor of a social organism®,
cultural progress for Parry ultimately meant the non-biological transfer of knowledge from one
generation to the next. Thus, Spencer’s habit of reducing art into a purely scientific question did not
sit well with the composer:

[Spencer] once informed me that art was passing into such a state of extravagant

complexity that it was impossible for the ear to disintegrate the confused mass of sound. I

argued that a first-rate conductor, like Richter, for instance, could hear every single part in

the most complex piece of orchestration, and even if one little hautboy played a wrong

note he could pick it out, and that if he could not he would not be worth his place. But the

philosopher merely repeated that it was a scientific question, and that it could be

demonstrated that the human ear could not identify the details or unravel the
complications of more than a certain number of sounds at a time, as the apparatus was not

 Wiltshire, op. cit., p. 154.

% On Spencer’s conflicting allegiances to hereditarianism and environmentalism, see Peel, op. cit., p. 144.

% Spencer views on education were shaped by his own childhood experiences and his libertarian ideal of limited
state interference. See Wiltshire, op. cit., p. 143.

¢ Spencer. An autobiography, vol. 2 (London: Williams and Norgate, 1904), p. 366: “It had become manifest to
me that men are rational beings but in a very limited sense.”

% On Spencer’s ‘democratic’ vision of a social organism and his use of scientific rhetoric to advertise his political
affiliation, see James Elwick. ‘Herbert Spencer and the disunity of the social organism’, History of Science 41
(2003), pp. 35-72.
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provided for it. T answered that his theory was contrary to fact and experience, and we both
remained where we were.”

For all their emphasis on realism and ‘truth to nature’, the Pre-Raphaelites, by whom the
composer was greatly influenced, also maintained an inviolable distinction between art and nature. As
with his disagreement with Grove on the subject of form, Parry was sceptical of any attempt to
determine the best possible music through scientific speculation. Evolution, for Parry, was primarily
descriptive, not prescriptive — nor was it a necessarily benevolent force as Spencer believed. While
commentators often equate Spencerianism with the highest optimism and confidence in progress,
Parry was arguably closer in his optimistic outlook to Darwin in seeing evolution as engendering a
world of new creative opportunities, than to Spencer’s more pessimistic view of social development,
bought at the expense of the suffering of the multitudes.” The distinction becomes pronounced when
Spencer’s later fears of social regression are considered. Parry read Facts and Comments in 1903 and
shared its author’s antipathy towards imperialism and his concerns about degeneration. Unlike
Spencer’s response to social regression, however, Parry’s did not entail a surrender of his support for
universal suffrage or his other radical positions (his personal brand of reform Darwinism is treated in
later discussions). What Spencer regarded as the ‘re-barbarisation’ of society was, for the composer,
the result of the unchecked growth of commercialism, the spread of misinformation among the people

and the power struggle between powerful elites and an awakening democracy.

Although deeply interested in psychology, Parry was generally not invested in his writings, as
Spencer was, in phrenological research.”” He retained a much more classical view of associationism in
the pre-evolutionary, Lockean tradition. His distinctness in these respects was more than just
ideological. As Peel points out in his biography of Spencer, “the nature of Spencer’s system, and the
way he thought, are intimately related to his personal character.””? Spencer’s success as a systematic

thinker was hampered by his self-confidence and a notorious unwillingness to read authors he

% ‘Herbert Spencer and music’, The Edinburgh Evening News, 31 December 1903, p. 4.

70 See discussion in Haines. ‘Is Spencer’s theory an evolutionary theory?’, American Journal of Sociology 93/5
(Mar. 1988), p. 1201.

71 Zon also discusses Parry’s work through the lenses of von Baerian and Haecklian recapitulationism; however,
in reality Parry’s rationalisation makes no tangible appeal to embryological thought, nor does recapitulation
theory hold good in relation to his emphasis on musical reforms, which render many historical models obsolete
and irrelevant to modern music.

72 Peel, op. cit., p. 21.
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disagreed with or to update his opinions in the light of new evidence. On the other hand, Parry was a
vociferous (and at times even unselective) reader and a highly eclectic thinker; he was more receptive,
for example, than Spencer to the contemporary challenge to Lamarckian use-inheritance. The
composer was also evidently aware of the pitfalls of Spencer’s character and his lack of profundity on
the subject of music, questioning his attitude towards modern art and especially modern music (yet
his estimate of Meyerbeer, despite his dubious methods of arriving at it’”’, was arguably fairer than
Parry’s). Spencer’s recalcitrance towards modern forms of music was interpreted as a symptom of his
advocacy of theory over experience. Parry thus often found himself in the unenviable position of
disagreeing with the esteemed thinker:

My recollections of talks with Mr. Spencer are very scrappy and uncertain, and too many

of the things I remember most vividly were naturally such as I profoundly disagreed with.

