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XIII.

Women's Support and
Encouragernent of Music

and Musicians

Linda-Whitesitt

INrnooucrroN

"Culture, like automobiles, lighting fixtures, and bread, is produced by

the integrated actions of people filling a variety of roles."1 Far from the

Romantic ideal of art as the product of individual and isolated genius,

musical culture is the outcome of actors in socially defined roles playing
parts in socially constructed institutions. It is the result of performers,
listeners, teachers, instrument makers, publishers, critics, ticket purchasers,

mânagers, helpmates, fundraisers, administrators, and volunteers interact-
ing in private and public institutions-family, church, court, salon, con-
certs, symphony orchestras, festivals, and conservatories. By transcending
the myth of the great artist and looking at systems rather than individuals as

the architects of art, women become visible as starring actors in the in-
stitutional creation of musical culture.

Limited by familial and societal conventions from entering the public
professions of composition and performance, women have turned to other
ways of participating in musical culture. In the private sphere of home,

court, and salon, they have encouraged the musical education of their
children, engaged the services of composers and performers, and promoted
the careers of virtuosi. In the public sphere of symphony orchestras, music
festivals, community recital series, and educational institutions, women
have founded performing ensembles, coordinated fund-raising efforts, man-
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aged appearances of touring artists in their communities, started music
libraries, donated land for music parks, established insrrumenr .oil..tionrl
and joined rogerher to solicit financial backing for large musical institutions.

Although women have viewed their support of music from a u".i.ty of
vantage points, most have sought the role of friend to music for the same
reasons: a deep love of music, a belief in the value of musical experiences in
the life of a community, and an appreciation of the rewards of musical
training in the education of the young. Many have come ro their commit_
ment of nurturing the lives of musical individuals and institutions from
musical backgrounds, and many see their work as an opportunity to give
back to the community and to music the enrichment they experienced as
music students. Discouraged from entering the labor market, educated, and
displayed as status symbols for their husbands, wealthy women with leisure
time looked to involvement in cultural activities to escape the isolation of
the home. Only in the twentieth century, with the necessity of coordinated
group support for ever-larger musical institutions, have women of lesser
means pooled their resources to support musical organizations.

Although much of their work has been in the form of financial subsidy,
women's support of musical activities calls for a broader definition of
pâtronage, one that includes the encouragement of child by mother and
husband by wife; the donation of hours, energy, and organizational skill;
and the fashioning of nurturing environments for musical culture. In view of
the sheer number of women who have been active supporters of music and
the lack of scholarly attention to the area of patronage in general, the
scarcity of primary sources, the dearth of reliable secondary studies, and the
invisibility of women's activities in historical documents, this chapter is but
a brief exploration of what has been an unknown terrain. What follows is
only a beginning-a brief chronological sketch of women's part in helping
to create musical culture.

Supponr rN PRTvATE INSTrrurroNS oF Musrc Merwc

Until the development of public institutions of music making in the late
eighteenth century, music was cultivated in the private institutions of church
and court by persons holding positions of power. On occasion and under
certain circumstances, these might include women. During the Middle Ages

the most significant was Eleanor of Aquitaine (7722-1204), who, along
with her family and her descendants, influenced the course of medieval
music.2 By the thirteenth century, Europe's feudalism began to be replaced
by a hegemony based on royal dynasties. Numerous noblewomen of Eu-
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rope's castles and manors directed musical courts where composers and
performers flourished: Mary of Burgundy (1457-82) retained rhe services
of chanson composer Antoine Busnois as her prêtre chaplain; Margaret of
Austria (1480-1530) reestablished the musical brilliance of the Burgundian
court with her special protégé Pierre de la Rue; and Mary of Hungary
(1505-58) succeeded Margaret as Regent of the Netherlands and followed
her lead as patron by nurturing an active musical chapel in Brussels.

