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Abstract

As a case study in cultural production and consumption and of the
commodification of culture in late seventeenth- and eighteenth-century England, this
study examines how musicians in London began to emerge from their dependence on
the patronage of court, aristocracy and church into a more public sphere, moving from
positions as salaried employees to a more freelance existence where they contributed to
their income by putting on public commercial concerts. Taking as its starting point the
almost 50,000 references to music recorded in the Register of Music in London
Newspapers 1660-1750, a database has been built to record detailed information
extracted from over 12,000 advertisements, puffs and news items related to commercial
concert giving in London between 1660 and 1750. Concert advertisements and other
material may thus be studied longitudinally in relation to each other, providing a
valuable source of data for the growth of concert giving in London over a long and
important period of its development.

Public commercial concerts emerged in London in the period following the
restoration of Charles II in 1660, developing from private music meetings dominated
by amateur performers and informal public performances by professionals in taverns via
John Banister’s first advertised concerts in 1672. By 1750, public commercial concerts
in London may not have achieved their final form or the heights of popularity that
accompanied the ‘rage for music’ of the 1790s, but they were promoted regularly and
with a clear sense of programme planning, laying the foundations for later expansion.
The possibility for musicians to make a living as freelance professionals without having
to rely solely on patronage, their development of commercial skills, their emerging links
with music publishers, all this is witness to the birth of music as a business in London in

the period between 1660 and 1750.



THE BIRTH OF THE MUSIC BUSINESS:
PUBLIC COMMERCIAL CONCERTS
IN LONDON 1660-1750

Catherine Harbor

Volume 1



Table of Contents

Volume 1

Declaration of AUthOrShip......cceicineicinseicissnnnssnicssnisssancssssncsssancsssssssssssssssssssssssssassssens 2
ACKNOWICAZEIMENLS...ueeierrariersaneossanesssancsssnsesssssessanssssasesssssesssasesssssssssssessasssssasssssasssssassssnas 3
W2 N 01 3 i Tl O 4
Table Of CONLENLS ...ccueeeirecseinseissensuncsenssensancsansnsssncssnsasssessssssssssesssssssssssssssssasssssssessassses 6
LiSt Of FIZUIES  cuvcicrviiiinrinssniinssnncssnncssnnssssnsssssnssssssessssesssssessssssssssssssssssssssssasssssassses 11
LiSt Of TADIES  cecoereiiieiniieisecsnicniseecsnecnnssncssnssssssnsssecsssssssssessssssssssassssssssssssssessasssece 13

Chapter 1. Introduction: Public Commercial Concerts in London 1660-1750
............................................................................................................ 15
1.1.  London: Supply and Demand for Music after the Restoration ....................... 15
1.2.  Scope and Structure of the Study ........coooveeriiiiniiiiniiieeee 18
1.2.1. APPIOACH....ciiiiiiiee e 18
1.2.2. Research aims ........coouiiiiiiiiiiiii e 20
1.2.3. SEIUCTUTE ...ttt ettt st 21
Chapter 2. Marketing the ArtS.......cceiccneicssssecssssncssssscssasssssasssssasessasssssasssssasans 24
2.1, MUSIC @S @ BUSINESS .....eeetiiiiiiiieniieeiteteetese ettt 24
2.2.  ‘Marketing Activity’ versus ‘Marketing Thought’ .............cccccooiiiiininnnn 28
2.3, Marketing ThoUuGht.........ccooieiiiiiiiieeeee e 29
2.4,  Marketing and the ATTS........cccueiiiiiiiiiieiieee e 31
24.1. The Art versus Commerce Debate..........coceeveiiieiniiniiiinieniiiienee 32
2.4.1.1. Managerial Orientation: Product FOCUS..........coooviiviiiiniiiniiiiniieene 33
2.4.1.2. Consumption Orientation: Consumer FOCUS .........ccccevvvieerieenneeennne. 39
2.4.2. The Marketing MixX for the ATtS ........covvieiriiiiniieiiieeieeeeeeeeee 46
2421, PrOAUCE ..ottt ettt ettt st 49
2.4.2.2.  Place/Performance ...........cceeeuieeniieeniieeniieeiee et 51
24.2.3. PIICE oottt ettt sttt 51
2,424, PrOMOUION ...ooiiiiiiiiieiiieeeiteeeit ettt ettt et e et sbee e 53
2.4.2.5. PEOPIC .ottt et 59
2.5, CONCIUSION. c..uutieiiiie ittt ettt ettt e et e et e st e e st eesbee e sabeeenane 61
Chapter 3. Sources and Methods .......cceeceevereccsencsssnrcsssescssssscssssssssssssssssssssasessnns 62
3.1 INEOAUCHION ..ttt ettt ettt e et s e e 62
3.2.  Sources for the History of the Music Business 1660—-1750..........ccccccceueen..e. 62
3.3.  Newspapers as a Source for Historical Research.............ccccceviiiiniiinninnn 64
3.3.1. Content of the NEWSPAPETS .....cccvvieeriieriiieeeieeenieeerieeenree e e eaee e 66
3.3.2. Some Potential Problems with the Sources .........cccccceevvveeniieiniiennne. 68
3.3.3. The Advertisements as a Research Resource ...........c.ccceeeevciniennce. 70
3.4.  The Register of Music in London NewsSpapers ..............cccoeveeeeceeriiueenieeennne. 72
3.5.  Analysis of Concert Material in the Register of MUSIC ..........cccecuveeeveencneeennne. 73
3.5.1. Textual Decomposition and Relational Data Analysis..........ccc.......... 74
3.5.2. Content ANALYSIS....cceeuieiriiieeiiieeiieeeiieeeieeeeeeeeteeesreeeereeeereeeaeeeenns 79



3.0, CONCIUSION. ..ottt e e e e e e e e et e e e e e e e e et eaaa e aaeseeeeeenannnas 82

Chapter 4. The Musical Background ...........cceeeecesercscnscssanccssasccssanssssasssssascssens 84
4.1, INIrOAUCHION ....eeiieciieeeiee ettt et e e ae e et ee et eeeaaeeeaaeessseeeensaeesnseeenns 84
4.2.  Music in England before the Civil War ...........ccoooiiiiiiiniiiiniiiiciceeee 85
4.3.  Music in England during the Civil War and Commonwealth 1642—-1660......88

4.3.1. Music at Court, in Church, Theatres and by Municipal Employees...88
4.3.2. Music in House and Tavern ..........ccecveeevieeeceienciieeciie e 90
4.4, Music in London 1660—1750 .....cccoeeiiiiiiiiiiiiieiiieiiteeeeeeeee et 94
4.4.1. Music at Court, in Church and Theatres .......coovuvveeeeeeeeeeeeeeeeeeeeeeeee 94
4.4.2. Public and Domestic MUSIC .......c.eeeriuiieriiieiniieeiieeiee et 96
4.5.  The Development of Public Commercial Concerts in London....................... 98

Chapter 5. The Musical Product I: Types of Concert.........ccoeeeeercanccscanccsanens 104
5.1, INtrOAUCHION c...eiiiiiie ettt e e et e e e e e e e et e e ensaeesnnaeeenneeenns 104
5.2, CONCETE SETIES ..cuvvieiuiiieiiiieeiiee ettt ettt et e et eeite e et e st e e sbeeesabeeeas 106

5.2.1. Banister’s and Other Early Concert Series .........ccccoveveercieencieeennnenn. 106

5.2.2. Weekly CONncCert SETIES ......ueevuiieriiieriieeriie ettt 110

5.2.3. Ode, Oratorio, Serenata and Sacred MUSIC SEIIES ...uuueeeeeeeveeeeennnnnnn.. 112

5.2.4. Musical SOCIELY SETIES......ueeruiiiriiieriiieiiieeeitee ettt 114
5.3, Benefit CONCEITS....ceiiiiiiiiieeiieeeiieeeiteeeiee et eesree e e e e eaeeeiaeeeaaeesnsaeesnneeenns 117
5.4.  Concerts at Wells, Spa Resorts and Gardens ............ccoeeeeervieeniieeniieeniieenn. 122
5.5, SINGIE CONCEILS ...uveeeiiieeiiieeiiee ettt e ettt et eeeieeesteeesbeeetaeeeareeensaeesnsaeeenseaenns 126
5.6.  Concerts Linked to PUDLICAtIONS ........coeviiiiniiiiiiieeiiieeiceceeeeeeeee e 127
5.7.  Concerts at Theatres: the so-called ‘concert’ formula ...........cccceeveveennennn. 128
5.8.  ANNUAL FEASES ..coouiiiiiiiiiiiiieeiteeee e 128
5.9.  EXhibition CONCEIS.....cccciuiieiiiieeiieeeiieeeieeeeieeesteeesveeesveeeaaeeeaeeesnaneesneeens 129
5100 OLRETS .ottt sttt ettt st 130
5.11.  When Were Concerts Held?..........coooiiiiiiiiniiiiiieieececeeeeceeeeee e 131
5.12.  Extra Features Of CONCEILS .......cccvieriiiieeiieeeieeeeiteenteeecveeeiveeevreesneeesneeenns 136
5130 CONCIUSION. ...ttt ettt ettt e et e st e e s e e sabee e 138

Chapter 6. The Musical Product II: Concert Programming and Design .....140
6.1, INErOAUCHION ....eeiiiiiiiiiiie ettt ettt sbee e 140
6.2.  The Importance of Information about Repertoire ............cccccveeeeveereveerneenne 143
6.3.  Development of CONCert StruCtUre. ..........coevveerriieeniieeieeeiieeeieesieee e 149
6.4. Modifications to Concert DeSign ..........ccceeeiueeeriieeniieeiee e 154
6.5.  Repertoire SEIECION .......cueeiiiiiiriiiiiiiieeite ettt 157

6.5.1. ‘Vocal and Instrumental MUsick’ .........cccceevviieiniiieeniienieecieecieeens 157
6.5.2. The Rise of the Virtuoso Style........cccceeviiiiniiiiniiiiniiienieenieeeen, 159
6.5.3. National TIends .......ccceeeeiieiiiieeiieereeeeee e 161
6.5.4. Novelty and ‘Ancient” MUSIC .....c..eevvuvieriieeriiieeniieeeiieerieeesieeeeeen 163
6.5.5. Thematic Programming ...........cccccveeevveeeiieeeiieeeieeciee e 166
6.6.  Violin Repertoire in London CONCEItS.........c.eeevvieiniieiiieeniieeniieeniieeeieeene 167
0.7.  CONCIUSION. ....utiiiiiieeiiieeiee et e et et e e et e e eteeesebeeentbeeetaeeessaeeensseesnseeesnsnaenns 171



Chapter 7. Place/Performance: Concert Venues............cceesveecseecssencsencsnncnns 173

T. 1. INTOAUCHION .....uvtiiiiieiee ettt eeee et e e e e e e e etareeeeeeeeeeearareeees 173
7.2, TYPES Of VEINUEC ..ceveieiiiieeiee ettt ettt e aae e s e e seaaeeenaee s 175
7.2.1. Concert ROOIMS ......coouuiiiiiiieiieeeciieeeee et e e e 175
7.2.2. B 0TS0 4L T 177
7.2.3. Wells, Spas and Pleasure Gardens............ccoeeveeevieennieenniieeniieeenneen. 180
7.24. A 185
7.2.5. Livery Company Halls........ccccccoeiiiiiiiiiiiiiiiiiieeeeeeeeen 187
7.2.6. Other VEINUES ...t 187
T.2.6.1. CRUICHES ....uvvviiiiiiiiieicieeeeee et e e e e e e e eeaees 187
7.2.6.2.  Dancing SChOOIS .......ccueeeiiieiiiieciieece e 188
7.2.6.3.  Schools and Music SChOOIS ........cccvvveieiiiiiiiiiiieeeee e, 188
7.2.6.4.  Private HOUSES ......cooovureieeiieiieeeeeeiee e 189

7.3, LOCAION. ccciiiiieiiiieeeee ettt e e e e et e e e e e et a e e e e e e e e e nrrraeees 190
[ b 21 1 010 ) o AU SRPPRP 195
7.5, Siz€ and LaYOUL.....eiiiiiiiiiieiieeee e 196
A T 7 o3 1§ 5 (L RO 201
7.6.1. DECOTALION. .. ueviieieeeeeeiiireeee ettt eeeear e e e e e eeeetarreeeeeeeeeeeanes 201
7.6.2. (0003111 0] SRR 202
7.7 Ticket-Selling OULIELS ........eeeriiiiriiiiiiieeiteeteeeee et 203
7.7.1. Types of Ticket-Selling Outlets.........cceevveeeiieeriieeniieeeieeceeeeenn 205
7.7.2. Location of Ticket-Selling Outlets ...........ccoevveeviieiniiieniieinieeeeen, 207
R T ©0) s Te] 1113 1o ) s RO 219
Chapter 8. Price and Promotion ............ecceeicnnneicnnenicnssnicsssscssssscsssasssssasssssases 221
2T R 315 (e Yo L1 (o 4 (o ) s USSR 221
8.2 PIICE .o e e e e aa e 221
8.3, PIrOMOUON ... .ueiiiiiiiiiecieeeee e e e e e et r e e e e e e eesabraraeeeaeeens 227
8.3.1. Increasing Pervasiveness .......c.ceccveeerveeeiieeeiieeeiieeeieeesreeesvee e 227
8.3.2. Aracting AtteNtION .....ccouveeriiiieeiiieritee ettt e e 232
8.3.3. Persuasion in Concert AAVErtiSEMENtS .......ccuvvvvveeeeeeeieiirreeeeeeeeeiennnns 238
8.3.3.1. Features of the CONnCert.........ccouvveeiieiieiiiiiiieeeee e 239
8.3.3.2. Benefits Provided by Attendance ..........ccceeeueeeriieeniieeiiieeieeeiieene 243
8.3.3.3.  Values Associated with Attendance ............cccccoevevvcvvrreeeeeeeeeicnnnneen. 247
8.3.3.4.  ENAOISEIMENTS. ....uuvuvrrrreiriereretrrerererrrerrrerererererereeer.r.—————————————————————————. 251