They usually had nothing to do with music. One which I remember most definitely was

about football, which he at the time condemned very decisively as a brutal and a

demoralizing game. I could not help chaffing him a little about it, as he looked so

supremely unlikely to have any practical experience. He took it quite well, but persisted in

reiterating his objection and suggestions... Another time we were talking about

contemporary Art, and, after pouring a good deal of scorn upon the most prominent

painters of the day, he ended solemnly with the remark that ‘Art had a great future before

it, in the line of making machinery beautiful - that there was so much room for application

of beauty of design and detail in the making of the cylinders of engines, and piston-rods

and cranks and driving wheels.””

Parry is usually regarded as being at the receiving end of Spencer’s intellectual largesse. That
his memory of Spencer consisted mainly in their friendly disputes points to the highly, albeit often
unacknowledged, reciprocal nature of their relationship.” Spencer’s musical opinions in Facts and
Comments mirror some of Parry’s own positions, especially his alertness to the corrupting influence of
virtuosity on the audience, while at other times Spencer misleadingly quotes the composer in support
of his own theory of music’s origins in impassioned speech.” Klaus Wachsmann speculates that

Parry’s absence in Spencer’s autobiography might be due to the philosopher’s lack of concern for

73 Spencer famously contrasted Meyerbeer and Mozart by counting the number of scale-passages and arpeggios
appearing in their works. See Facts and comments (New York: D. Appleton and Company, 1902), p. 113.

7 ‘Herbert Spencer: some recollections by Sir Hubert Parry’, The Musical Times 45/731 (1 Jan. 1904), p. 28.

7> Klaus Wachsmann writes, “If Parry stood so clearly under Spencer’s influence, one might well ask whether this
relation was mutual. Strangely enough, there is no mention of his friend in Spencer’s autobiography.” See
Wachsmann. ‘Spencer to Hood: a changing view of non-European music’, Proceedings of the Royal
Anthropological Institute of Great Britain and Ireland 1973 (1973), p. 7.

76 Spencer, op. cit., p. 68.
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observations and details.”” By the time Parry made his recollections for the Musical Times, the passage
of time had put some distance between him and his youthful devotion to the philosopher. Yet
Spencer’s enormous influence on his mature thought is indisputable: his emphasis on the subjectivity
of knowledge (against the positivists), his agnostic doctrine of the ‘Unknowable’, his view that society
is an aggregate of individuals and that the character of society is only as good as the character of its
constituent units, all find echoes in Parry’s writings from his Evolution of the Art of Music through to
Instinct and Character. Although the whereabouts of their private correspondence is not known,
Parry’s preface to the Evolution of the Art of Music shows that he sought Spencer’s guidance when
writing on the topic of ‘savage’ music.”® With regard to Spencer’s evolutionary theory, the general
principles were deemed more important than the discrepancies and flaws in the details:

Whatever his judgment was on matters of detail, the general exposition of his principles of

evolution and psychology and so forth have had an effect on the interpretation of artistic

developments which is of supreme importance.”

When Spencer died in 1903, Parry wrote to Charles Holme, Spencer’s executor and editor of
the Studio, expressing his inability to attend the cremation due to the pressure of his work at the Royal
College of Music.” By then, Parry had already distanced himself more assertively from Spencer’s views
and had begun exploring new musicological avenues, beginning with his research into seventeenth-
century music. Yet both Darwin and Spencer played a deeply ingrained role in the composer’s early
thought, and they exerted a long-lasting influence on his writings. Darwin’s mission to secure a
natural understanding of the biological world, the ground-breaking success of his evolutionary theory,
along with Spencer’s exemplary method of addressing social complexity and the ideological openness
of his metaphor of cosmic evolution, invited a musicological response from the scientifically-minded
Parry. The most direct result of this early, crucial intellectual association is the Evolution of the Art of
Music, a work intended to revitalise musical scholarship in England and to change the way that the

whole history of music might be perceived.