The power enjoyed by some women under the feudal and monarchical
system of western Europe was far less common in the sovereign states in
Renaissance Italy. Nevertheless, two women exerted an enormous influence
on the course of native Italian music in the sixteenth century: Lucrezia
Borgia (1480-1519) in Ferrara and Isabella d'Este (1474-1539) in Mantua.
Both women paid exclusive attention to secular music for voice and strings,
but Isabella focused her patronage on a single type of music, the frottola,
while Lucrezia concentrated on music for banquets and dances for court
celebrations. In addition, both women employed one of the greatest frottol-

..'$

Leonardo da Vinci, drawing of Isabella
d'Este. Paris, the Louvre, Photo courtesy of
Alinari/Art Resource.
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ists of the period, the composer Bartolomeo Tromboncino, who served
Isabella from 1,489 to 1505, when he left for Lucrezia's court. Both Isabella
and Lucrezia encouraged Tromboncino to create musical settings of the
poems of Petrarch and his most talented successors, thus raising the literary
standards of the frottola. Because of Isabella's greater commitment to
quality poetry, "and because her determined patronage stretches over a
longer period than Lucrezia's, it may be that Isabella is the more important
patron. Nevertheless, both women contributed profoundly to the rise of
native ltalian music and to its development."3

Women of noble rank continued to hold sway over the course of
musical styles and composers' careers through the nineteenth century. In
England, Elizabeth I (1533-1603) encouraged the flowering of keyboard

music during her reign not so much by direct patronage as by her example

as an amateur singer, dancer, and virginalist. In Rome, Queen Christina of
Sweden (1,626-59) gathered around her an incredible entourage of poets,

musicians, artists, and intellectuals; they became the nucleus of the Arcadia,

one of the most famous academies in Rome. As her maestro di cappella

Christina employed Alessandro Scarlatti, who remained in her retinue from
ca. 1680 to 1684. Scarlatti probably also provided music for Christina's

successor as patron of the arts in Rome, Maria Casimira of Poland (1641-

1715),who in 1696 settled into voluntary exile in that city. Her fifteen years

of distinguished and far-reaching patronage in Rome included support of
Alessandro's son, Domenico Scarlatti. Today Scarlatti's renown as a com-

poser of keyboard sonatas is due to the woman he served first as teacher

then as music master, the woman who commissioned for her own use most

of the composer's 550 harpsichord sonatas: Princess Maria Barbara of
Bragança (1711-58).

The revolutions at the end of the eighteenth century shook the social

foundation of music making, dependent as it was on the wealth of the

aristocracy. Now the growth of independent concerts, opera' and musical

societies caused the structure of musical life to develop different institutions
and social organizations. By the middle of the nineteenth century' the

growing economic power and stability of the middle class supported a

public world of commercial concert establishments, and "by 1870 there was

iittle in the new concert world which would seem anachronistic today."4

The nineteenth century also witnessed the emergence of two different

musical worlds: high art, the music of the German classical school; and

music that was more popular, opera and music of the virtuosi. Each had its

own public, institutions, and activities. Benefit concerts and salons provided

a setting for the dazzling displays of the virtuosi and offered musicians the

opportunity to build followings for themselves. Orchestral and chamber
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music concerts furnished an arena for classical music. until the middle of
the nineteenth century, concerts of popular music overshadowed concerts of
classical music in London, Paris, and Vienna. Not until the 1860s did
"serious" music encompass both the virtuosic and the German schools.

Given the close link berween the popular-music world and the world of
the family (benefit concerts grew out of salons centered in the home),
women played a critical role in its foundations: they took charge of their
children's musical education, continued their own musical training, and
directed the salons. In the public world of classical concerts, however,
"Males imposed . . . a lofty intellectual definition through which-thanks to
the traditional conception that men were more serious than women-they
excluded the other sex from leadership, even though women attended
classical-music concerts just as much as men."S Women would not be
awarded formal public authority over such concerts until the twentieth
century.

lØith the soaring popularity of the piano ar rhe turn of the nineteenth
century and its importance as a vr'oman's instrument, many composers
made their livings by teaching and composing for women as well as by
performing in women's salons. Beethoven honored many women with
dedications: Eleonore von Breuning, Christiane Lichnowsky (7765-1.841,),
Anna Luise Barbara Keglevich, Antonie Brentano, and Dorothea Ertmann,
among others. His participation in the musical gatherings of Nanette
Streicher and her husband, Johann Andreas Streicher, led to a close
"motherly" relationship with Frau Streicher, a type of nurturing association
characteristic of many of Beethoven's alliances with other women. Other
sponsors in the nineteenth century include Countess Maria lØilhelmine of
Thun-Hoherstein (mother of Christiane Lichnowsky), who was a patron of
Haydn, Beethoven, and Mozart; Counress Delphine Porocka (1807-77),the
dedicatee of many of Chopin's works; and Pauline Viardot-Garcia (1.821-
1.91.0), who helped foster the careers of Gounod and Saint-Saëns.