B4, CONCIUSION. . .uutiiiieiieeicirieeee e e e eeeeccttee e e e e eeeeeeaareeeeeeeeeeatrrreeeseeeeesnasraraeeraeeens 258
Chapter 9. London Concerts and the Professional Musician..........cceeeureeennnes 260
0.1, INTOAUCHION .....uuviiiiiiiee ettt e eeeetr et e e e e e e e etaeeeeeeeeeeenarsraeees 260
9.2.  The Amateur/Professional Divide..........ccccccoovvivvniieeiiiiiiiiiiiiieieeeee e, 263
9.2.1. Performances outside London ...............cooevvevvieiiiiiiiinciiiiieeeee e, 263
9.2.2. Europe: Court and Amateur Dominance .........ccccceeeevveerevveencveeennnnnn. 265
9.3.  Social and Financial Status of MUSICIANS...........cccvveeeeeeeeiiiiinireeeeeeeeeeevreneee. 267
9.3.1. Musicians’ Places of Residence in London ...........cccoeevuvvvveeiieeeinnnnnns 269
9.3.2. Financial Status of MUSICIANS ..........ceeeeeeieeiiiiiireieeeeeeerecirreeeeeeeeeeeanns 273



9.4.  The Importance of Information about Performers ..........cc.cccooceeniiininncnen. 283

94.1. CONCEIT PrOMOTETS ...cooeeeiiviieeeeeeeeeeeeeeeeee ettt e e et eevaareseeeeeeeens 286
9.5. Provenance of London Musicians: the case of Violin Soloists.......ccc........... 288
9.5.1. Violinists in England before the Restoration.........cc.cccceecveeeriieenneen. 289
9.5.2. Violinists in London after the Restoration...........ceeeveeeeeeeeeueeeeeeeeenes 290
0.6.  Performers and VENUES ........oovvuueeeeiiiiiiiiiieeeee ettt eeeetaaeeeeeeeeeeraaanans 294
0.7, CONCIUSION. ettt e e e e e ettt eeeeeeeeeereaaaeeeeeeeeeaananaaaeees 302
Chapter 10. CONCIUSIONS cuceerrueiersancssnncssanecssasesssascsssascsssssessssssssasssssssssssasssssassssens 304
TO.1.  INEEOAUCHION ..ottt e e e e e e e e e e e e e e e eeeaaaneaeeseeeeeennnnnas 304
10.2. Motivation: commercial Or MUSICAL? .......uueeveiiiiiiiiiiieiieee e eeeeeeaaaaans 304
10.3.  Product: Types Of CONCETT .......ccccureeiiieeiiieeiieecieeeeieeerreeerreeeireeeeeeeeaneees 305
10.4. Product: Concert Programming and Repertoire..........ccccceeevveeriieiniiennneenns 307
10.5. Place/Performance: Concert Venues and Ticket Selling Locations.............. 309
10.6.  PriCing STrALE@IES ...cccuveeerurieiiiieiiiieeiitee et e eite e st e et e eibeeesabeesbreesbeeesbeeeas 312
10.7. Promotion: Pervasiveness and Persuasion ..........coeuueeeeeeeeeeeeeeeeueeeeeeeeeeeeeennn. 313
10.8. People: Musicians as Professionals..........ccocceeviiiiniiiiniieiniceniceeieeeeees 318
10.9. London’s Concert Life and the Birth of the Music Business........................ 320
Biblioraphy  ..cccccvviicininniicnnnnnniccsssnnnecsssssnsesssssnsecsssssssessssssssssssssssssssssasssssssssssssssnans 323
Volume 2

Appendix A.  The Register of Music in London Newspapers 1660—1750 Database

.......................................................................................................... 370

A.1 Database Design and CONStIUCHION .......cccvveerieeeriieeriieeiieeeieeeeireeeieeeeneeeeeneees 370
A.2 Updating Search and Retrieval SyStems ..........cccceevviiiiniieiiiieniieeniieeneeeenn 375
A.3 Limitations of the Full-text Register of MUSIC .........ccoeeeeueeeecueeecieeeiieeecieeenneenn 379
Appendix B.  Structure of the Concerts Database ........ccceeeeervuercscnnccscanecssasessennes 381
Appendix C.  Calendar of Weekly Concert Series ........cccceeveeesuecssnrcsencssnncssecnnes 390
Appendix D.  Calendar of Oratorio, Serenata and Sacred Music Series .......... 398
Appendix E.  Concerts at Lambeth Wells 1697 ........ccccceevvercrcnicscnnrcssnnecssasessnanes 402
Appendix F. Calendar of Benefit ConCerts....c.ccccervereessancssnncssanscssanscssasessasesnns 403
Appendix G.  Calendar of Concerts at Wells, Spas and Gardens...................... 471
Appendix H.  Pieces for Violin Not Performed by their Composer ...........cc...... 515
Appendix 1. Calendar of Performances by Solo Violinists.........ccecceerueernecnne. 520
Appendix J. Less Frequently Used Concert Venues.........cceeeeeecssanecssancssasesssanes 598
JoT TREALTES .eeeieiiieeeieee et et e ettt e e st e e e st ee s eanteeeesnnaaee s 598
J.2 Wells, Spas and Pleasure Gardens..............coooveeenieernieiniieeniieeniieeeiieesee e 598
J.B TAVEINIS ettt ettt e et e e e st e e e s et e e e e eanaeeeesanaaeean 599
J.4 Dancing SCROOIS ......coiiiiiiiiiiiieeee ettt e 599
J.5 MUusician’s RESIAENCES .......vievviieiiieeeiieeeiie ettt eiee e eare e s eesreeeeaaee s 600



Appendix K.  John Rocque's 1746 Map of London, Westminster and Southwark
.......................................................................................................... 601
Appendix L.  Concert Venues and Ticket-Selling Outlets.........ccccceeevurecccurcccnanes 603
Appendix M. Ticket-Selling Outlets and the Venues They Served (with Dates of
COMCEILS ) eeeeereeeeecrersnnaneeeeecssssssssansesesscessssssssnsssssasssssssssanasssssssssssssanane 629
Appendix N.  Ticket-Selling Outlets Appearing in Advertisements for 10 or
\Y 00 I 011) 1 165 o £ 715
Appendix O. Prices for Benefit Concerts — Various Venues and Performers,
1740750 cucuneieeininnrsensennsnnssessnsssnssssssnsssssssssssssssssssssssssssssssssssssssssns 717
Appendix P.  Musician’s Places of Residence in London ..........ccccccnveccncanccsnanes 722
Appendix Q.  Short Biographies of Solo Violinists........cccceevueesueeiercsecsencnecnnens 730
Q.1 Foreign Violinists in London after the Restoration.........c...cccceeevueenienienneennnens 730
Q.2 British Violinists in London after the Restoration ............cccceeevvvvveeeeeiviieinnnnnen. 735

10



List of Figures

Volume 1

Figure 2-1: Modern Musical NetWorkS........cccvieriiieriiieiiieeiiecieeceeeee e 26
Figure 2-2: Creativity according to audience and ObjeCtiVe ..........ccevueeevviveeriieeniieeenneen. 35
Figure 2-3: Marketing and cultural enterpriSes..........ccueerveeerveeerieeeiieeeiieesireeeieeesnens 36
Figure 2-4: Product-oriented classification of artistic products...........cceceeeveerverneennenne 37
Figure 2-5: Needs satisfied through arts conSumption...........c.cceecveeevveeecieencieencieeenneen. 45
Figure 2-6: Consumer Response Hierarchy Models ...........ccccceviiiiniiiiniieiniieinieeeen, 57
Figure 3-1: Concerts Data ENtry SCreen ........cceeeeviieviieeiiieeiieeiee et 77
Figure 3-2: Concerts Entity-Relationship Diagram ...........ccccceeviiiiiiiiniiinniiciniienen, 78
Figure 4-1: John Banister's First Concert Advertisement ............ccceeeveeeeveenirveenneeennes 100
Figure 5-1: Benefit Concerts per MOnth ...........cooceiiiiiiiiiiniiiieeeeeeeee 121
Figure 5-2: Benefit Concerts Per Year........cocveeriieeiiieeiiie et 122
Figure 5-3: Concert Months 1672—1750 by Concert Type .......cccceevvveeviieeniieenieennne. 132
Figure 5-4: Concert Days 1672—1750 by Concert TYPe ......ccceeevveeerveeniieeeiieenieeenes 133
Figure 5-5: Average Start Time by Concert Type and Decade............ccoceeeriuveenneenne. 135
Figure 5-6: Most Common Start Time by Concert Type and Decade........................... 136
Figure 6-1: Average Number of Pieces/Performers Listed per Advertisement, by Decade
....................................................................................................................................... 144
Figure 6-2: Advertisements with Any Details about Performer, Piece or Composer-... 145
Figure 6-3: Advertisements with Details about Composer(s)/Piece(s).......cccceerevrenee. 146
Figure 6-4: Advertisements with Information about Piece(s) or Composer(s)............. 147
Figure 6-5: Handel Oratorio Advertisements, by Decade...........ccccoeeveereiiencieencneeennne. 149
Figure 6-6: Pieces Performed by Violin SOlOISES.........eeevuiieriiiiiiiiiniieeiieeeiieeeeeee 168
Figure 7-1: Main London Concert Venues 1672—1750 (by Type) .....covvvveevevveenueennnne. 193
Figure 7-2: Main London Concert Venues 1672-1750 (by Decade)..........c.cccevuveenn.ee. 194
Figure 7-3: Advertisements Containing Details of Ticket Selling Outlets ................... 204
Figure 7-4: Average Ticket Selling Locations Per Advertisement, by Decade........... 204
Figure 7-5: Ticket-Selling Locations for Concerts at Hickfords, Panton Street/James
Street, 17008 t0 L1738 ... ittt ettt sttt et e 209
Figure 7-6: Ticket-Selling Locations for Concerts at Hickford's, Brewers Street, 1738 to
T7500 ettt ettt ettt ettt e bt e eeeas 210

Figure 7-7: Ticket-Selling Locations for Concerts at Stationers' Hall, 1690s to 1740s212
Figure 7-8: Ticket-Selling Locations for Concerts at Vauxhall Spring Gardens,

Marylebone Gardens and Sadler's Wells .........coooouiiriiiiiiiiiniiiiiiceeeeeeeee 213
Figure 7-9: Concert Venues for which White's Chocolate House Sold Tickets........... 215
Figure 7-10: Ticket-Selling Outlets for William Corbett's Benefit Concerts ............... 216
Figure 7-11: Ticket-Selling Outlets for Abraham Brown's Benefit Concerts............... 218
Figure 8-1: Prices of Benefit Concerts at Hickford's, 1713-50 ..........cccocviiniiinninnnne. 223
Figure 8-2: Newspaper Titles Containing Concert Advertisements, by Decade........... 230
Figure 8-3: Newspaper Titles Containing Concert Advertisements — Length of Use 231
Figure 8-4: Advertisements per Concert, by Decade..........cccceevviirniiieniieeniieenieeeee, 232
Figure 8-5: Indented ASIEIISKS .......eiiiiiiiiiiiiiiieeiieeeee et 234
Figure 8-6: Daggers (Obelisks) and Asterisk with Larger Font for First Line ............. 234
Figure 8-7: Pointing Hand with Larger Font for First Line ........cc..ccocceviiniiiienennen. 234

11



Figure 8-8: Advertisement for Concert by Nicolino Haym ...........cccccceevviivniiiennnnnnee. 235

Figure 8-9: Advertisement for Concert by Nicolino Haym ...........ccccccooviiiniiinnnnnnne 236
Figure 8-10: Advertisement for Concert by Nicolino Haym ..........c.cccceeevieniiiennnnnee. 237
Figure 8-11: Display in Concert AAVertiSING.......c.eeevveerrieeriiieniieeniieenieeeeiee e 237
Figure 8-12: Concert Advertisement Listing Pieces and Performers................c........... 243
Figure 8-13: First Concert Advertisement Containing an Endorsement....................... 251
Figure 9-1: Musician's Recorded Residences in London by Decade............c..cc..c...... 271
Figure 9-2: Musician's Residences by Decade..........cccceevvieriiiiniiiiniieiniieeniieeneeee 271
Figure 9-3: Advertisements with Any Information about Performer(s) by Concert Type
....................................................................................................................................... 284
Figure 9-4: Advertisements with Information about Performer(s) by Concert Type ...285
Figure 9-5: Advertisements with Information about Performer(s), by Decade ............ 286
Figure 9-6: Solo Violinists by Nationality ...........ccecceeriirieinieniiiiiinieeeeeceeeeeeeen 294
Figure 9-7: Concerts Containing Solo Violinists by Nationality of Violinist............... 294
Figure 9-8: Solo Violinists at Venues 1695—1705 .........cooeiiiiiiiiniiiiiiieeeeeeeeeen 296
Figure 9-9: Solo Violinists at Venues 1745—1750 .......coooieriiiinniiiiniiiiieeeieeeeeee 300
Figure 9-10: All Performers at Venues 1749 .......ccccoviiiiiniiniiiieeeeeeeeeeen 301
Volume 2

Figure A-1: Register of Music Entity-Relationship Diagram Version 1....................... 373
Figure A-2: Register of Music Data Entry Screen Version 1.........cccccceevvvieniieencneennnne. 373
Figure A-3: Register of Music Entity-Relationship Diagram Version 2...................... 378
Figure A-4: Register of Music Data Entry Screen Version 2.........ccccceeveveeeenveenneeennne. 378
Figure K-1: John Rocque's 1746 Map of London, Westminster and Southwark showing
MaAP RETEIENCES.....uiiieiiieeiieeeeeece ettt et et e e et e e st e e ebeeeenseeenenes 602

Reproductions of original newspapers are included by kind permission of the British
Library, London and Her Majesty’s Stationery Office (The London Gazette).