77 Wachsmann, op. cit., p. 7.

78 Parry. The evolution of the art of music (London: K. Paul, Trench, Tritbner & Co., 1905/1893), p. v.

7 ‘Herbert Spencer: some recollections by Sir Hubert Parry’, The Musical Times 45/731 (1 Jan. 1904), p. 28.
8 Letter from Hubert Parry to Charles Holme, 12 December 1903, Senate House Library, GB 96 MS 791.

97



3.2 From Savagery to Civility: The Quest for Music’s Origins

At the heart of Parry’s search for a naturalistic account of music lies the question of how music
originated in the first place, given the untenability of special creation. This section discusses his ideas
in the Evolution of the Art of Music in relation to other Victorian theories of music’s origins, especially
Darwin’s and Spencer’s. Parry’s unique position, informed by his practical knowledge as a composer,
highlights his ideological distance from the more theoretical and scientific minds of the day who also
confronted the same problem. As a practitioner of music, Parry viewed the question of the art’s
origins as closely linked with its ideal functions in modern society. For the composer, the emergence
of musical consciousness represents an important milestone in man’s cultural ascent from a condition
of savagery to that of civility, through which the state of man and the state of nature became properly
segregated. His conclusions on the specifics of musical beginnings can also be seen to premise his

strong convictions regarding the civilising nature of the art.

In the absence of direct evidence, Victorian intellectuals offered many conflicting hypotheses
as to how music might have originated. As Zon points out, Joseph Goddard was the first Victorian
thinker to attempt an evolutionary explanation of music’s origins in 1857.% Spencer’s famous article
for Fraser’s Magazine, aptly entitled “The Origin and Function of Music’, appeared later that same
year. In his article, Spencer posits that music developed out of emotionally intensified speech tones
and that qualities such as loudness and variances in pitch indicate a higher level of emotional
engagement. Darwin’s position, contrary to Spencer’s, was developed through his early work on
birdsong; Darwin first hinted at a theory of music’s origins based on natural and sexual selection in his
posthumous Essay of 1844.% The Descent of Man presents an evolutionary explanation of music which
runs counter to Spencer’s speech-to-music arrangement. Music, according to Darwin, predates speech

and was originally developed through courtship rituals. He further suggests, in Edward Lippmann’s

8 Zon. ‘The “non-Darwinian” revolution and the great chain of musical being’ in Evolution and Victorian
culture, ed. Bernard Lightman and Bennett Zon (Cambridge: Cambridge University Press, 2014), p. 196; see also
Zon. ¢ “Spiritual” selection: Joseph Goddard and the music theology of evolution” in Music and theology in
nineteenth-century Britain, ed. Martin Clarke (Farnham: Ashgate, 2012), p. 235.

82 On Darwin’s position on music’s origins, see Peter Kivy. ‘Charles Darwin on music’, Journal of the American

Musicological Society 12/1 (Spring 1959), pp. 42-8.
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words, that “musical sounds were one of the bases for the development of language.”® In his book,
The Expression of the Emotions in Man and Animals (1872), the famed naturalist asserts that Spencer’s
explanation is “too general and vague to throw much light on the various differences, with the

exception of that of loudness, between ordinary speech and emotional speech, and singing.”*

The English psychologist, Edmund Gurney, popularised the controversy in his work, the

Power of Sound, siding primarily with Darwin’s courtship hypothesis. The debate lived on healthily in
the pages of the philosophic journal, Mind, but the extent to which Parry was aware of its recent
developments, or was able to incorporate them into his own thought process, is not known. Indeed in
1891, the Evolution of the Art of Music was only two years away from its completion, and the author
was overwhelmed by the amount of new ethnological information flowing in from the field. In his
book, Parry takes a middle-ground between Darwin and Spencer, envisaging music and speech as
originating from a common source. This is not made explicit by the author, but can be discerned from
his manner of addressing music and language in analogous terms:

All such utterances are music in the rough, and out of such elements the art of music has

grown, just as the elaborate arts of human speech must have grown out of the grunts and

whinings of primitive savages. But neither art nor speech begins till something definite

appears in the texture of its material. Some intellectual process must be brought to bear

upon both to make them capable of being retained in the mind; and the early steps of both
are very similar.®

With Darwin’s theory of sexual selection, Parry’s formulation in the Evolution of the Art of
Music had very little in common. In the Descent of Man, Darwin argues from birdsong that “language
owes its origin to the imitation and modification of various natural sounds, the voices of other
animals, and man’s own instinctive cries, aided by signs and gestures.” Parry’s own naturalist
interests in birds is best observed here in passing: in 1903, he was in correspondence with the Oxford-
trained solicitor, W. L. Mellersh, on the flocking behaviour of starlings.” Mellersh passed Parry’s
observations on Irish gannets to the ornithologist, Edmund Selous (brother of the famous explorer

and hunter, Frederick Selous). Mellersh was trying to popularise his book on the birds of

8 Edward Lippman. A history of Western musical aesthetics (Lincoln: University of Nebraska Press, 1992), p. 276.
8 Darwin. The expression of the emotions in man and animals (London: John Murray, 1872), p. 9.