In addition to arranging salons, women of wealth continued their
private subsidy of composers. For Grand Duchess Elena Pavlovna (1807-
73), sister-in-law of the tsar, Anton Rubinstein served as accompanist to
palace singers (he jestingly referred to his position as "Janiror of Music"),
lived as a guest at the Kàmennoi-Òstrov Palace, wrote a series of short
operas to illustrate the differing nationalities of Russia, accompanied his
patron to Nice, and helped the duchess plan the establishment of the
Russian Musical Society and the Russian Conservatory. Another Russian
composer, Tchaikovsky, was awarded a number of commissions followed
by an annual allowance for fourteen years by the wealthy widow Nadezhda
von Meck (1,831-94), who later employed Debussy as her pianist. She and
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Tchaikovsky had a unique association in that they never met; both needed

the illusion of close emotional support without the obstructions an actual
meeting might incur.

'\üíomen have long served as sources of support. for their partners,

dedication generally inspired by deep commitment and admiration for the
artistic ability of their lovers or husbands both during their lives and after
their deaths. Clara Schumann (1.81.9-96) gave sustained emotional, finan-
cial, and artistic sustenance to Robert at the same time as she managed their
household, bore eight children, and pursued her own successful composing

and performing career. Other helpmates in the nineteenth century include

George Sand (1804-76), pseudonym of the writer Amantine Lucile Aurore
Dudevant (Chopin), Countess Marie d'Agoult (1805-76) and Princess

Carolyne Sayn-\üittgenstein (1819-87; Liszt), Cosima Wagner (1837-

1930), Giuseppina Verdi (1815-97), and Alma Mahler (1879-1964). tr
woman's negation of self on behalf of her partner's art is epitomized in
Alma Mahler's acquiescence to her husband's wish that she abandon her

own composing career:

I buried my dream and perhaps it was for the best. It has been my privilege to
give my creative gifts another life in minds greater than my own. And yet the

iron had .t t.r.d -y soul and the wound has never healed.6

I lived his life. I had none of my own. He never noticed this surrender of my
existence. He was so self-engrossed that any disturbance, however slight, was

unendurable. 'Work, exaltation, self-denial and the never-ending quest were

his whole life on and on and forever.T

'ùíith the consolidation of modern concert institutions in the second

half of the nineteenth century, salons declined in importance. However, the

practice of inviting musicians to perform for guests in one's home continues

until this day. Composers and performers of the early twentieth century

won unwavering support from the woman whose salon became the cross-

roads in new musical developments in Paris: Princesse Edmond de Polignac

(1,865-1,943), who for more than half a century promoted the talents of
young performers, commissioned new works' and ensured the performance

of new music. The list of those she supported reads like a register of the

primary âctors on the musical/artistic scene from 1880 to 1.94Ù Gabriel

Fauré, Ernest Chausson, Vincent d'Indy, Emmanuel Chabrier, Maurice

Ravel, Ethel Smyth, Claude Debussy, Manuel de Falla, Jean Cocteau, Serge

Diaghilev, Darius Milhaud, Igor Stravinsky, Erik Satie, Germaine Tail-

leferre, Karol Szymanowski, Nadia Boulanger, Paul Hindemith, Francis

Poulenc, Kurt Veill, and Jean Françaix.
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Supponr oF PuBLrc lNsrrrurroNs

Although individual women have continued to support composers in
the twentieth century, much of women's gift-giving to music has been
directed toward public institutions in their communities: concerr and opera
series, symphony orchestras, educational institutions, music festivals, and
the like. Combining their view of music as necessary for the cultural life of
their communities with their commitment to social services for the masses

and education for the young, women have joined together to provide rich
musical environments. Nowhere has this support been so vital as in the
United States.

