203

F21E2EXE
(2021 11208 (). B RAFEHAPHAF ¢ >/ - Zoom HA)

® B

| HARHEER

H—=E

LLW. V== 2( vy OW) =HIEC A2 LEBO%L
B

AR IR B REE R BE)

JW. 7 == 2L B ((HEOMFIZIEL I IAEY [y ray
FORIZE 572) (1915) 1F. AT =AY OFIZTEEHF - 723 HoOUE
DIAEDIETTH ) . RIEICIZ 20 L MEOE R O L HEBIEN TS
EHEMTE D, RIERTIEZ, T4 —F—NTADAT v F 7 v 7 12 HH
ATy FE2Gge L, KMEOMBERZHE, COEEZ I L2, €
M2 E 5Ty BRPREZFI5EEZ 2 TEE, HIEL Twz2 &2
L7z Z0%2ThH, HIRS EERRELZ RO 2817 5 K —X
KA LI -BHEZRIL, BRORITCh o[ ZATT 4 v 7 - FLA]D
FFEARD ANTKIREH 2 REEITER L Thoz 2 EHL IR 572,
COEHITARIEIZIET 4 7 M) TEID 5 20 AL Ot D ZEAL R AT AYEL
DANSENTVD Z LMD, BROIEBICEND LHBIZEELL T
DT, BTG B2 E, [H L/ GolciEn
BT 7z SRR 720

2. John Everett Millais and Martha Combe: Redefining the Nature of
the Artist-patron Relationship
&I SR T (EZ PSR AE)

As one of his earliest patrons, Martha Edwards Howell Bennett Combe
(1806-93) built a firm relationship with the artist, John Everett Millais
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(1829-96) . Together with her husband, Thomas Combe, Superintendent of
the Clarendon Press at the University of Oxford, she became a strong
supporter of the young Pre-Raphaelites and their associates including Millais,
William Holman Hunt and Charles Allston Collins, and their home had
gradually turned itself into a salon for the young artists as they frequented
Oxford for artistic inspirations and productions. Not only as an avid patron
of his art but also as a reliable friend, Martha became an integral part of
Millais® early career and occasionally provided both mental and physical
support including regular correspondence as well as the procurement of
props for his art. While her involvement in the artistic community and
patronage was at an equivalent or even higher degree to those of her male
counterparts, Martha’s commitment to sustain the young artists and to build
the Combes’ art collection has long been overshadowed by that of her
husband as is often the case for female sponsors of Victorian artists.
Particularly focusing on the early period of the artist’s career from the late-
1840s to the 1850s, this study had explored the nature of Millais and Martha
Combe’s relationship by examining her role and involvement in his art-
making, and had attempted to redefine her contribution to the art of Millais

and his fellow artists.
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“ The very top of the musical tree ” : Changing Ideas of Grand Opera in
Victorian Britain

David Chandler (Doshisha University)

Nearly all theatre in Victorian Britain included music, but at “the very top
of the musical tree, ” to use a phrase from G. Herbert Rodwell (1800-52),
was the idea of “grand opera.” There was no clear, agreed definition of what
grand opera was, but in general terms it was opera deriving from the
Continental European traditions of opera, and therefore outside the English
tradition of “dramas with songs.” It generally required larger, more expensive
musical forces, meaning it was always running into financial difficulties,
despite its cultural prestige. The idea of grand opera significantly shifted
through the Victorian period, first because the Italian, German and French
traditions of opera influencing it were rapidly evolving in these decades; and
second because the great success of more popular forms of musical theatre in
Britain reduced the audience for grand opera.

Rodwell’s Letter to the Musicians of Great Britain (1833) is a protest at the
lack of opportunities for British composers to write grand opera, and his was,
to some extent, a rather frustrated career. Slightly younger composers did get
more opportunities, however. The Irish composer Michael William Balfe
(1808-70) dominated the creation of English grand opera in the early
Victorian period, starting with The Siege of Rochelle (1835) . While Balfe’s style
was heavily influenced by Italian opera, George Alexander Macfarren (1813-
87) sought to synthesise the English opera and folksong traditions with
grand opera to produce a more thoroughly national musical theatre,
represented by such works as King Charles II (1849) and Robin Hood (1860) .
Arthur Sullivan (1842-1900), Macfarren’s heir in some respects, represents
the great difficulty facing more serious opera after the enormous success of
English comic opera, or operetta, from the 1870s onwards. His concept of

grand opera is most clearly revealed in [oanhkoe (1891). Frederick Corder
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(1852-1932), the first British composer to be strongly influenced by Richard
Wagner, represents an epochal movement of grand opera away from
commercial theatre and into the realm of “ art music. ” Like Rodwell, he was
frustrated by the lack of opportunities for British composers, and in 1913
wrote disconsolately: “the English public has never yet grasped that an Opera

1s a work of art.”