Maps are based on John Rocque's 1746 Map of London, Westminster and Southwark,
reproduced by kind permission of MOTCO Enterprises Limited, Guildford.

12



List of Tables

Volume 1

Table 2-1: Typology of Consumer Value ..........ccceeeviiiiiiiiiiiiiiiiieeieceieeeeeeeeeeeen 42
Table 2-2: The Marketing MiIX........ccecuieeiiieeniieeeiieenieeenreeeiveeereeeseveesaeeeesneesseeesaseens 47
Table 2-3: Shields against Persuasive OVEItUIes ..........coccueeeruveerriieeniiieeniieenieeenieeenneens 58
Table 3-1: Example Categories for Content AnalysiS........cccccveeerveeerieeeiieeniieenineeenneenn 81
Table 5-1: Banister's and other Concert Series from the 1670s and 1680s................... 109
Table 5-2: Concert Times 1672—1750 by Concert TYPe.......cceeevveeeeveeecveeeiieenreeennes 134
Table 5-3: Average Start Time by Concert Type and Decade.............ccocveeviiennnnenne. 135
Table 5-4: Most Common Start Time by Concert Type and Decade ..............cccuu........ 136
Table 6-1: Advertisements fOr OTAtOTIOS .........eeeruvierrieerriiieeiiee et 148
Table 6-2: Composers of Whole CONSOTES.........cccueeeriieeriieeiiieeiieeeieee e e eieeeeree e 151
Table 7-1: Concert Rooms as CONCert VENUES .........cc.eeevueeerriiieriiiieniiieeniieeeiieesiee e 175
Table 7-2: Theatres as CONCEIt VENUES .......cccveeerrieervieeriieeriieeeiieeeireesireesssreesseeesnnes 178
Table 7-3: Wells, Spas and Pleasure Gardens as Concert Venues............cccecuveenneennee. 180
Table 7-4: Taverns as ConcCert VENUES ........ccccveerveeerieeeriieenieeenireeeireesieeessnreesseeennnes 186
Table 7-5: Livery Company Halls as Concert Venues............cccocveevviveeniieeniieeenieennnne 187
Table 7-6: Dimensions of CONCEIt VENUES ........cccveeervieeriieeiiieeireeeiieeeieeeerreeevee e 201
Table 7-7: Categories of Concert Ticket-Selling Outlets...........occeevvieiriieeniieenieennne. 205
Table 7-8: Types of Shops Selling Concert TicKets.........ceeervierriirerieeniieeeiieeeee e 206
Table 8-1: Prices for Benefit Concerts at a range of Venues, 1740-50...........cc.cc...... 224
Table 8-2: Ticket Prices for Geminiani Series 1731/2........ccccvveiiiiniiiiniiieeieeeeeee 226
Table 8-3: London Newspaper Circulation............ccooueerrieeriiieniiieniieeniieeeiee e 229
Table 8-4: Endorsements in Concert AdVertiSEemMents..........cccueeerveeerreeeseeenireeenneeennnes 252
Table 9-1: Charitable Benefits for Musicians or their Families...........ccccceviieiniennne. 281
Table 9-2: Named Promoters of CONCErt SETies ........cveevvieeriieeriieeieeeieeeieeeevee e 287
Table 9-3: Italian Concert Solo Violinists in London in the First Half of the Eighteenth
(15 1111 o O RPN 2901
Table 9-4: Non-Italian Foreign Concert Solo Violinists in London in the First Half of
the Eighteenth Century..........cccuieiiiieiiiiieiiie ettt 292
Table 9-5: British Concert Solo Violinists in London in the First Half of the Eighteenth
CRMIUIY ..ttt ettt et e e et e e e sttt e e e s ettt e e e s aabteeesabbeeesansbaeeesnnsseeeesnnsaeeesnnneees 292
Table 9-6: Solo Violinists at Venues 1695—1705 ........ccooiiiriiiiniiiiniiiiiieeeieeeeeee 296
Table 9-7: Solo Violinists at Venues 1745—1750 ....cccoeeviieeiiieeiiieeieeeieeeeeeeee e 299
Volume 2

Table A-1: The TITLE Table.......c.cooiiiiiiiiiiiieiieeeeeeeeee e 370
Table A-2: The LOCATION Table........cccceeiiiieiieienieieeeseeee e 371
Table A-3: The TEXT Table......cccceoiiiiiiiieiieeeeeeteeeeeee e 371
Table A-4: The REGISTER Table.........ccccoeiiiiiiiiiinieeeeeeee e 377
Table B-1: The CONCERT Table.........ccooiiiiiiiiiiiiiieeieeeeeeeeeeeeee e 382
Table B-2: CONCEIt TYPES ..eeeeiiieiiiieiiieeeiieerieeeeteeertee et e eireeeareeeeaeesaaeeeseeesnseeennnes 382
Table B-3: The CONCERT_TYPE Table........cccccooiiiriiiiiiieeiieeeeeee e 383

13



Table B-4: The VENUE Table........cccccocieiiiiiiniiiiiiiniiicceccneeeceeseeie e 384

Table B-5: The CONCERT_DETAIL Table .......ccccveoeiiiiiiiiieiiieeeeceeeeeceee e 385
Table B-6: The TICKET_DETAIL Table..........ccoovuiiiiiiiiiiiieieeeeeeeeeeeeeeee e 387
Table B-7: The TICKET_LOCATION Table.......cccccoooeiiieieeiiiieeeeiieeeeecieee e 387
Table B-8: The BENEFICIARY Table.......cccouviiiiiiiiiiiiiee e 388
Table B-9: The PERSONNEL table .........ccooiiiiiiiiiiieiieieeiieeeeee e 389

14



Chapter 1. Introduction: Public Commercial Concerts in
London 1660-1750

The nature of the cultural market [in London] evolved dramatically
between 1660 and 1740.... The ways in which the production and
consumption of culture changed were almost totally unforeseeable in
1660, and because they were gradual and little recognized by
commentators at that time we tend not to recognize how drastic they
really were.

(Hume, 2006)

1.1. London: Supply and Demand for Music after the Restoration

London in the late seventeenth and early eighteenth century was a large and
powerful city. The home of both the nation’s parliament and its sovereign, it acted as a
magnet to the gentry and nobility, and was also an important centre for finance, trade
and manufacturing (Corfield, 1982: 66-81; Price, 1981: 10). Already the largest city in
Europe by 1700, London continued to grow throughout the eighteenth century and by
1800 was the third largest city in the world, being exceeded in population size only by
Edo (Tokyo) and Peking (Beijing) (Finlay and Shearer, 1986; Harding, 1990; Lawless
and Brown, 1986: 8; Rozman, 1976: 243; Wrigley, 1967). Quite apart from the
courtiers, officials and professional men who formed part of the resident population of
London, the number of occasional visitors rose substantially following the Restoration.
The landed élite poured into London after 1660 to welcome Charles II and continued to
visit to enjoy all the pleasure of luxurious urban life. The aristocracy, who during the
earlier sixteenth century had visited London occasionally and resided in their great
London palaces with a large number of retainers, now visited more frequently, stayed in
smaller houses in the London suburbs and brought with them a smaller number of
servants. Whilst some of the county élite — baronets, knights and squires — might be
courtiers based in London, now larger numbers visited London during the legal and
social seasons or when Parliament was sitting. Even the lesser gentry began to form the
habit of visiting London, leasing a furnished house for a few weeks or months from
time to time. For young gentlemen just down from university or having completed a
period of private tutoring at home, a stay in London was considered to be an essential
conclusion to their education. Thus, the noble, bourgeois and professional population of

London was massively increased for at least some of the year, giving rise to a growing
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demand for residential housing and stimulating the expansion of the suburbs of the West
End (Stone, 1980).

This large and growing population also provided a ready consumer market and
increasing demand for the multifarious industries to be found within its environs. Not
least among these was the rapidly increasing commercial entertainment industry,
providing amusement both for the locally resident middle classes and for the members
of polite society, the so-called beau monde, who flocked to the social centre that was
London during the ‘season’. The beau monde and ‘the World’ emerged as terms in
London during the early eighteenth century as ways to refer to the cosmopolitan élite, a
social grouping more diverse than that of a court but smaller than the entire
metropolitan upper classes. This was a ‘club’ whose membership was restricted to
certain individuals and families who all knew of each other even if they were not
actually acquainted, a club whose over-riding raison d’étre was public appearance, and
nowhere more so than in their public appearances at opera and concerts, which formed
an important opportunity to see and be seen, as much as to hear the music (Weber,
2002; 2004b):

Musick is so generally approv’d of in England, that it is look’d up as a

want of Breeding not to be affected by it, insomuch that every Member

of the Beau-Monde at this Time either do, or, at least, think it necessary

to appear as if they understand it; and, in order to carry on this Deceit it

is requisite every one, who has the Pleasure of thinking himself a fine

Gentleman, should, being first laden with a Competency of Powder and

Essence, make his personal Appearance every Opera Night at the

Haymarket...

(Weekly Journal; or, Saturday’s Post 18 December 1725 quoted in
(Gibson, 1989: 388))

This growth in the demand for music was matched by a growth in supply, in the
availability of professional musicians to perform in public, rather than in the more
private venues of court and church. Among the various elements which made up the
entertainment industry, music was for the first time becoming a commercial venture,
moving away from its earlier dependence on church, court and home.

Chronological divisions are almost always somewhat artificial, but the
Restoration of the Monarchy in 1660 provides a clear starting point for this study. One

might have supposed that the return of the monarchy would also have produced a
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restoration of the social and musical status quo; superficially, this was the case, but
there were subtle changes that were to have a far-reaching effect. While domestic
music had flourished during the Commonwealth period, the discontinuity in the music
of court, church and theatre meant that many of the pre-Commonwealth musicians who
had found employment in these institutions were either dead or growing old (Harley,
1968: 13). Charles II lost no time in re-establishing both the King’s Musick and the
Chapel Royal and the theatres were soon re-opened (Dearnley, 1970: 27-39; Holman,
1993: 282). However, the decline in standards in the provincial cathedrals (Dearnley,
1970: 71-6) and the close court control over theatrical affairs (Avery and Scouten, 1968:
xxii-xxiv) increased the court and metropolitan emphasis that had always existed to
some extent. Unfortunately, the parlous state of the royal finances and the effect of the
English Reformation on church music and musicians had left what Brewer (1995) has
termed a ‘cultural vacuum’ in post-Restoration England.

There was also a change in the pattern of patronage: aristocratic families who in
times gone by would have supported a number of musicians in their establishments had
lost a good deal of their wealth in the Civil War; even court musicians were seriously in
want on account of considerable delays in receiving their wages from Charles II. On
the continent, prominent musicians were more likely to work full-time for a single
patron or institution, whereas in England the major performers and composers tended to
work for a number of patrons or institutions at the same time and would still have had
time left for freelance activity to supplement their income. These economic, political
and religious conditions meant that fewer musicians could rely on a position at court or
in a great household as a way of earning a living; increasingly they had to earn money
by performing in public or by teaching; not surprisingly, the latter fed the former: who
would not want to learn from ‘the best masters’ whom they had heard at the latest
concert (Holman, 1993: 327, 331-4; Raynor, 1972: 256-7)? The lack of contact with
the Continent during the interregnum and the increased emphasis on the court of a
monarch with a marked predilection for all things foreign also left English music all the
more susceptible to new musical influences from abroad (Holman, 1993: 289-91).

It was in this context that the public commercial concert emerged. Concert-like
events had been in existence for some little time — as part of the entertainment

provided at a theatre, an open-air performance by the town waits (salaried musicians),
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or a private concert at court or in the house of a nobleman. The novel feature of public
concerts as they developed in London in the late seventeenth century was that they were
commercial enterprises: musicians advertised their concerts in newspapers and
elsewhere, engaged fellow professional musicians to perform, charged for admission
and hoped to make a profit. It was during this period that the division between
professional and amateur musicians began to become more clear-cut, in London at least.
Here, the growing demand for music and the development of the commercial concert
resulted in a gradual enlargement in the market for musicians and an increasing
dominance of the professional musician in public performances. The widening gap
between amateur and professional performers, between listeners and performers, was a
concomitant of the rise in virtuosity and skill which served to both demonstrate and

justify musicians’ professional status (Ehrlich, 1985: 3-5; Rose, 2005).