% Parry. The evolution of the art of music (London: K. Paul, Trench, Triibner & Co., 1905/1893), p. 6.

8 Darwin. The descent of man, vol. 1 (London: John Murray, 1871), p. 56.

% Letter from William Lock Mellersh to Hubert Parry, 14 February 1903, ShP.
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Gloucestershire (which Parry came around to read in 1910); he also shared with the composer a
mutual interest in music. Parry’s Romantic conviction that music began with expression, however, led
him to dismiss the notion that language, or indeed music, could have originally come about in the
imitation of birdsong.*® Regardless of whether or not musical sounds have their basis in the mimicry
of nature, as a hypothesis intended to explain the phenomena of musical expression, the idea is too
superficial and glosses over the actual point of the art (as Peter Kivy notes, “it must be conceded that
music did not hold an important position in Darwin’s thought™). Parry was more concerned with
explaining the origin of music as an artistic phenomenon and its staying power in human society
throughout the ages. How could music’s enormous sympathetic and expressive powers be explained?
His reticence towards Darwin’s theory might have also stemmed from his conservative stance on sex.
Would an evolutionary theory of music derived from sexual indulgence denigrate its credibility as a
‘noble’ art? Darwinian sexual selection was the theme of Eliot’s Middlemarch, challenging the
scientific justification of women’s inferiority (Parry named his first daughter after the novel’s female
protagonist, Dorothea Brooke, and his second daughter, Gwendolen, after a character in Daniel
Deronda). Eliot’s reservations on giving sexual rivalry too wide a licence in society reflected Parry’s
own dislike of hereditarianism and biologism. Furthermore, Darwin’s idea contained severe Platonic
restrictions, such as when he argued that “music arouses in us various emotions, but not the more
terrible ones of horror, fear, rage, &c. It awakens the gentler feelings of tenderness and love.” Parry’s
musical career was a statement against the simplistic and complacent utilitarian view which saw music
as merely a socially useful pastime. On the very first page of The Evolution of the Art of Music, he

offered music’s sympathetic qualities as a bulwark against man’s “cold-blooded utilitarian motives”.”!

The advantage of Spencer’s explanation over Darwin’s theory of sexual rivalry, which made it
more immediately appealing to the composer, was that it discussed music primarily as an emotional
experience. Parry saw musical articulations chiefly as attempts to convey expression, and speech as

being more specifically geared towards meaning. However, John Offer perceives that “when discussing

8 Parry, op. cit., p. 4.

% Kivy, op. cit., p. 48.

% In the first edition, Darwin writes: “Music affects every emotion, but does not by itself excite in us the more
terrible emotions of horror, rage, &c.” See Darwin. The descent of man, vol. 2 (London: John Murray, 1871), p.
335.

°! Parry, op. cit., p. 1.
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the origin of music Parry, whilst sharing Spencer’s language, refrains from actually claiming that
music evolved from excited speech”.”” For Parry, it was not a matter of chronology but rather of focus:
one tended to the evolution of language, the other to the development of music as an art form. This
conspicuously set him apart from Spencer’s view that music was an extension of speech. Parry also
differed from Spencer on the question of rhythm, adopting a stance closer to Richard Wallaschek’s in
Primitive Music (1893). During the period that Wallaschek was working and living in London,
between 1890 and 1895, he became a prominent participant in the debate on music’s origins. In the
July 1891 volume of Mind, the author argues that “whereas Mr. Spencer, however, seems to think that
musical modulation originates in the modulation of speech, I maintain that it arises directly from the
rhythmical impulse.”” Wallaschek bases his conclusion on 1) the fact that rhythm plays a superior
role to melody in even the music of modern-day primitive cultures; 2) the incongruity in the
development of speech per se and speech used in singing; and 3) the view that “music is an expression
of emotion, speech the expression of thought.”* The third point is similar to Parry’s, although
Wallaschek goes a step further by dissociating intellectual and emotional faculties of the brain®,
speculating that in the primitive stage of mental development “thought and emotion [might] have not
yet become clearly differentiated.”® Zon, in attempting to link Parry with Spencer and in opposition
to Rowbotham, maintains inaccurately that “for Parry the origins of music lie in vocal roots.”” In
reality, the Evolution of the Art of Music argues that musical expression can be divided into two orders,
melodic and rhythmic. The author appears inclined to sit on the fence on the question of chronology,
whereas Wallaschek directly opposes Spencer’s speech theory. In The Music of the Seventeenth

