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2. John Everett Millais and Martha Combe: Redefining the nature of the artist-patron relationship
[ESZPPEEIMEE (WH9ER) & B kT
This paper will explore the relationship between John Everett Millais (1829-96) and one of his earliest
patrons, Martha Howell Bennett Combe (1806-93). Together with her husband, Thomas Combe,
Superintendent of the Clarendon Press at Oxford University, she became a strong supporter of the young
Pre-Raphaelites and their associates including Millais, William Holman Hunt and Charles Allston Collins.
Not only as an avid patron of his art but also as a reliable friend, Martha became an integral part of Millais’
early career, occasionally providing both mental and physical support. 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 paper
will uncover the nature of Millais and Martha Combe’s relationship by examining her role and involvement
in his art-making, and will attempt 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

FEEfK%:  David Chandler

Nearly all theatre in Victorian Britain included music, but at “the very top of the musical tree” was the idea
of “grand opera.” Strangely, 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.



I want to discuss the shifting culture around English language grand opera by focusing on five
paradigmatic musical and theatrical careers: G. Herbert Rodwell (1800-52); Michael William Balfe (1808-
70); George Alexander Macfarren (1813-87); Arthur Sullivan (1842—-1900); and Frederick Corder (1852—
1932). Rodwell represents the tension between the English opera tradition and grand opera, and the
frustrations of British composers, at the dawn of the Victorian period. Balfe represents the great success of
an ltalian-influenced idea of grand opera in Britain from 1835 onwards (what is generally called “English
Romantic opera”). Macfarren represents the desire to synthesise the English opera and folksong traditions
with grand opera to produce a more thoroughly national style of musical theatre. Sullivan, 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. Corder, 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.” Musical extracts from all these composers will be included in the
talk.
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