1.2.  Scope and Structure of the Study

1.2.1. Approach

Despite the significance of the public commercial concert in London in the late
seventeenth and early eighteenth centuries, a detailed study of its early development is
still lacking. McVeigh’s (1993) study starts from 1750, a point when the public concert
was already fairly well established in the fashionable calendar of high society.
However the development from amateur music-making to professional concerts, from
music in taverns and private music meetings, through the earliest public concerts, to the
subscription series of the 1740s and 1750s, from English initiative and control to
foreign domination, from informality to formality, and from domestic or corporate
musical recreation to music as a lucrative leisure commodity, has only been sketched in
outline in short articles or general histories of the period (Scott, 1936: 446-57; 1937:
379-90; 1938: 194-209; Tilmouth, 1957-8). The valuable evidence gathered together
by Tilmouth (1961a; 1961b) from advertisements in newspapers published in London
and the provinces for the period from 1660 up to the end of 1719 provides the bare
bones in the form of a calendar of references to music, including concerts. In addition
to references to musical publications and opera, it includes information about the place
and date of each concert advertised, together with details of music and performers, if

specified. Although many advertisements appeared in several newspapers, Tilmouth
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quotes only one source and repeat advertisements are not given unless they add further
details of significance. Similar, though briefer information, is given in the relevant
volumes of The London Stage (Avery, 1960; Scouten, 1960; Stone, 1962; Van Lennep,
1965).1 However, more is needed to enable the full story to be told. In particular, not
only is a more comprehensive coverage of the newspaper material required, but also a
detailed analysis of the information contained therein.

The research takes as its starting point the almost 50,000 references to music
recorded in the Register of Music in London Newspapers 1660—1750, held on a database
at Royal Holloway, University of London. From this data, a supplementary database
has been designed and built to record detailed information extracted from over 12,000
advertisements, puffs and news items related to commercial concert giving in London
between 1660 and 1750. It is the gradual evolution and cross-fertilisation of various
strands of musical endeavour into what we would now recognise as a public commercial
concert which form the basis of this study. To trace the development of this new
phenomenon many events that were not public concerts in the strictest sense must be
considered; some of them cannot even be considered as concerts themselves but are still
remote ancestors of our modern day public commercial concert. Thus public
subscription concert series, benefits, oratorios and the performances to be heard at the
pleasure gardens and spas have been included, as well as the music meetings in taverns,
meetings of music societies and concert music in the theatre which do not perhaps fall
into the net of the ‘public concert’ strictly defined. The database allows concert
advertisements and other material to be studied longitudinally in relation to each other
and provides a valuable source of data for the growth of concert giving in London over
a long and important period of its development. Thus in addition to covering the period
from 1720 to 1750 which falls between the periods covered by Tilmouth (1961a; 1961b)
and McVeigh (1993), the novel aspect here is that every relevant advertisement has
been recorded in detail to provide much more than a calendar. The wealth of
information has allowed analysis of details relevant not just to the more purely musical
aspects of concerts such as performers and repertoire, but also to the business or

organisational development of concerts, the way in which they were marketed and

" A revised and more comprehensive version of Part 2 edited by Milhous and Hume is in progress;
information for the 1700-1711 seasons is available at
http://www.personal.psu.edu/faculty/h/b/hb1/London%20Stage%202001/.
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advertised, the audience which they hoped to attract, and the effect which they had on
the music profession. In sum, to study concerts not just as musical events but to

investigate them as manifestations of the embryonic music business.

1.2.2. Research aims

As a case study in cultural production and consumption and of the
commodification of culture in late seventeenth- and eighteenth-century England, this
study aims to examine how musicians began to emerge from their dependence on the
patronage of court, aristocracy and church into a more public sphere during this period,
moving from positions as salaried employees to a more freelance existence where they
contributed to their income by putting on public concerts for which tickets were sold.

The data extracted from concert advertisements and other material will be used
to aid an exploration of concert giving in London between 1660 and 1750 by

considering the following questions:

e Were musicians who organised concerts motivated principally by the need to
express themselves and find recognition with their peers, or was their primary
purpose to earn money from the public at large? From a theoretical viewpoint,
where did they fit on Hirschman’s (1983: 46-9) self-oriented/peer-
oriented/commercialised creativity spectrum or Colbert’s (2003; 2007: 8-10)
product/market focus continuum?

e What types of concerts were developed in the period under study? Were extra
features and benefits added to the core concert product in addition to the music
itself in order to strengthen its appeal to different segments of the potential
audience (Kotler and Scheff, 1997: 192-3)?

e What can the decisions of early concert promoters concerning concert design
and programming — two of the attributes of the core concert product which can
be used to position it in its market — reveal about their attitude to both their
product and their customers? What importance did they give to informing their
potential audience about the product offer and were they prepared to design or
modify their concert repertoire in order to strengthen the appeal to an audience?
Did concert promoters develop structures for their entertainments to interest and

attract potential concert-goers?  What does the repertoire of musical
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compositions programmed in London commercial concerts in terms of its
contemporaneity and geographical origin indicate as to the nature of the market
for music and its performance?

How was the gradual shift of formal music making into the public sphere
effected in terms of concert venues? What types of venues were built or
adapted to provide a wider variety of venues for concerts? How did the number
and locations of concert venues and ticket-selling outlets change over time?
How did those locations and the facilities provided relate to the accessibility of
concerts to various ‘qualities’ of consumers?

What does the range of pricing strategies used for concerts reveal about the
value of the product to the marketplace, possible consumer perceptions and the
level of product consumption?

How did musicians make use of the relatively new and increasingly pervasive
channel of newspaper advertising to promote their concerts? To what extent do
the present-day characteristics of advertising — pervasive coverage through the
use of a wide variety of media and a sophisticated and subtle use of persuasive
techniques to encourage consumption — apply to advertisements for concerts in
the period under study? What persuasive techniques were used?

What effect did the development and growth of concert giving have on the
social and financial status of musicians? Could a musician make a living solely
by playing in concerts, or was it only one of many possible sources of income?
How much of a competitive threat were foreign musicians to indigenous

performers and from what countries did foreign musicians come?

By examining musical, commercial and organisational dimensions, this study

considers whether the development of public commercial concerts in London between

1660 and 1750 provides evidence for the birth of music as a business.

1.2.3. Structure

The scope of the study necessitates a review of literature in a number of

disciplines and uses primary and secondary sources to examine both current theory on

music as a business and the marketing of the arts and cultural events (Chapter 2) and the

musical background to the development of the public concert in London (Chapter 4). A
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brief history of the Register of Music in London Newspapers 1660—1750 project will be
followed by a description of the supplementary database designed and built to record
detailed information on concerts in London, and a discussion of ways in which both
databases may be interrogated (Chapter 3). Using evidence taken from these two
databases commercial and organisational dimensions of the public concert will then be
considered, investigating precursors to the public concert proper and looking at ways in
which concerts were financed, organised and promoted.

Discussion will focus first on the development of different types of public
commercial concert as well as the extra features which might be included to add to the
appeal to different segments of the market (Chapter 5). A comprehensive analysis of
concert repertoire is only possible as advertisements became progressively more
detailed during the course of the eighteenth century, but general trends in repertory and
concert design will be examined for the entire period (Chapter 6). The growth of
commercial concert giving in London helped to move formal music making further into
the public sphere and this was accompanied by an increase in the number and type of
public venues at which concerts were held. The nature and size of these venues will be
investigated, in addition to their location within London and the type and location of
ticket-selling outlets (Chapter 7).

Setting a price for a cultural event sends out a signal about the value of the
product to the marketplace which influences consumer perceptions and the level of
product consumption. The range of different pricing strategies adopted will be
investigated and conclusions drawn about the types of cultural consumer to which they
would have appealed (Chapter 8 section 8.2). In an effort to promote their concerts,
musicians made use of tried and tested methods such as word of mouth, handbills and
posters; they sometimes also carried out personal selling by offering tickets for sale at
their places of residence. However, the great growth in the printing industry in the late
seventeenth and eighteenth centuries and the concomitant increase in the number of
newspapers provided a new channel by which the fledgling public commercial concerts
could be advertised, a method which had not been available to older established
commercial entertainments, such as theatrical performances and opera. The advertising

techniques used for public concerts in the late seventeenth and eighteenth centuries will
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thus be investigated to show how increasing pervasiveness and the use of persuasive
techniques can be found even at this early date (Chapter 8 section 8.3).

Changes in the role and status of the musician prompted by the development of
the public concert will be examined as the musician evolves from salaried employee
under the patronage of court and aristocracy to independent professional earning a
living by his/her own efforts (Chapter 9). Summarising the development of the
commercial concert in London over the period, it will then examine the claim that the
early public commercial concerts in London can be considered as evidence for the birth
of music as a business (Chapter 10).

The first commercial concerts in London were organised by individuals, almost
certainly musicians themselves, who engaged other professional performers, decided on
the venue, pieces to be performed, admission to be charged, and methods of promotion.
While not businessmen, they had to make business-like decisions and had no such thing
as a business or marketing manager to oversee the whole process. The decisions they
made in organising and promoting their concerts are an interesting topic for study at
such an early stage in the history of what may well be thought of as a new business —

the music business.

But how and by what stepps Musick shot up in to such request, as to
croud out from the stage even comedy itself, and to sit downe in her
place and become of such mighty value and price as wee now know it to
be, is worth inquiring after.

(Roger North, The Musical Grammarian (c1728) in Wilson (1959: 302))
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Chapter 2. Marketing the Arts

2.1. Music as a Business

There is no doubt that the late seventeenth and early eighteenth century saw the
beginnings of public concert life in London, but was this the birth of the music
business? Indeed, what is the music business? Nowadays, reference is frequently made
to the music business or music industry as if it were ‘a homogenous unit with shared
objectives and interests’. However, reacting against the modern-day tendency to equate
the ‘music industry’ with the ‘recorded music industry’, Williamson and Cloonan
(2007) argue forcefully that there is no such thing as a single ‘music industry’, but
rather there are multiple music industries, there are ‘people working in a range of
industries centred around music’. Indeed, we can see the range of cultural actors
participating in cultural production, the process by which cultural products are created,
transformed and disseminated, as belonging to three categories: producers of cultural
products, cultural intermediaries who communicate and distribute the cultural product to
consumers, and the consumers themselves who transform cultural products into objects
of meaningful consumption experiences (Venkatesh and Meamber, 2006). The process
of cultural production involves the ways in which cultural producers, cultural
intermediaries and consumers of culture interact and collaborate in the production of
symbolic meaning.

Working from a broad historical perspective, Attali (1985: 31-2) sees the
economy of music as operating through a series of networks each of which relates ‘to a
technology and a different level of social structuring’; while they succeeded each other
there was also the possibility of some intermingling. Within the first network, that of
sacrificial ritual, music was produced for largely ceremonial purposes within non-
capitalist, traditional societies, with musicians working under the patronage of the
aristocracy or court. With the emergence of capitalism, the second musical network,
that of representation, sees music beginning to move towards the market, no longer
produced under patronage but becoming involved with money. Concert hall
performance, with its widening of the gulf between musicians and audience ‘replaced
the popular festival and the private concert at court’. Music started to emerge as a

commodity when merchants began to gain control of its production, that is to publish
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and sell it, and when there were sufficient customers outside the courts which had
previously been its preserve (Attali, 1985: 52). The third network, that of repetition,
appeared at the end of the nineteenth century with the introduction of recording
technology. Atali’s fourth and final network, which functions beyond market-type
exchange, sees music solely as composition, performed for the musician’s own
enjoyment.

Scholars hold differing views on the question of how and when music made the
transition from Attali’s sacrificial or court- and church-based network to the market-
oriented system of his network of representation. There has been something of a
concentration on Mozart as the first ‘free’ composer in a sociological sense (Elias,
1993; Hildesheimer, 1982). However, Baumol and Baumol (1994) place Mozart within
a broader tendency and characterise the second half of the eighteenth century as a time
of transition ‘from the universal system of private patronage to the beginnings of a
market mechanism under which the product of the composer and the performer became
a commodity that could be bought and sold’, a view with which others concur (Gardner,
1994). Pohlmann (1962) sees the trend towards freelance composition as spanning the
entire eighteenth century with Mozart playing an intermediate role and Beethoven being
the ‘culmination of a long developmental process... in the attempt to escape positions of
dependence under employment relationships’. In a series of publications, Scherer
(2001a; 2001b; 2002; 2004) discusses how the rdle of the church and noble courts as
employers diminished between the early eighteenth century and the mid-nineteenth
century and was replaced by ‘opportunities for composers to work as freelance artists
performing, teaching, and selling their creations through private market transactions’.
He sees this as having been caused by economic and political developments which acted
together to strengthen middle-class demand for music and weaken the feudal
foundations of European noble courts and religious establishments. He finds traces of
freelance activity from as early second half of the seventeenth century onwards but
notes that the patronage of aristocrats and the church still continued, though at a reduced
level, during the first half of the nineteenth century (Scherer, 2004).