Century, Parry similarly stresses the importance of rhythm and dancing:

%2 Offer, op. cit., p. 48.

% Richard Wallaschek. ‘On the origin of music,” Mind 16/ 63 (Jul. 1891), p. 382. The discussion was followed up
in Mind New Series 1/1 (Jan. 1892), pp. 155-6.

** Wallaschek. Primitive music (London: Longmans, Green and Co., 1893), p. 253.

* See Amy Graziano and Julene K. Johnson. ‘Richard Wallaschek's nineteenth-century contributions to the
psychology of music’, Music Perception: An Interdisciplinary Journal 23/4 (Apr. 2006), p. 293: “Although not
widely recognised, Wallaschek was an early contributor to the field of music psychology.”

% Wallaschek, op. cit., p. 253.

%7 Zon. Representing non-Western music in nineteenth-century Britain (Rochester: University of Rochester Press,
2007), p- 111. In a more recent essay, however, Zon appears to contradict his own statement: “Following on from
Engel, Rowbotham and Parry, for all of whom music begins paradigmatically with the Drum stage...” See Zon.
‘The non-Darwinian’ revolution and the great chain of musical being’ in Evolution and Victorian culture, ed.
Bernard Lightman and Bennett Zon (Cambridge: Cambridge University Press, 2014), p. 217.
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There can hardly have been any time in the history of the human race when men refrained
from dancing; and where dancing is, there must be some kind of rhythmic music to inspire
and regulate it. Not much ancient instrumental dance music has been preserved, but even
the earliest mediaeval secular songs always have a rhythmic character, which indicates that
they once were connected with dance motions...*
It is therefore unsurprising that Wallaschek would cite Parry’s authority (his ‘Dance Rhythm’ article in

Grove’s Dictionary) in Primitive Music, while making his point against Spencer’s: “definiteness in any

kind of music, whether figure or phrase, was first arrived at through connection with dancing.”

In his History of Music Aesthetics, Enrich Fubini remarks that “work on the origins of music by
a Spencer, Darwin, Wallaschek, Combarieu and others was misguided in the sense that these thinkers
took no account of music’s artistic dimension.”'* Indeed in Facts and Comments, Spencer confronts
the criticisms of those like Edmund Gurney and Ernest Newman'”' by setting out to “dissipate utterly
the supposition that the [1857] essay... was intended to be a theory of music at large”.'” The main
peculiarity which decisively distinguishes Parry’s position from Spencer’s is that the former was
always considered with the bigger picture of music’s ideal function in mind. The Evolution of the Art
of Music uses music’s origins to inaugurate discussions about the artificiality and the diversification of
music, while Spencer, Wallaschek and others rely more overtly on the idea of vestigial structures to

account for the functional disparity between proto-music of the past and music of the present.

Parry constructs his case from the premise that sympathy is a universal virtue of mankind,
though he does not claim to know how this sympathy originated.'”> While, as Darwin had assured his
readers in the Descent, the instinct of sympathy is not a distinctly human feature, the conscious and

balanced pursuit to grow in mutual understanding is something exclusively reserved for the more

% Parry. The music of the seventeenth century (Oxford: Clarendon Press, 1902), p. 10.

% Parry, from his article, ‘Dance rhythm’, cited in Wallaschek, op. cit., p. 236.