The role of cultural supporter was first championed for American
women by Fanny Raymond Ritter (1830-90) at the 1876 meeting of the
Association for the Advancement of \üØomen:

Every American lady who possesses the indispensable kindness of heart,
refinement, generosity and culture, as well as influence,-the wives of men of
intellectual power, inherited wealth, or great commercial prominence, more
especially-can accomplish a gteat deal in her own small circle. . . .

tùüith lady amateurs, then, will chiefly rest the happy task of preparing, by a

beneficent use of such abilities as they may possess, the soil which must foster
the young germs of future Americân art. . .8

In the United States there wâs a common notion that men guarded the
precincts of business and politics while women oversaw the domains of
home and culture. Many women triumphed in the socially sanctioned
separate sphere of musical patronage without questioning the construct of
separate spheres itself, and they did it, as Ritter suggests, "in [their] own
small circle."

'\ùØomen began their group patronage of music in women's music clubs
and music departments of women's clubs, part of a long line of nineteenth-
century women's organizations that included charitable and missionary
societies, moral reform and welfare groups, and women's study clubs.
Organized initially to provide a forum for women trained as musicians but
unable to practice music as a profession, women's music clubs soon turned
to stimulating the musical culture of their communities by sponsoring
concerts of touring artists. They were so successful that by 1927 it was
reported that, outside of large cities, individual clubs handled three-fourths
of the concert engagements in the United States, spending approximately
one million dollars to engage concert artists.e Club efforts were â major
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force in the growth and education of concert audiences at the turn oi the
century, and they played a significant role in molding the musical values of
their communities and shaping the nature of concert life in America.lo

One outstanding music club leader was Ella May Smith (L860-1934),

president of the Music Club of Columbus (Ohio). Coming to the presidency

of her club in 1903 from a cateer as a piano teacher, vocal coach, instructor

of music, lecturer on music history' music journalist, composer, and author,

Smith increased the membership of the once-disbanded club to 850 by the

end of her first year and 3,500 by the end of her fourth. During her thirteen

years as president (L903-16), this talented leader established a yearly series

of six artists' and six members' concerts, free public organ recitals, a choir,

the Altruistic Department, an exchange program with other clubs, extension

lectures and recitals, a student organization, community music schools in
settlement houses, and a music library and a trust for its continuation at the

Columbus Public Library. The club also donated an organ to the city. Many

women, using the experience gained in directing club activities' entered the

world of music management and became role models for a growing number

of women professional managers in a variety of arts organizations.
'llomen have been indispensable in championing the symphony orches-

tras in their communities, shaping their development, organizing financial

support, and developing educational programs. Women have also been

influential in the founding of orchestras. In Cleveland, Adella Prentiss

Hughes (1869-1950) enlisted the aid of wealthy businessmen to bring

conducror Nikolai Sokoloff to that city in 1,918. She persuaded them to pay

his salary, thus founding the Cleveland Orchestra, which she managed for

fifteen years. Hughes helped raise money for operating expenses; encour-

aged the securing of Cleveland's first adequate concert auditorium, Sever-

ance Hall; arranged tours for the orchestra; and developed a comprehensive

educational program. Likewise, Ima Hogg (1.882-1975) engineered the

founding of the Houston Symphony in 1913, served twelve terms as presi-

dent of its board of directors, initiated the \üüomen's Committee, and

directed fund-raising campaigns.

Women were essential in the establishment and growth of symphony

orchestras in other cities as well. In Cincinnati in 1.894, the Ladies' Musical

club led the way in founding and supervising the cincinnati symphony

Orchestra. Prominent in these efforts were Helen H. Taft (1861'-1943),fitst

president of the Orchestra Association Board; Bettie Fleischmann Holmes' a

Îater president; and Annie Sinton Taft, who with her husband, Charles Taft,

provided major financial support for the orchesrra. In Iíashington, D.c.,

lh" rrid"y Morning Music Club was one of the founding members and a

major financial supporter of the National Symphony Orchestra. Composer
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Mary Howe (1'882-1964) was importanr in rhis early relationship, and later
in the century Marjorie Merriweather posr (lgï7-1973) donated more than
one million dollars to the orchestra. women exerted tremendous influence
on the course of the New York Philharmonic:

To anyone who examines without prejudice the hisrory of the Philharmonic it
is a perpetual source of wonder that, ever since that fateful moment in 1909
when Mrs. George sheldon helped to marshal the forces that reorganized the
old Philharmonic, rhe society has been blessed with an unfailinf supply of
rich, hard-working, intelligent, loyal, and public-spirited womeri *hã h"u"
been willing to give their time and money for the good of the city's musical
life. some of them may have had nobler motives than others, but wÍrether they
did what they did out of generosity, or vanity, or love of music, or just to keep
busy, the results_ for the Philharmonic have been always salutary and some-
times salvatory.ll

In Philadelphia the early work of informal commimees of women and the
efforts aÍter 7904 of the formal women's committees were integral to the
success of the Philadelphia orchestra. such achievemenr has been echoed in
women's work in symphony auxiliaries and on symphony boards through-
out the United Srates.

'women 
have also been active in founding educational institutions. one

of the first was clara Baur (d. 1,912),who in 1867 founded and directed the
cincinnati conservatory of Music, Twenty years later, Jeannette Thurber
(1850-7946) organized the ill-fated National conservarory of Music in
1885 and persuaded Antonín Dvoiák ro assume its directorship in 1g92; he
remained for three seasons. ln 1894, May Garrettson Evans (1,g66-1,947)
founded the Peabody Graduates' Prepararory and High school of Music,
which was incorporated into the Peabody conservatory as the preparatory
Department two years later. close by, pianist Harriet Gibbs Marshall
(1869-1947) founded the washington (D.c.) conservarory of Music in
1903. As the first black pianisr ro graduate from oberlin conservarory,
Marshall's goal was to provide black students with a rigorous musical
education. In Philadelphia the curtis Institute of Music was founded in
7924 by Mary Louise curtis Bok (later Zimbalist; 1876-1970), who served
as president vntil 1969.

'!Øomen have been fervent advocates of music festivals. The first
rù/oman in the united states to found a music festival was Maria Longworth
Nichols storer (1849-1932). In 1871 she established the cincinnati May
Festival and convinced Theodore Thomas to conduct it. After two years of
diligent planning and fund raising, the first festival took place in May 1g73.
America's first summer music festival, the Norfolk Music Festival, located
in the Litchfield Hills of norrhwesrern connecticur, was founded by Ellen
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Battell Stoeckel (1851-1939) and her husband, Carl, in 1900; it was a direct
outgrowth of the Litchfield County Choral Union, which they had begun in
1899. A significant part of this festival was the commissioning of new works
by such composers as George Chadwick, Victor Herbert, Horatio Parker,

Samuel Coleridge-Taylor, Percy Grainger, and Jean Sibelius. Although the
festival ceased in 1922, Ellen Stoeckel continued her generous gifts to music

and her community. She willed much of her property for the use of Yale

University, a bequest that led to the establishment of the Yale Summer

School of Music and Art.
The Berkshires of western Massachusetts are the scene of two of

America's best-known summer music festivals-South Mountain and Tan-

glewood. The first grew out of the efforts of Elizabeth Sprague Coolidge

(7864-1,953), whom many view as the most important patron of music in
the twentieth century. Coolidge began her career as "Lady Bountiful of
Chamber Music" with the founding of the Berkshire Quartet in 1916. Two
years later, she established the annual Berkshire Festival of Chamber Music

at South Mountain, near Pittsfield. The Berkshire Quartet and the new

Coolidge-supported Elshuco Trio presented newly commissioned works

alongside classical repertoire. The success of these festivals led her to spon-

sor similar festivals in cities throughout Europe.

Composer-conductor Henry Hadley's idea for an orchestral music

festival, the Berkshire Symphonic Festival, was carried forward by three

women: Gertrude Robinson Smith (1881-L963), Mrs. Owen Johnson, and

Mrs. William Fulton Barrett. It opened its doors in August 1934' and in

1936 theBoston Symphony Orchestra was engaged as its permanent orches-

tra. In the same year, Rosamund Dixey Brooks Hepburn (Mrs. Andrew H.;

7887-7948) and Mary Aspinwall Tappan (1'857-1'94I) donated a per-

manent home for the festival, the Tanglewood estate, which has since served

as the site of an annual international festival of music.

wolf Trap, the only narional park in the united states dedicated to the

performing arts, is the result of the creative imagination and financial

tacking of Catherine Filene Shouse (b. 1896). Donor of the land and the

funds for both the outdoor and the indoor theatres, Shouse is dedicated to

the educational and performing opportunities offered at the park' Other

communities across the country have been blessed with women who have

given or raised the funds for new arts centers. In San Francisco, Louise M.