Drawing on and updating the work of Attali (1985), Leyshon (2001; 2005) sees

the range of present-day industries centred around music as forming a set of
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‘overlapping and interconnecting networks... through which cultural material flows and
undergoes a process of commodification’:
e Network of creativity, combining composition, performance and recording, in
which music is created through multiple acts of performance
e Network of reproduction, which includes the manufacture of multiple copies of
audio recordings
e Network of distribution, acting as a bridge between the networks of creativity
and reproduction and the network of consumption, ensuring that the musical
product is delivered to final markets
e Network of consumption, incorporating locations in which musical products

created in other networks are purchased

Figure 2-1: Modern Musical Networks
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The ideas of Williamson and Cloonan (2007) and Leyshon (2001; 2005) are
obviously based on present-day realities, but they are, nevertheless, relevant to a certain

extent to the situation arising from the growth of public commercial concerts in the
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period under study. Here we also have a collection of different people working in a
range of admittedly small-scale industries centred around music, a set of ‘overlapping
and interconnecting networks’ through which music flowed and underwent a process of
commodification. In Leyshon’s networks, some of the entities are too strongly related
to present-day recording technology and intellectual property rights legislation to be
relevant; nevertheless, each network has something to contribute to a consideration of
the musical scene in the period under study. Musicians performing in London’s new
public commercial concerts were not acting alone in creating this new business; they
were part of a network of creativity in which music was composed and performed:
composers, performance venues and sellers of musical instruments and musical supplies
also formed part of this network. Theatres also formed part of this network of musical
creativity, not only in their role as occasional venues for concerts themselves, but also
because music formed an important part of theatrical performances at the time. The
same composers, singers and instrumentalists were to be found composing and
performing the musical items in straight plays, in performances of opera, in public
concerts and in the pleasure gardens. What we might term ‘concert music’ was
sometimes performed within theatrical performances, just as theatre songs, and even
more frequently, operatic arias were performed in concerts of all sorts. The distinctions
between different types of musical composition/performance by professional musicians
were not so clear at this period; the real distinction was between professional and
amateur performance. The networks of reproduction and distribution are, as might be
predicted, not as relevant to the period under discussion as the only technology of
reproduction available at the time was that of music publishing and most music
publishers sold directly in their own shops rather than having any distribution network.

Like modern music distributors, music publishers did, however, ensure that their
products were promoted and marketed through the limited channels available at the
time. The networks of consumption were also restricted to those locations in which
musical products were purchased, that is music shops, and the consumers who bought
them. Consumers can also be considered to bring the networks full circle; they form
part of the network of creativity co-creating music by their presence at concerts and the

other ways in which they supported performers and composers.
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2.2. ‘Marketing Activity’ versus ‘Marketing Thought’

It is a commonly held belief that marketing as we know it now is a relatively
recent phenomenon with roots which reach back only as far as the nineteenth century.
In an article which has inspired many textbook descriptions of marketing history, Keith
(1960) described the ‘typical’ evolution of marketing as seen at the Pillsbury Company

and divided it into four eras:

e production-oriented era — late 1860s into 1930s, post-Industrial Revolution,
emphasis on production rather than distribution

e sales-oriented era — 1930s to 1950, energetic personal selling backed by
research and advertising

¢ marketing-oriented era — 1950s, sophisticated customer orientation

* marketing control era — 1960 onwards, corporate-wide marketing managerial

philosophy

Prior to the ‘production era’ it is usually assumed that subsistence economies or
those with a predominance of small enterprises did not require marketing to facilitate
exchanges; this has been labelled by some as the ‘simple trade’ era (McCarthy, 1960;
Shapiro et al., 2002). Basing his argument on his familiarity with Pillsbury’s history,
Keith (1960) claimed that this ‘pattern was typical of American business in general’ and
that it was a ‘classic pattern of development in the marketing revolution’. Despite the
fact that a number of authors have refuted it (Fullerton, 1988a; 1988b; Hollander, 1986;
Jones and Richardson, 2007; Olsen and Hadjicharalambous, 2011), the ‘received
doctrine’, as Hollander (1986) termed it, still continues to feature in many introductory
marketing textbooks.

However, the work of scholars such as Hollander (as listed in (Fullerton and
Nevett, 1988)), Fullerton (1977) Nevett (1991; 1987), and Rassuli (1988) has shown
that while the word ‘marketing’ and research into marketing may be relatively recent
phenomena, marketing-type activities are not. Specific forms of marketing-type activity
are historical phenomena and have been traced as far back as the ancient civilisations of
Assyria, Phoenicia, Greece and Rome (Aubet, 1987; Dixon, 1998; Larsen, 1976; Nevett
and Nevett, 1987; Orlin, 1970; Twede, 2002; Walle, 1987).
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Moreover, discussing the work of McKendrick, Brewer, and Plumb (1982) on
the advances in manufacturing and related marketing efforts of English entrepreneurs
such as Josiah Wedgewood and Matthew Boulton, Fullerton (1988b) ascribes the full
emergence of ‘modern western marketing’ to England during the second half of the
eighteenth century. Here, vigorous marketing efforts involving an increase in
advertising, development and acceleration of fashion cycles and shaping and
acceleration of demand, brought about the commercialisation of English life, a process
which extended even to leisure pursuits. It is in this context that the marketing
techniques used by early concert promoters in London from the late seventeenth century
onwards will be investigated. By showing that early concert promoters in London were
engaged in practices similar to those of present-day marketers, it is hoped to provide a
further case study illustrating that marketing-type activities predate the 1860s and
furthermore that they were carried out in a service-based rather than a purely
manufacturing/trading industry.

Having established, despite Keith’s (1960) arguments, that marketing-type
activities began well before the late 1860s, this chapter will continue by outlining some
of the schools of marketing thought which arose during the twentieth century with the
aim of identifying appropriate theoretical bases from which to analyse the marketing of
concerts in the period under investigation. Contemporary thought and practice in the
marketing of the arts will then be investigated to provide a comparison with the ways in

which early concert promoters conceptualised and marketed their events.

2.3. Marketing Thought

One can find comments on issues which one might consider to be included in
the concept of marketing dating back to the ancient Greece of Plato and Aristotle, they
continued throughout the Middle Ages in the work of schoolmen such as St Augustine
of Hippo, St Thomas Aquinas and John Duns Scotus, and on into the modern period in
the work of the great economists of the eighteenth and nineteenth centuries, such as
Adam Smith and John Stuart Mill (Cassels, 1936; Dixon, 1998; Dixon, 2002; Jones and
Shaw, 2002; Kelley, 1956; Mochrie, 2006; Shaw, 1995; Wilkie and Moore, 2003).
However, marketing as an academic discipline is considered to have emerged from the

study of applied economics in the late nineteenth and early twentieth centuries and is
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thus a much later development (Shaw and Jones, 2005). ‘Marketing’ as a term began to
mean something more than distribution or trade by the early twentieth century: the first
marketing courses in American universities were not offered until 1902 and the first
marketing studies and textbooks appeared in the 1920s (Bartels, 1988; Jones and
Monieson, 1990). The early so-called ‘traditional’ schools of marketing thought which
developed during the first half of the twentieth century focused on three ways of
studying marketing phenomena: cataloguing functions; classifying commodities; and
categorising institutions (Shaw and Jones, 2005; Shaw et al., 2009). A paradigm shift in
the mid-twentieth century saw the emergence of new schools of thought — marketing
management, marketing systems, consumer behaviour, macromarketing, exchange and
marketing history — many of them influenced by the work of Wroe Alderson, the
dominant scholar of his time (Jones et al., 2009; Shaw and Jones, 2005; Wright, 2002).

The aim of the marketing management school is to focus on how organisations
market their products and services and it therefore concentrates on the sellers’
perspective. Among concepts such as ‘marketing myopia’, ‘market segmentation’ and
‘product positioning’, one of the most influential concepts which arose in this school is
that of the ‘marketing mix’. This is represented by the four P’s mnemonic which stands
for ‘product’, ‘price’, ‘promotion’, and °‘place’ and has become the standard for
marketing management textbooks (Borden, 1964; Jones et al., 2009; Kotler et al., 2009;
Perreault et al., 2009; Shaw and Jones, 2005). In the context of services marketing, an
extra 3 P’s have been suggested: ‘people’, ‘physical evidence’ and ‘process’ (Booms
and Bitner, 1981).

Consumer behaviour integrates concepts taken from psychology and sociology
into comprehensive models of buyer behaviour which progress from the inputs of
environmental and marketing stimuli, through affective and cognitive mental
processing, to behavioural outputs leading to purchase, and conclude with the feedback
provided by learning. Its boundaries have now broadened beyond ‘purchase,
consumption or usage’ to encompass virtually any human behaviour, such that it has
become almost an academic discipline in its own right, rather than a school of
marketing thought (Jones et al., 2009).

The marketing history school of thought considers when and how practices and

techniques, concepts and theories were introduced and developed over time. It also
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recognises that marketing thinking has not only been shaped by academics, but is also
affected by practitioners, critics and regulators (Jones et al., 2009). Shaw and Jones
(2005) consider that it was it was not until the early 1980s, under the leadership of Stan
Hollander that historical research in marketing developed the numbers and quality to
merit recognition as a school of thought. While methodology in historical research in
marketing has matured (Brown et al., 2001; Golder, 2000; Nevett, 1991; Savitt, 1980;
Smith and Lux, 1993; Witkowski and Jones, 2006), the discipline has also broadened to
take in a wide range of marketing thought and practices in many countries, and from
ancient civilizations to the present. The present study is clearly based in the area of
marketing history but incorporates ideas from marketing management and consumer

behaviour to discuss the actions of early London concert promoters.

2.4. Marketing and the Arts

After a long period of somewhat haphazard administration, management of the
arts has become increasingly professionalised since the last quarter of the twentieth
century, and nowhere is this more obvious than in the practice of arts marketing. The
majority of arts managers are now well versed in current marketing theory and its
implications for arts organisations, having obtained their knowledge by reading either
standard marketing textbooks or specialised publications on arts marketing, or by taking
courses (Boorsma, 1998; 2006). Arts marketing itself is now a ‘mature’ academic
discipline as is witnessed by the increasing number of publications on the subject, both
more general books (Boorsma, 1998; Colbert, 2007; Klein, 2001; Kolb, 2005; Kotler
and Kotler, 2000; Kotler and Scheff, 1997, Mokwa et al., 1980) and articles on
specialised areas of research, both those surveyed by Rentschler (1998; 2002) and more
recent publications. Rather than being a minority interest area focusing narrowly on the
marketing management of artistic offerings, it can be seen as a broad discourse about
the relationship between the arts and the market, an area whose history has been
outlined by Fillis (2011) and whose many strands have been mapped by O’Reilly
(2011). It forms part of the wider field of arts management which Rentschler and
Shilbury (2008) consider as not fitting ‘neatly within management, marketing,
sociology, aesthetics, economics or law, but [as] a multidisciplinary profession drawing

on these and other fields as its platform for scholarship’.
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Can modern theory and practice of arts marketing throw any light on the
marketing of concerts in London in the period under consideration and how this new
business was organised? Individual musicians of the period acted as entrepreneurs,
advertised their concerts in newspapers and elsewhere, engaged other professional
musicians to play or sing, charged admission and hoped to make a profit. There was not
a large public for commercial music concerts as this was a pastime for the elite: only the
wealthy and educated were likely to have sufficient interest, time and money to attend.
Concert promoters did not have the benefit of modern marketing theory; concepts such
as the marketing mix (Booms and Bitner, 1981; McCarthy, 1960), constructing a
customer value proposition (Anderson et al., 2006; Holbrook, 1999a; Zeithaml, 1988),
or marketing specifically aimed at cultural events (Bernstein, 2007; Diggle, 1994;
Heaney and Heaney, 2003; Hill et al., 2003; Kerrigan et al., 2004; Kolb, 2005; Kotler
and Scheff, 1997) were unknown to them. Yet their behaviour may perhaps be
interpreted in terms of such concepts: they produced sophisticated advertising material
to promote their events (Harbor, 2007a; 2007b; 2007¢c; McGuinness, 2004a; 2004b) and
we can trace the beginnings of a hierarchy of musical styles, performers, venues and
prices in concert organisation which became more distinct as time wore on and which is

still to be discerned today (Bourdieu, 1979; Holbrook et al., 2002; McVeigh, 1993).

2.4.1. The Art versus Commerce Debate

A theme of great importance to macromarketing concerns the contrast
between art and entertainment — that is, between cultural forms aspiring
to creative integrity and those seeking commercial success through
popular appeal.

(Holbrook, 2005)

In practice, not many producers of high culture today can completely ignore the
financial aspect. In the field of fine arts, a survey of German artists and gallery owners
carried out by Meyer and Even (1998) found that while artists were not interested in
financial success at the expense of self-expression, both artists and galleries were
involved in marketing in some form. Artists would not admit any influence by the
market on what they created, except when accepting a commission for an individual
work; however, they were interested in certain aspects of marketing, such as distribution

and communication. The artistic producer thus has to establish a balance between the
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pecuniary benefits of selling to the market and the non-pecuniary benefits of creating
what one pleases and the pursuit of approval and fame. The artist who seeks an
outstanding reputation as a creator will thus work in artistic styles that find favour with
the most prestigious critics: he will pursue high art and eschew the low art which
receives little critical acclaim (Cowen and Tabarrok, 2000). While some high art can
also be popular art — Picasso or Mozart were both popular in their own life-time and
their fame has lasted — in general there is usually some trade-off between pursuing
critical acclaim and money, between practicing high and low art.