' Enrico Fubini. The history of music aesthetics, trans. Michael Hatwell (Basingstoke, Hampshire: Macmillan
Press, Ltd., 1990), p. 356; Fubini’s remarks must be read with a degree of scepticism, considering Spencer’s
rebuttal in Facts and Comments and Wallaschek’s holistic concept of ‘Musikvorstellung’. On the latter point, see
Graziano and K. Johnson. ‘The influence of scientific research on nineteenth-century musical thought: the work
of Richard Wallaschek’, International Review of the Aesthetics and Sociology of Music 37 (2006), p. 20.
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p.- 1

102



functional phases of social life. There are an infinite number of ways in which humans can “excite
their sympathetic instincts”, but art stands apart in emphasising mutual expression. Artists are

“peculiarly susceptible to [internal and external] beauty of some kind”'**

, and their explorations into
deeper realms of thought and emotions make them desire to share their experiences with others. As
Delia da Sousa Correa explains, Spencer similarly perceives that:

Sympathy is crucial to human happiness and the precondition of the behavior which

distinguishes civilization from barbarism... According to Spencer, the function of

civilisation is to curb the aggressive characteristics of pre-social man, replacing them with

altruistic desires. His evolutionary model of human society and psychology leads him to

conclude that the progress of civilization will increase the extent to which people express
their emotions.'”

Music, furthermore, stands apart from the other arts in being directly associated with expression.
Although Parry does not aver that non-musical arts are less concerned with expression, he believes
that as far as the question of origins goes, painting and sculpture have their beginnings in imitation,
whereas music has its beginnings in expression.'” To take Walter Pater slightly out of context, all art
does aspire to the condition of music — as a matter of fact, art cannot be considered truly art until it
ceases to be imitative. Music’s claim to emotional immediacy thus enables him to place it, as Spencer

and the Romantics had done so before him, at the head of the arts.

Central to Parry’s dichotomy of art versus nature is the theory that music develops via a loss of

“direct significance™”’

, as art effectively throws a blanket over the crudities of primitive expression.
On this subject, he seems to echo Stainer’s position that “art cannot be said to exist unless there is an
appeal to Emotions by means of the Intellect.”” Because musical variables become increasingly
distinguished “under the necessities of artistic convention”'?, the initial result is a restriction of

expressive freedom as opposed to greater access to the emotions. Rather than a statement of Western

hegemony, Parry’s attempt to place harmonic music at the apex of evolutionary development must be

194 Ibid., p. 2.

1% Delia da Sousa Correa. George Eliot, music and Victorian culture (Basingstoke, Hampshire: Palgrave
Macmillan, 2003), p. 19.

1% Parry, op. cit., p. 5.

7 Ibid.

1% John Stainer. Music in its relation to the intellect and emotions (London: Novello and Company, Ltd., 1892), p.
18.

1 Parry, op. cit., p. 9.
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understood within the context of a contemporary polemic concerning the natural basis of harmony.
As Larry Whatley explains, “the nineteenth-century British theorists were primarily concerned with
formulating a theory of harmony, to explain the origins of chords in terms of natural acoustical
phenomena.”"'* Alfred Day worked out a rigid theory of harmony partly derived from Rameau’s
teachings of ‘natural harmony’ in his Treatise on Harmony (1845). Whereas in the previous century,
Rousseau had identified melody as the natural source of musical expression, the Romantic emphasis
on chromatic structures had rendered such a position untenable. George Alexander Macfarren, under
whom Parry studied in 1875, was a major proponent of Day’s theory, who, according to Percy A.
Scholes “reduced the Day system to practical teaching form, basing it on a series of rules and exercises,
in his Rudiments of Harmony (1860)”.""' Macfarren’s commitment to Day’s contentious theory
ultimately led to his resignation from the Royal Academy of Music in 1848; he went on to publish a
revised edition of Day’s Treatise in 1885. Parry’s diary of 1875 shows that Macfarren and he were in

profound disagreement “about a progression which he [Macfarren] held to be inadmissible”:''*

I could see that he was very angry, but he was wonderfully patient. I held that a chord
which was made up of notes which are in the minor scale is always legitimate. He said that
the common chord of the minor third (i.e. of the relative major) was inadmissible in a
progression from the key to its dominant...'

In his biography of Parry, Dibble refers to the composer’s disaffection with “Macfarren’s
doctrinaire attitude to harmony” and argues that “the conservative ethos of Macfarren’s teaching,
particularly in the province of harmony and form, did little to activate Parry’s creative
development.”""* When his friend Stuart Wortley asked him for help with technical matters of
composition, Parry naturally referred him to Macfarren because he did not feel himself “sufficiently
habituated to the technical restrictions to be able to put my finger down with certainty upon the

offences against the arbitrary laws.”""” In addition to Macfarren, Frederick Ouseley was also a

proponent of Day’s system, adopting aspects of his work in his own Treatise of Harmony (1868)."° At

10 G. Larry Whatley. ‘Music theory’ in Music in Britain: the Romantic age, 1800-1914, ed. Nicholas Temperley
(London: Athlone Press, 1981), p. 475.