óavies (b. 1900) has given $5 million toward the erection of the concert hall

that bears her name and an additional $3 million to the orchestra's endo\¡/-

ment fund. Los Angeles's Dorothy Buffum Chandler (b. 1901) almost

single-handedly raised $18.5 million for the building of the Music Center,

'WorureN's Supponr eNo ENcouR,IGEMENT or Musrc 3L1,

then organized a company to float $13.7 million in bonds to finish the
work.

The love of music has also been behind rhe generous patronage of Alice
Tully (b. 1,902), from her support of major cuhural institurions and the
careers of promising singers to her contribution to the chamber music hall at
Lincoln Center that bears her name. On the occasion of her eighty-fifth
birthday, Will Crutchfield addressed the nature of a patron's involvement in
the outcome of her patronage:

Some people adhere to the view that patrons ought simply to write their
checks and never dream. of influencing ("interfering in") artistic results. Miss
Tully, bestowing her philanthropies from a highly discriminating point of
view, has represented the opposite tradition. I prefer it.12

Many women have given financial backing and energetic support ro
composers through stipends, commissions, and moral encouragement. Eliz-
abeth Sprague Coolidge shaped the course of chamber music in the twen-
tieth century, first by founding the Berkshire Chamber Music Fesrivals,
then, in 1,925,by establishing the Elizabeth Sprague Coolidge Foundarion ar
the Library of Congress, along with the auditorium that bears her name.
Other women who have supported the creative efforts of composers and
performers include: Mary Louise Curtis Bok (George Antheil, Samuel Bar-
ber, Gian-Carlo Menotti), Isabella Stewart Gardner (1,840-7924; Charles
Martin Loeffler, Clayton Johns), Gertrude Vanderbilt IØhitney (L875-
7942;Edgard Varèse), Alma Morgenthau \üfertheim (Aaron Copland, Roy
Harris), and Blanche !íalton (1871-1963; Henry Cowell).

This brief survey of women's pâtronage has merely begun ro suggest
the richness of women's contributions to musical culture. Each woman's gift
to music making is a story in itself, and the areas not discussed call for
additional volumes of study. 'Women have built and supported retreats and
working communities for musicians and artists (Katrina Trask, 1853-1,922,
Yaddo; Marian MacDowell, 1,8 57 -1,9 5 6, the MacDowell Colony) ; donated
scholarships for young composers and performers (the National Federation
of Music Clubs); established grants for music making and scholarship
(Martha Baird Rockefeller, 1895-1971); contributed to music libraries
(Lila Acheson \ùØallace, 1889-1984, the Juilliard School Library); offered
commissions in memory of loved ones; donated instruments to performers
and collections (Gertrude 'Whittall, L867-1.965, the Gertrude Whittall
Foundation and Pavilion at the Library of Congress); furthered music
making through writing and editorial efforts (Minna Lederman, b. 1898,
the journal Modern Music); founded publishing firms (Alma Wertheim, d.
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1953, Cos Cob Press; Sylvia Smith,b.1948, Smith Publications and Sonic
Art Editions); and worked to support new music (Betty Freeman, b. 1921,
patron of composers John Cage, Steve Reich, Philip Glass, Daniel Lentz,
Ingram Marshall, and Paul Dresher).

CoNcrusroN

Other aspects of women's support remain to be examined. How have
\Momen of other cultures and other colors worked to facilitate the making of
music? 'What has been the relationship between giver and recipient and
what have been the effects of the gifts on the artists and the art? How have

women's efforts been viewed by other contributors to musical culture-
press, critics, teachers? How has patronage changed the lives of the patrons?
'Why have women seemingly failed to support women composers and per-

formers? Conversely, how have they fostered the activities of other women?

Many questions remain to be answered before we can begin to understand

how women's supportive efforts have altered the fabric of our musical

culture. By changing our perspective of music culture from one focused on

individuals of genius to one centered on institutions of creative interactions,

we have at last begun to ask the right questions.
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