The traditional view of cultural production situates marketing mainly in the
sphere of cultural intermediaries, who communicate and distribute the cultural product
to consumers. Marketing is thus presumed to take the cultural product and add to it
symbolic meaning which is passed on to the consumer (Schroeder, 2002). However
Venkatesh and Meamber (2006) describe a much broader role for marketing in cultural
production, in which production, meaning transfer and consumption are co-dependent:
‘marketing is integral to all phases of the cultural production process, influencing or
shaping the production of the cultural product, its distribution, and its consumption
through mediation within the symbolic system’. A number of approaches can be taken
to the marketing and consumption of arts/aesthetics; among these the managerial
orientation focuses on the principles of arts marketing, while the consumption
orientation focuses on the experiential, symbolic, hedonic, and spectacular aspects of
arts/aesthetic consumption (Venkatesh and Meamber, 2006). Neither approach is

individually self-sufficient but each complements the other.

2.4.1.1. Managerial Orientation: Product Focus

To most people the term ‘marketing’ signifies a function which is characteristic
of business exchanges and business firms. However, Kotler and Levy (1969) proposed
that the concept of marketing should be broadened from its concentration on businesses
to include ‘marketing of organisations, persons, and ideas’, commenting that all of the
latter are also ‘concerned about their “product” in the eyes of certain “consumers” and
are seeking to find “tools” for furthering their acceptance’. The first edition of Kotler’s
(1967) introductory marketing textbook pointed out that cultural organisations such as

museums, concert halls or libraries, produce cultural goods which can be marketed.
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This broadening of the concept of marketing was carried still further by Kotler (1972)
when he outlined a generic concept of marketing focused on the transaction, ‘an
exchange of values between two parties’, where the transaction could involve not only
the customary business elements of goods, services and money, but also other resources,
such as time, energy and feelings. Subsequent work by Kotler and others illustrated
how this broadened concept of marketing could be applied to the arts and wider non-
profit sectors (Diggle, 1994; Kotler and Kotler, 2000; Kotler and Scheff, 1997; Melillo,
1983; Mokwa et al., 1980; Scheff and Kotler, 1996a; 1996b; Kotler and Andreasen,
1996). The emphasis in these works tends to be on the artist and the artistic product as
the focus of any marketing strategy, but not in terms of the actual production of the
artistic product. The artist’s task is to create a product without any particular reference
to satisfying customer need, and the goal of marketing culture and the arts is then to
bring the work to the notice of as many people as possible so as to disseminate the work
widely and possibly generate a profit (Diggle, 1994). This is what Evrard (1991)
describes as ‘marketing the supply’.

Hirschman (1983: 46-7), however, suggests that the broadening of the
marketing concept is not applicable to artists whom she defines as ‘those who create
primarily to express their subjective conceptions of beauty, emotion or some other
aesthetic ideal’.* She emphasises the idea that the artist or musician does not follow the
marketing concept by producing a product as a response to the desires or interests of the
consuming public: ‘An artist ... may first create a product that flows from their own
internal desires and needs and then present this product to consumers who choose to
either accept or reject it’. Artists and musicians are thus motivated primarily by the
need to express themselves (self-oriented creativity) and find recognition within an
audience of their peers and industry professionals (peer-oriented creativity) as shown by
the two inner sections in Figure 2-2. In self-oriented creativity the artist is the creator
and first consumer of his or her own work; the exchange process which lies at the heart
of marketing takes place before the product is released to any third party. Peer-oriented
creativity represents the exchanges in Kotler’s broadened view of the marketing
concept. Commercialised creativity, whose primary purpose is to earn money from the

public at large, is not valid for artists and is often treated with disdain because it does

? Musicians are thus included in Hirschman’s definition of ‘artist’.
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not accord with the idea of pursuing art as an end in itself (Holbrook and Zirlin, 1985).
Thus, Hirschman (1983) reasons, the standard methods of the marketing concept cannot

be simply transferred to the arts and applied to the artistic product.

Figure 2-2: Creativity according to audience and objective

/Self-Oriented ) Peer-Oriented ) Commercialised
Creativity Creativity Creativity
Primary audience: the self Primary audience: peers Primary audience: the
and industry professionals public-at-large
Primary objective sought: Primary objective sought: Primary objective sought:
@elf—expression ) recognition, acclaim / money

Source: (Hirschman, 1983: 49)

A similar way of categorising cultural enterprises is by consideration of the
orientation of the enterprise’s mission, which can be positioned on a continuum with
product focus and market focus at the two extremes and with a vast range of different
possibilities positioned in between. This orientation criterion can be considered in
combination with the way in which a work of art is produced as either a unique product
not designed to be reproduced, or as a prototype designed to be reproduced in large
quantities, to help in distinguishing between cultural industries and enterprises in the so-
called ‘arts sector’ (see Figure 2-3) (Colbert, 2003; Colbert, 2007: 8-10). Colbert (2007:
15) also uses this categorisation by product/market focus and product
production/reproduction to decide what type of marketing might be most appropriate.
For market-centred organisations, the marketing approach would be essentially
traditional, whereas product-centred organisations would use a marketing model for
culture and the arts. He also distinguishes a third category of organisation which might
be on the borderline between the quadrants identified, perhaps having a product or
market orientation which is not clear-cut as with other organisations. Here a mixed
marketing approach would allow ‘for some compromises on product or adjustments to

the product according to consumer preferences’.
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Figure 2-3: Marketing and cultural enterprises

Prototype production

Market-centred Product-centred

Unique product Unique product

Profit-generating cultural | ‘Arts sector’ usually not-

industries for-profit

e.g. London West End e.g. classical music

play or musical ensemble, contemporary

art museum

Market < Mark 1 Prod 1 »Product
view arket-centre roduct-centre view

Reproduced product Reproduced product

Profit-generating cultural | Not-for-profit cultural

industries industries

e.g. producers, e.g. not-for-profit

broadcasters and publisher

distributors of books,
CDs, films, etc.

Prototype reproduction

Source: Based on (Colbert, 2007: 9)

The distinction between high and low art focuses on the artistic product itself
and is only one of a number of ways of grouping artistic products into subcategories on
the basis of their attributes which may facilitate investigation of each market. As we
have seen, high art, including painting, sculpture and classical music, is thought of as
being pursued by the artist as an end in itself with no overt attempt to satisfy the needs
of its market. On the other hand low, popular or ‘liberal’ art, including rock music,
cinema and fashion design, is the domain of the professional who seeks commercial
success (Bourdieu, 1984; Holbrook and Zirlin, 1985). Another distinction, that between
the performing and visual arts, is based on how the work is presented and how the
audience interacts with the artistic product. In the performing arts (dance, theatre,
opera) the message of the artist is mediated through the performers, whereas the visual
arts (painting, sculpture, photography) are presented by the artist with the viewers
interpreting the artistic product according to their sensitivity and experience (Scheff and
Kotler, 1996a). One can also distinguish between goods and services within the artistic
realm. If the artistic product is tangible, such as a book or painting, then it is considered
to be a good; services, such as live performances, are intangible. However, Shostack’s

(1977) concept of a product-service continuum which depends on the degree of
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tangibility of the product blurs the distinction between goods and services and may also
be applied to the artistic realm. Botti (2000) presents a three-dimensional matrix to
illustrate a product-oriented classification which can be used to analyse the differences
and similarities between a range of artistic products (see Figure 2-4). However, she
stresses its limitations: the fact that it leads to a sectorial approach to the art market
where the analytical dimensions used to distinguish between the sub-sectors are highly

subjective.

Figure 2-4: Product-oriented classification of artistic products

Kind of Product
Goods Services

CD - classical music Classical concerts and
o formi (high culture) classical theatre
-% iisormmg (high culture)
g CD - pop music Pop concerts and cinema
E (popular culture) (popular culture)
k5] Sculpture and painting Museums, art galleries
E Visual (high culture) (high culture)
M Arts Fashion Exhibition of cartoons

(popular culture) (popular culture)

Source: Adapted from (Botti, 2000: 16)

What light can this theorising about the artistic product and how it should be
marketed throw on the marketing of early concerts in London? The first problem is that
some of these ideas are based on a romantic ideal of the artist and art which is
anachronistic to the period under study. The high-minded approach attributed by
Hirschman and others to producers of artistic products seems to be based on a
somewhat romantic and comparatively recent ideal of high art as being something
created from the artist’s internal vision, producing an artwork with a unique and
personal meaning. Buelow (1990) describes this romanticized view of the creative act
as one which sees ‘the writer, the artist, the composer in a state of suspended animation
until he is mysteriously infused with the inspired idea, the original invention’; genius
implies originality and inspiration. Cultural consumers — readers, viewers and listeners
— would act in a similar fashion, expecting a profound aesthetic and emotional

experience (Bradshaw et al., 2000).
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However, this concept of non-utilitarian art produced by the professional artist
exclusively for contemplation, of art as a special domain of creativity, spontaneity, of
refined sensibility and expressive ‘genius’, only developed during the course of the
eighteenth century. Prior to this technical skill, rather than vision, was considered the
most important requirement for production of an artefact, which, though it might be
beautiful in itself, had as its primary purpose that of being useful; the artist or musician
was thought of as a craftsman who learned his craft, rather than a genius who was born
(Clifford, 1988: 233-234; Lowinsky, 1964; Staniszewski, 1995: 111-116). Indeed
imitation, the very antithesis of the originality that came to be required of the genius,
was an accepted method by which composers learned their craft throughout the
Renaissance and Baroque periods. It was not until the latter half of the eighteenth
century that imitation came to be criticised and ‘originality was seen as the
distinguished feature of the now most popular definition of creative talent — genius’
(Buelow, 1990).

Also pertinent is the fact that distinctions between high culture and popular
culture became embedded in different countries at different periods. The founding of
the ‘Concert of Antient Music’ in London in 1776 emphasised ‘old’ music (composed at
least 20 years previously) as a means of excluding the more vulgar entertainment that
was contemporary Italian opera buffa (Weber, 1992). Weber (1977) sees the mid-
nineteenth century as the period during which the modern categories of popular and
classical music were gradually formed in Europe with the rise of the classical masters:
‘Popular music was whatever people said you did not need to know much to enjoy;
classical music was whatever they said you did need a serious acquired taste to
appreciate’. In America, the distinction between high and popular culture did not
emerge until the second half of the nineteenth century and was effected by means of a
conscious process of isolation and differentiation of high culture by urban elites, partly
as a reaction to the industrial revolution which resulted in the mass production of goods
and the rise of the new middle class (Dimaggio, 1982; Kolb, 2005: 26; Levine, 1988;
Shrum, 1996; Waksman, 2011). Colbert’s (2003; 2007: 8-10) distinction between a
not-for-profit arts sector which produces unique products not designed to be
reproduced, and profit-generating cultural industries whose unique products are

designed to be reproduced in large quantities falls at the technological hurdle: while
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individual pieces of music could be published and sold (probably not in particularly
large numbers), concerts could not be reproduced in any way in the eighteenth century
except by putting on a second performance. Lastly, audiences of the time were not
accustomed to sit in rapt silence in opera house or concert room as they are today; it was
accepted that people would socialise during a performance, that they might move
between boxes or parts of the hall, or even move from one performance to another
(Knif, 1995; Weber, 1997, Johnson, 1995).

Thus if the concepts of high culture and the creative genius who creates
primarily to express subjective conceptions of beauty, emotion or some other aesthetic
ideal are not relevant to composers and musical performers in the late seventeenth and
eighteenth centuries, should we expect concert organisers to be constrained by our
modern disdain for commercialised creativity and our idealisation of art as an end in
itself? Should we not allow concert promoters to use some of the standard methods of
the marketing concept and expect to see ‘some compromises on product or adjustments
to the product according to consumer preferences’ as allowed by Colbert (2007: 15) for
organisations which do not have a clear-cut product or market orientation? Chapters 5
and 6 will show that concert promoters in London in the period under study are more
akin to contemporary promoters of West End plays or musicals; they were not just
marketing the supply but were willing to use a variety of marketing tactics and to create
and make adjustments to a product, the concert, which aimed to satisfy customer needs

as a way of ensuring that they themselves could earn a living.

2.4.1.2. Consumption Orientation: Consumer Focus

A major flaw of the product-centred approach to marketing the arts and culture
is that it disregards the consumer perspective and the benefits which the purchaser seeks
when consuming a cultural product; it fails to acknowledge the important part which the
cultural consumer plays in the co-creation of artistic products. It is to this consumer
perspective which we shall now turn.

Design of the artistic product itself is excluded from the arts marketing task in
most leading textbooks in the field of arts marketing (Colbert, 2007; Klein, 2001; Kolb,
2005; Kotler et al., 2008; Kotler and Scheff, 1997). Kotler and Scheff (1997: 34) are of

the opinion that the customer-centred approach should have no effect on the selection of
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works a cultural organisation performs or presents, but instead it should be applied to
the way in which the works are described, priced, packaged, enhanced and delivered.
The role of arts marketing is considered to be one of indirect support for the cultural
organisation’s artistic mission by increasing attendance and generating funds, but not
one that defines the mission itself (Kotler et al., 2008). Colbert (2003) states: “The
artistic product does not exist to fulfil a market need ... Instead of seeking to meet
consumers’ needs by offering them a product they desire, the arts manager seeks
consumers who are attracted to the product”. However, as we have seen, the reasons for
this insistence on the sacrosanct nature of the artistic product do not apply to the early
London concert.