W Percy A. Scholes. Mirror of music, 1844-1944, vol. 2 (London, Novello and Company, Ltd., 1947), p. 709.

12 Parry. Diary, 20 April 1875, quoted in Dibble, op. cit., p. 123.

'3 Ibid.

"4 Dibble, ibid.

!5 Letter to Stuart Wortley, 3 January 1878, GB-Lcm MS. 4764.

116 See Scholes, op. cit., p. 709.
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around the time that Parry was studying under Macfarren, the debate was still in progress; C. E.
Stephens read a paper that year before the Musical Association on “The Fallacies of Dr. Day’s Theory
of Harmony’. Parry contributed an article on Day in Grove’s Dictionary a few years later, in 1879, in
which he summarised the key points of Day’s Treatise: “the most important part of his theory... is its
division of styles into Strict or Diatonic, and Free or Chromatic, and the discussion of the
fundamental discords which can be used without preparation.”""” Although he credited Day for his
achievements—“no other theory yet proposed can rival it in consistency and comprehensiveness™"'*—
Parry cautiously pointed out the theory’s vulnerability and the physician’s failure to reconcile theory
and practice. The objections raised in the article included Day’s forbiddance of the sharp fifth and “his
view of the capacity of the interval of the augmented sixth for being inverted as a diminished third.”*"
Parry’s early distrust of theorists continued to intensify over the years; in Style in Musical Art, he
argued that theory “in whatever department of human affairs it is met with—must rightly and always
be regarded with distrust and suspicion.”'* In repudiating theory, he was aligning himself
intellectually with Stainer, whose Theory of Harmony Founded on the Tempered Scale (1871) was read
in 1872. Stainer disapprovingly observed that “modern theorists attempt to draw their laws of
harmony from both sources, by taking a series of natural harmonics and thence evolving laws which
shall govern the progression of chords made up of tempered intervals.”'*' He would return to affirm
the artificiality of both scale and harmony in a small pamphlet entitled Music in Its Relation to the

Intellect and the Emotions (brought out a year before Parry’s Art of Music), quoting the authority of

Helmbholtz on music and Tyndall on the empirical nature of science.'*

Ebenezer Prout relinquished his ties with Day’s theory several years later, in the sixteenth

) 123

edition of his Harmony: Its Theory and Practice (1901)." Prout’s conversion was symbolic of the fin

Y7 Parry. ‘Day, Alfred’ in A dictionary of music and musicians, vol. 1, ed. George Grove (London: Macmillan and
Co., 1879), p. 436.

18 Thid., p. 438.

1 Ibid.

120 Parry. Style in musical art (London: Macmillan, 1911), p. 313.

12 Stainer. A theory of harmony founded on the tempered scale (London: Rivingtons, 1872), p. viii.
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Britain (London: Newton Abbott, 1984); and Dibble. John Stainer: a life in music (Woodbridge, Suffolk: Boydell
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overdue.
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de siécle concession that music was for the most part man-made and not a product founded in nature.
Whatley explains that “while earlier theorists wrote almost exclusively about harmony, its origin, and
the rules for writing it correctly, Prout... became more concerned with the practice of music than with
its theory”."** Helmholtz’s Tonempfindungen made its translated appearance in England in 1875.
Helmbholtz, whose Popular Scientific Lectures Parry read in 1889 while preparing the Art of Music,
argued in the former work:

Hence it follows. .. that the system of scales, modes, and harmonic tissues does not rest

solely upon unalterable natural laws, but is at least partly also the result of aesthetical

principles, which have already changed, and will still further change, with the progressive

development of humanity.'*

Parry acquainted himself with Gurney’s Power of Sound in 1881 and William Pole’s Philosophy of
Music in 1890 - both works heavily reliant on Helmholtz’s pioneering research on acoustics. Pole
carried Helmholtz’s suggestion of the artificial nature of harmony to the extreme. Helmholtz, he
argued, had attempted with enormous success to “bridge over the great gulf that previously existed
between the science of acoustics and the art of music.”'*® Pole warned emphatically: “Do not tell the
student that such and such combinations, such and such progressions, are dictated by an
unquestionable origin in natural necessity or natural laws, and that to violate them is a crime against
philosophy and science.”? Parry, in compiling the Evolution of the Art of Music, found himself at the
forefront of the fight for creative liberty. In his book, he thus attempted to portray harmony as
representing artificiality par excellence, with the origin of scales being contrastively associated with
nature’s random processes (“what interval the primitive savage chose at the outset was probably very
much a matter of accident”?*). Evolution must attest to music’s variability, its infinite possibilities and
the impossibility of theoretical consensus. As Gillian Beer explains, “diversification, not truth to type,

is the creative principle” of Darwinian evolution.'”