An understanding of consumer behaviour is considered an essential component
of modern marketing and this is no less true for the marketing of cultural products. To
attract consumers, the audience or fans, the manager of a cultural organisation needs to
know who they are, why they are making a purchase and how they make their purchase
decisions (Boorsma, 2002; Colbert, 2003). Work has been done on the first of these
questions with regard to the typical cultural consumer in contemporary society
(Andreasen and Belk, 1980; Chuu et al., 2009; Colbert, 2003; Colbert, 2007; Gainer,
1993b; Keaney, 2008; Kottasz and Bennett, 2006; Fisher and Preece, 2003), as well as
on eighteenth-, nineteenth and early twentieth-century music and theatre audiences
(Blanning, 2008; Bruhn, 2003; Gras and Vliet, 2004; Hughes, 1971; Hunter, 2000;
Pedicord, 1980; Shera, 1947-1948; Weber, 1997). Colbert (2003) summarises forty
years of research in describing the typical cultural consumer in contemporary society as
female, well educated, earning a relatively high income and holding a white-collar job.
As regards the late seventeenth and early eighteenth centuries, the audience for music
was restricted almost entirely to the wealthy elite. Roger North, whose Memoires of
Musick were published in 1728, described the changes in musical life he had witnessed
in the late seventeenth and early eighteenth century: ‘now the lovers and patrons of
musick, and who by strength of purse and flattery have introduced a kind of idolatry of
it, are the grandees, nobles, and polites of the age’ (Wilson, 1959: 251). Hunter (2000)
quotes a letter from Common Sense, 1738, probably written by Henry Fielding, which

states that ‘every Body knows that his [Handel's] Entertainments [oratorios] are
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calculated for the Quality only, and that People of moderate Fortunes cannot pretend to
them’.

The second question as to why consumers attend the arts is of paramount interest
to marketing experts in the arts. Part of the answer appears to lie in childhood, at least
for today’s audiences. Four factors are acknowledged to affect adult cultural
preferences: values communicated within the family, values communicated at school,
introduction to the arts in childhood and practising an art form as an amateur;
preferences and tastes in the cultural area are believed to be established by the age of 20
(Andreasen and Belk, 1980; Gainer, 1993a; Holbrook and Schindler, 1989; Kolb, 2001).
For those without a preference formed during childhood, Caru and Cova (2005) use
appropriation theory to argue that repeat ‘immersion’ in artistic events is not caused
only by the object of the experience (the music) and the servicescape (the design of the
environment), but is also facilitated by service elements such as referents, a conductor
or guide and ritual. It is likely that childhood experience would have encouraged
attendance at concerts and other musical events in the period under study, as music
formed an integral part of family life for most wealthy families of the late seventeenth
and eighteenth centuries. As described in section 4.4.2 below, music of all kinds was
played at home as is evidenced both by the type and quantity of music that was
published in the period (Arber, 1903; Smith, 1948; Smith and Humphries, 1968) and by
the number of advertisements for the sale of instruments appearing in newspapers.
Thus, the élite who attended concerts would already have built up a series of referents
which would facilitate their attendance at musical events and other members of their
family or social network could function as guides to the rituals which formed part of
attendance. However, this childhood experience only gives the baseline preference; the
motivation to attend a particular musical event requires further investigation.

Citing Kotler’s (1991) view of marketing as a process concerned with the
facilitation of exchanges in which each party to the exchange gives up something of
value in return for something of greater value, Holbrook (1999b) stresses the
importance of consumer value to all marketing activity. He defines consumer value as
an ‘interactive relativistic preference experience’ in which these four facets of consumer
value compose an ‘interconnected system of related aspects that overlap and combine to

constitute the emergent phenomenon known as consumer value’. Consumer value is:
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® interactive since it involves interaction between a subject (a consumer or
customer) and an object (a product or service)

e relativistic since it is comparative (involving preferences among objects),
personal (varying across people) and situational (specific to the context)

e preferential since it represents a preference judgement

e experiential since it derives from the consumption experience, rather than from

merely purchasing or possessing a product

Holbrook goes on to provide a typology of consumer value which categorises
the types of value in the consumption experience, reflecting three key dimensions:
extrinsic versus intrinsic value, self-oriented versus other-oriented value, and active

versus reactive value (see Table 2-1).

Table 2-1: Typology of Consumer Value

Extrinsic Intrinsic
. EFFICIENCY PLAY
Active .
. (Output/Input, Convenience) (Fun)
Self-oriented
Reactive EXCELLENCE AESTHETICS
(Quality) (Beauty)
STATUS ETHICS
Active (Success, Impression (Virtue, Justice, Morality)
Other- Management)
oriented ESTEEM SPIRITUALITY
Reactive (Reputation, Materialism, (Faith, Ecstasy, Sacredness,
Possessions) Magic)

Source: (Holbrook, 1999b)

Returning to arts marketing specifically, a number of reasons have been
proposed for what motivates attendance at a cultural arts event, all based on an
investigation into what the consumer values, the different needs which are fulfilled and
the various benefits of attendance. Recent work in the area of classifying motives for
arts attendance has resulted in the following taxonomy of arts consumption benefits
(Boorsma, 2006; Botti, 2000; Colbert, 2003):

e Functional, cultural or educational benefits linked to a thirst for cultural

knowledge.
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¢ Symbolic benefits linked to the need to demonstrate one’s social position or
personality.

e Social benefits linked to the need for social contact and interaction with
others.

e Emotional or hedonistic benefits linked to the desire for pleasurable
experiences, which can be either stimulating or relaxing, and to the need to
escape from daily problems and routine.

e Artistic benefits linked to the experience to complete a work of art.

A consumer seeks functional, cultural or educational benefits when he or she
becomes aware of a cultural need, such as the thirst for knowledge. Cultural products
may fulfil a functional need when they have an educational benefit and enhance culture.
For instance, it is held that one of the primary motivations for people to visit a museum
is to acquire knowledge (McLean, 1995; Paswan and Troy, 2004; Slater, 2007; Slater
and Armstrong, 2010).

Symbolic benefits are linked to the product’s significance at the psychological or
social level and are related to semiotic aspects such as communicating one's personality
and values via consumption choices (Douglas and Isherwood, 1979; Lury, 2011). In
consuming artistic products the consumer reveals aspects of his or her personality and
culture or subculture (Gainer, 1995; Lury, 2011). Bourdieu (1979) asserts that art and
cultural consumption are predisposed to fulfil a social function of legitimating social
differences. Social subjects ‘classified by their classifications, distinguish themselves by
the distinctions they make between ... the distinguished and the vulgar, in which their
position in the objective classifications is expressed or betrayed’ (Bourdieu, 1979: 7).
Social life is thus a way of drawing on economic capital (financial resources), social
capital (relationships and networks) and cultural capital (socially rare and distinctive
tastes, skills, knowledge, and practices) to compete for symbolic capital or status
(Bourdieu, 1979; Holt, 1998). Following on from this it can be argued that arts
attendance serves as a social symbol, as a way of expressing one’s personality or social
position (Botti, 2000; Colbert, 2003; Cuadrado and Molla, 2000; Gainer, 1993b; 1997;
Kelly, 1987).
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The social benefits of arts consumption fulfil a need for social contact and
interaction. Attendance at an arts event provides both the opportunity to meet with like-
minded individuals and a common experience about which to converse (Bouder-Pailler,
1999; Thyne, 2001). Attendance at an arts event is for many a consumption ritual
which focuses on social relationships (Gainer, 1995); indeed people attend cultural
events more often if they attend with partners or friends (Kotler and Scheff, 1997: 72—
4).

Developments in behavioural research which led to the conceptualisation of
hedonistic or experiential consumption (Hirschman and Holbrook, 1982; Holbrook and
Hirschman, 1982) have been a fertile area for explorations of motivation to attend
cultural events. Using the hedonistic perspective, consumer choices are examined in
terms of the pleasure, hedonistic fulfilment, emotional arousal, amusement, and
imaginary and sensory stimulation experienced by the consumer, rather than the
product’s utility. With its focus on the experiential aspects of consumption, the
hedonistic perspective emphasises the dynamic interaction between consumer and
product, a feature which is to the fore in arts and other leisure activities (Holbrook and
Hirschman, 1982). Thus, the hedonistic perspective has proved an inspiration for the
investigation of emotion as one of the major benefits of arts consumption (Botti, 2000;
Bouder-Pailler, 1999; Bourgeon-Renault, 2000; Colbert, 2003; Cuadrado and Molla,
2000; Holbrook and Zirlin, 1985; Woods, 1987). The uniqueness of the work of art
means that it will not give rise to the same emotional reaction in each member of the
audience; nor, indeed, will an individual necessarily feel the same emotional reaction to
the same artwork on different occasions (Botti, 2000; Evrard, 1997).

Last but not least, attendance at a cultural event brings to the consumer the
benefit of the artistic experience itself. For Boorsma (2006), the production of artworks
is understood as a ‘specific form of language construction — the creation of new,
authentic metaphors which break down existing aesthetic symbol systems and create
new ones’. She underlines the crucial role of the art consumer in the final stage of this
process, that of completing the work of art by taking meaning from the new metaphor
and by acknowledging its artistic value. Although not clear-cut in their findings, several
empirical studies back up the importance of the artistic experience itself as a motivation

for attending cultural events (Boorsma, 2006; Boorsma and van Maanen, 1982a; 1982b;
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Cooper and Tower, 1992; Cuadrado and Molla, 2000). Botti (2000: 21) describes
artistic value as the artistic potential designed into artworks by an artist and which is
‘drawn out by means of the relationship established between the products themselves
and their consumers (public or audience)’. She opines that the object of arts marketing
is to increase or enhance the emergent or emerged artistic potential and thus facilitate
the diffusion of the artistic value to society.

It is important to stress that a single artistic consumption experience may fulfil a
range of different needs; even if a single benefit becomes the main motivation for
attendance at an artistic event at a particular moment in time during that experience,
more than one benefit can result from the experience as a whole. This is highlighted by
Botti (2000) who places the benefits along a continuum from extrinsic (utilitarian) to
intrinsic (emotional) benefits (Figure 2-5). Where arts consumption is concerned, the
needs at the emotional end of the continuum may have a more dominant position that

those at the utilitarian end (Becker, 1982; Botti, 2000; Holbrook, 1980).

Figure 2-5: Needs satisfied through arts consumption

INTRINSIC
BENEFITS

EXTRINSIC
BENEFITS

Cultural Social Symbolic Artistic Emotional

Needs Needs Needs Needs Needs

Source: Adapted from (Botti, 2000: 18)

The decision to attend a cultural event is made by weighing up the benefits the
audience member may receive against the cost (Kolb, 2005: 91-5). A potential attendee
must decide whether attendance provides good value in terms of the relationship
between the satisfaction that benefits provide and the cost to be paid, which will include
not just the price of the ticket, but also transportation, and any other related expenses.
In addition, as attendance at a live cultural event is highly time-intensive, a potential
attendee will also weigh up the opportunity cost of the time taken up by attendance at a
particular cultural event which is then not available for alternative activities (Throsby,
1994; Frey and Meier, 2006). Although it is difficult to measure the quality of
performances, it has been shown that the expected quality of a cultural event will have a

strong effect on the decision to attend (Throsby, 1983). Moreover, it is the expected
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quality of the entire experience, not just of the performance itself, which will affect the
decision to attend; this will include expectations with regard to such factors as the
ambience of the venue, the convenience of the location and additional amenities
provided (Kolb, 2005: 91-5).

Marketing managers are interested in knowing how and why attendees make the
decision to attend a cultural event because it has an effect on the types of events which
they arrange and how they are promoted. This holds good for musicians who organised
concerts in London in the period under investigation. Thus, we will see in Chapter 5
how different types of concerts were developed which satisfied different motivations to
attend such an event. Section 8.3.3 will discuss how concerts were promoted, and will
show how different motivations to attend and the benefits of attending were considered

by some concert promoters when drawing up their advertisement copy.

2.4.2. The Marketing Mix for the Arts

Kotler and Scheff (1997: 40-3) characterise a customer-centred cultural
organisation as follows: it relies heavily on research; it creatively and strategically
segments the audience into target groups; it defines competition broadly; and it
develops strategies using all elements of the ‘marketing mix’, which they identify as
one of the key concepts in modern marketing theory. Kotler et al. (2001: 97) define the
marketing mix as being ‘the set of controllable tactical marketing tools... that the firm
blends to produce the response it wants in the target market’. E. Jerome McCarthy
(1960) proposed a classification of the elements of the marketing mix into what is now
commonly known as the ‘four Ps’: product, price, place and promotion. In the context
of services marketing, an additional 3 P’s are considered: ‘people’, ‘physical evidence’
and ‘process’ (Booms and Bitner, 1981). The product consists of ‘anything that can be
offered in a market for attention, acquisition, use or consumption that might satisfy a
want or need. It includes physical objects, services, persons, places, organisations and
ideas’. Price is the amount charged for a product or service; place is ‘all the company
activities that make the product or service available to target consumers’; promotion
consists of ‘activities that communicate the product or service and its merits to target
consumers and persuade them to buy’ (Kotler et al., 2001: 97-8); people are ‘all actors

who play a part in service delivery and thus influence the buyer’s perceptions: namely
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the firm’s personnel, the customer, and other customers in the service environment’;
physical evidence is ‘the environment in which the service is delivered and where the
firm and customer interact, and any tangible components that facilitate performance or
communication of the service’; while process is ‘the actual procedures, mechanisms and
flow of activities by which the service is delivered’ (Wilson et al., 2012) (see Table

2-2).