124 Ibid., p. 478.

125 Hermann von Helmholtz, quoted in William Pole. The philosophy of music, 6 ed. (London: Kegan Paul,
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Parry’s opposition of art and nature pits proto-music against music as an established art form.

The origin of music is fundamentally the conscious recognition of the expressive possibilities of art.
Humans in an intellectually advanced stage of society are able to collaborate further in the
construction and transmission of their musical traditions, and better to transfer the collective memory
of their musical past to future generations: “The story of music has been that of a slow building up and
extension of artistic means of formulating in terms of design utterances and counterparts of
utterances which in their raw state are direct expressions of feeling and sensibility.”"** The most
important criteria for art, in this respect, is definiteness, because without some degree of definiteness
the accurate transmission of art would be impossible. For Parry, the fundamental human desire for
coherent musical expression thus acts as a passage from the savage state to the civilised state.
However, coherency of expression is only a means to an end; music does not complete as soon as it
becomes perfectly systematised. Parry’s Darwin-inspired teleology is a non-predictive chronology of
man as he continues to appropriate himself to the Arnoldian ideal of cultural wholeness—i.e. seeing
culture as blossoming “in the love of perfection”."”! From this standpoint, Parry’s critique of music in
the Roman Empire can be read as a critique of Roman culture as a whole, alluding to the failings of
her citizenry to absorb the ideals of ‘sweetness and light:

The decrepit condition of music in the early centuries of our era was as much owing to the

neglect of the art by the Romans as to the falling to pieces of their empire. I should like to

think that their neglect of the higher art of music was a concomitant of the corrupt

condition of society which led to their downfall.'**
While the Roman Empire invites his censure for the neglect and abuses of her cultural gifts, primitive
man had not the benefit of historical experience to be judged by the same severe standards as modern
man. When discussing music’s origins, Parry thus follows Rockstro (whose History of Music was read
in 1888) in recognising the feats of “primitive’ people, who had to approach art practically from
scratch — even if modern listeners may feel inclined to regard their music as unintelligible. A passage
in Style in Musical Art attests to his sympathetic outlook on music of the distant past:

The more different periods and phases of art, and especially of music, are studied, the more
it is seen that types with which the world has completely fallen out of touch, and regards as

10 Parry, op. cit., p. 5.

B! Matthew Arnold. Culture and anarchy (London: Smith, Elder & Co, 1869), p. 8. Telos, in this instance, does
not denote a knowable final state of art, but the maintenance of a spirit of “growing and becoming, in a
perpetual advance in beauty and wisdom.” See ibid., p. 81.
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pure blundering barbarities, have their own methods and purposes; and though the
metamorphosis which has been undergone is so complete that at first sight they seem
almost unintelligible, by degrees, as the facts are unravelled and put in their places, and the
inwardness of their methods are revealed, it becomes clear that the art of the present could
not be what it is unless its development had gone through the forgotten phases; and that
the men of long past days were engaged in solving just the same problems as the men of
the present, though the terms in which they are expressed are now unfamiliar. And it is the

ardour of the patient explorers and searchers after unfamiliar details which supplies the

means of making these phases again intelligible.'*

Parry’s sympathy with the past does not lead him to downplay the achievements of modern
composers either. In Style in Musical Art, he goes further in his attempt to do justice to both the past
and present by showing how the nature of art has been transformed over time. Parry holds that as art
becomes more complex and varied so the risk of stylistic confusion increases. Modern artists are
overwhelmed by the immensity of past experiences, especially since they lack a sympathetic outlook
towards history. Hence, sympathy, the inner flame which inspires man to create art, must be garnered
on a historical as well as a personal level. In his Philosophies of Music History, Warren Dwight Allen
maintains that “both Burney and Parry regard the standards of their own day as infallible criteria.”"**
This is profoundly inaccurate, since Parry specifically warns that it would be a fallacy to judge the
music of the past by the standards of the present:

The familiar habit of average humanity of thinking that what they are accustomed to is the
only thing that thing that can be right, has commonly led people to think that what is

called the modern European scale is the only proper and natural one.'*

Parry