Table 2-2: The Marketing Mix

Product Price Place Promotion
Variety List price Locations Advertising
Quality Discounts Transport Promotions
Design Allowances Exposure Personal selling
Features Payment period Intermediaries Publicity
Services Flexibility Outlet locations Promotion blend
Accessories Terms Storage Salespeople
Packaging Differentiation Channel type Incentives
Warranties Managing channels = Media types
Product Lines Sales promotion
Branding

People Physical Evidence  Process

Employees Facility design Flow of activities

Recruiting Equipment Standardised

Training Signage Customised

Motivation Employee dress Number of steps

Rewards Other tangibles Simple

Teamwork Reports Complex

Customers Business cards Customer involvement

Education Statements

Source: (Kotler et al., 2001: 98; Wilson et al., 2012)

For contemporary popular music, O’Reilly (2004) suggests the following

adaptations:

® Product: music genre, sound and lyrics

® Place: physical or electronic distribution of the product

¢ Promotion: all forms of promotional communication

e Price: the money charged for the recorded product or for entrance to see a live
performance

e People: the singer(s) and/or musician(s)

e Performance: the live performance process, including the physical performance
space
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¢ Physical evidence: technical format (e.g. CD, MP3), and release format (e.g.
album, single)

Some of this is obviously very much related to the technology in use today and
would thus be irrelevant for music in the period under study. However, the following
further adaptation seems appropriate:

¢ Product: concert type; music genre, words and music, programming

e Place/Performance: physical performance space and ticket selling locations
® Price: the money charged for entrance to see a live performance

¢ Promotion: all forms of promotional communication

e People: composers and performers

The marketing mix is not without its shortcomings — internal orientation, lack
of strategic dimensions and lack of personalisation, to name but three — but it does
provides a straightforward conceptual framework whose essential features of simplicity,
applicability and richness have encouraged its widespread use by marketing
practitioners (Constantinides, 2006; O'Reilly, 2004). This slight adaptation makes it a
useful way of discussing the various aspects of London’s public commercial concerts in
the period under study.

It is unlikely that concert promoters in seventeenth- and eighteenth-century
London relied heavily on formal research, nor did they creatively and strategically
segment their audience into target groups. We can be almost certain that they did not
think about developing strategies using all elements of the ‘marketing mix’. However,
they probably had a good knowledge of those who made up their potential audience as
they often lived in close proximity to their audience (see section 9.3.1) and interacted
with them closely when performing in private events at their houses or visiting to give
instrumental lessons. They used this knowledge and experience of the upper echelons
of London society to develop different types of concerts with repertoire which they
thought would appeal to them (see Chapter 5 and Chapter 6), held in venues which were
convenient and attractive (see Chapter 7), at prices which would attract them but
exclude others lower down the social scale (see section 8.2), and promoted their
concerts in ways calculated to catch their attention (see section 8.3). While they had no
knowledge of the relevant theory, musicians who organised concerts were
unconsciously developing strategies using all elements of the ‘marketing mix’ in their

efforts to attract an audience and make a living.
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24.2.1. Product

The product is the focus for any type of organisation, and can be a tangible
good, a service or an idea. Cultural products can be a combination of all of these: the
cultural organisation provides a service when it presents a cultural event, but it may also
provide tangible products for purchase at the event, such as refreshments or
programmes, and it also markets the idea of supporting the arts when it attracts
sponsorship (Kolb, 2005: 161). In the view of a marketing specialist, a product might
be defined as ‘the set of benefits as they are perceived by the consumer’ (Colbert, 2007:
30).> Even though a product may be described in terms of its technical features or
symbolic value, what the consumer buys is a set of benefits, be they real or imaginary.
In general, a product consists of the core product itself as well as related services, and
the value which consumers attach to the product. When considering cultural products,
much of this description of the product holds good, but with subtle changes. In the
contemporary cultural sector, the artistic product is still the core product even though
the choice of works to be displayed or performed is not usually determined by the
marketing function, but by someone on the artistic side. At a concert, the core offering
may be a single piece of music to be performed, the programme for an entire concert,
the collection of programmes for a subscription series or an entire season; it may also be
considered in terms of the specific performers (Kotler and Scheff, 1997: 192).

However, a cultural event is more than just the music or performer, it is a
complete emotional experience, and for occasional attendees especially, intangible and
atmospheric factors are just as important as the core product itself (Bourgeon-Renault,
2000; Kotler and Scheff, 1997: 42). The core product may also be accompanied by
what Kotler and Scheff (1997: 192-3) term the ‘expected’ and the ‘augmented’ product.
The expected product includes the customer’s normal expectations regarding the
purchase and consumption of the product, while the augmented product includes
features and benefits which exceed what the target audience normally expect.

Products have been classified according to the amount of effort required by the
consumer to purchase the product as being one of three categories: convenience
products, shopping/comparison products or specialty products (Bucklin, 1963;
Copeland, 1923; Holton, 1958; Luck, 1959); a fourth category, that of preference goods

? See p. 42ff. for a description of the various benefits which may be conferred by attendance at cultural
events.
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has also been posited (Enis and Roering, 1980; Holbrook and Howard, 1977; Murphy
and Enis, 1986). Like products, services may also be divided into groups or
classifications which share certain marketing characteristics so as to facilitate an
examination of the implications for marketing action (Lovelock, 1983). Judd (1964)
proposes a division into rented goods services, owned goods services and non-goods
services; this last, which comprised personal experiences or ‘experiential possession’,
would presumably include cultural events. Some cultural products comprise both
physical goods and intangible services within a single product ‘package’, and the
relative proportion of each may be used as a method of classification (Shostack, 1977).

Cultural products may also be categorised depending on the type of art form,
whether it is considered high or popular culture and the segment of the market which is
being targeted. To be classified as a convenience product, with wide distribution and
low cost, the cultural product will usually be at the popular end of the culture spectrum.
Consumers may consider culture to be a comparison product if they have limited
knowledge of art and culture and will thus be happy to attend any of a range of cultural
events which they consider to have similar features and benefits. Culture enthusiasts
view culture as a specialty product, have a specific preference for a certain type of
cultural product for which they are not willing to accept a substitute, and they tend to
fall at the high end of the culture spectrum (Kolb, 2005: 168-71). Rather than being
pure goods, many cultural ‘products’ are more akin to services in Berry’s (1980)
definition as a ‘deed, act or performance’. Other characteristics of services are also
shared by cultural products in that they are intangible, perishable, consumption is
simultaneous with purchase and they possess a circumstantial dimension (Colbert, 2007:
35-6; Kolb, 2005: 162-3; Kotler and Scheff, 1997: 193-6).

Once the core product has been selected, it is the marketer’s task to decide how
to position and present the product offering to the public. As a cultural product or
organisation may evoke a variety of associations, positioning involves deciding on
which of these associations should be emphasised and which removed. Choosing the
right positioning can have a pronounced effect on customers’ perceptions and choice
decisions. A cultural organisation can base its positioning on a single attribute or on a
set of attributes, but the most common practice is to choose one or two attributes which

appear to be the most attractive to the target audience. The types of attributes which
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might be used to position the product include, among others: programming (Chapter 6),
performers (Chapter 9), venue location and facilities (Chapter 7), price (section 8.2),
quality, and benefits sought by the consumer. As an alternative to choosing a
competitive positioning which seeks to differentiate the product, cultural organisations
can try to associate their product with an existing product in order to benefit from the
competitor’s image (Colbert, 2007: 162—-6; Kotler and Scheff, 1997: 205-9; Nantel and
Colbert, 1992). This was frequently done by London concert promoters in the first half
of the eighteenth century when they advertised that arias taken from popular operas of

the day would be performed.

24.2.2. Place/Performance

Place refers both to the distribution channels and the location at which the
product is made available to the public. For the performing arts, this will mean the
performing venues and places or methods of ticket distribution; the location of these can
have an important effect on the success or failure of an artistic event since there is a
limit to the amount of effort a consumer is prepared to make to purchase a ticket or
travel to a venue. If the physical location is difficult to reach or if the time at which the
product is offered is inconvenient, the potential consumer is less likely to make the
effort to attend. For any point of sale, the further away the consumer is located, the less
likely they are to attend. As with retail outlets, the best location for cultural venues is
one that is in close proximity both to its potential consumers and to other venues of the

same kind, as the synergising effect increases attendance

24.23. Price

It might seem that price is one of the simpler parts of the marketing mix.
However, the price paid by the consumer to purchase a cultural product is only one
element of the various expenses which are related to its consumption. In addition, the
consumer must also take into account other expenses, such as cost of transport, the
opportunity cost of the leisure time invested, the risk associated with the purchase, and
the physical effort expended by the consumer in attending an event. The risk associated
with a purchase is the lack of certainty that needs or expectations will be met. It
includes such factors as the social risk of being associated with a particular group, the

risk of not understanding or liking the product and the risk of being upset. The greater a
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consumer’s experience with a particular product, the less will be the perceived risk
(Colbert, 2007: 172-3; Kolb, 2005: 166-7; Kotler and Scheff, 1997: 225-6). In
addition to these real and perceived costs, the concept of perceived value is another
factor in setting prices. Perceived value is determined by the consumer and represents
the difference between the producer value (cost of production, distribution, and
marketing plus a profit factor) and what a consumer feels the offering is worth
regardless of its production costs. A high perceived value may allow a cultural
organisation to charge high prices without affecting attendance adversely (Kotler and
Scheff, 1997: 226-7). For instance, for the 1850 United States concert tour of Swedish
concert singer Jenny Lind, her manager P.T. Barnum charged a very high US$3 for
tickets and even sold many of the prime tickets at auction at an average of above $US6,
‘turning the privilege of purchasing the first ticket to any segment of Lind’s tour in to an
occasion to bid for status and recognition; crowds still flocked to the concerts
(Waksman, 2011).

Setting a price for a cultural event sends a signal about the value of the product
to the marketplace and will thus influence consumer perceptions and the level of
product consumption. A range of different pricing strategies can be employed (Colbert,

2007: 186-192; Kolb, 2005: 188-90; Kotler and Scheff, 1997: 231-6):

e Competition-oriented pricing strategy — the price for the product is based on
what its competitors are charging, rather than on its own cost or demand. The
organisation may charge either the same as the competition, a higher price, or a
lower price. Where products are very similar, then charging the ‘going rate’ is
likely to be a good choice, where there is more differentiation, it is possible to
charge more or less as appropriate.

e Skimming strategy — the product is introduced at a high price so as to earn the
maximum profit per unit sold; the price may be lowered later to reach more
price-sensitive consumers. This strategy is suitable if the product is unique or
has unique attributes, projects prestige or enjoys a near monopoly.

e Market-penetration strategy — the product is sold at the lowest possible price so
as to sell as many units as possible. This strategy targets a large market of more

price-sensitive consumers.
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24.24.

Prestige pricing — a high price is set so as to highlight the prestige associated
with the consumption of a product, thus lending it an ‘added value’ by offering
real psychological or physical advantages which are sought by the targeted
clientele.

Dynamic or discriminatory pricing — demand for a cultural product can vary
depending on the consumer segment attending or from one time period to
another. Cultural organisations can take advantage of these variations by using a
dynamic pricing policy which sets different prices for the same product,
according to each consumer segment, consumer behaviour, or time of

consumption.

Promotion

Promotion refers to the methods which are made to communicate with the public

in order to get a message across and to produce a change in the consumer. Promotion of

a cultural event performs three different tasks (Kolb, 2005: 91-5):

Informative promotion informs the consumer of the features of the event —
performer, time and date of concert, music programming, physical attributes of
the venue and additional services provided. Informative promotion is not
usually sufficient on its own to persuade new audiences to attend; however, it is
necessary when a new cultural product is being introduced to provide
information about the venue and the performer.

Persuasive promotion tries to encourage consumers to attend by outlining the
various benefits provided by the event. This type of promotion may be needed
to encourage attendance by culture consumers who are unfamiliar with the
cultural product.

Reminder promotion focuses on reminding consumers of when and where the
product is available, and is most suitable for culture enthusiasts who are already
familiar with the product’s features and benefits.

Four main promotional tools are available: personal selling, public relations,

sales promotion and advertising (Colbert, 2007: 227). These different forms of

promotion can be combined in different ways and amounts to suit the cultural

organisation’s budget and aims in what is known as the promotion mix.
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Personal selling is carried out by transmitting a message from one person to the
next through direct contact; it is the preferred option for selling an idea or spreading a
complicated message and at the earlier stages of the consumer decision process. Unlike
advertising, personal selling involves a dialogue, an interactive relationship between
two or more persons; it also permits the cultivation of relationships over time (Colbert,
2007: 228-9; Kotler and Scheff, 1997: 301-2). Musicians who promoted or took part in
early London concerts would have had opportunities for personal selling as many lived
in close proximity to their potential audience, and might visit their houses to give
private concerts or in a teaching rdle; however direct evidence of such personal selling
activities is rare.

The main public relations tool for the cultural organisation is publicity, whereby
the organisation is promoted in the media without paying to advertise. News stories and
features have a higher credibility than advertisements; moreover, they still present the
same opportunities to add drama and to build the image of a cultural organisation or
event but at a lower cost (Kotler and Scheff, 1997: 302-3). Occasions for public
relations were more limited in the late seventeenth and eighteenth centuries than they
are today, but some publicity was still sought through very occasional use of what were
known as ‘puffs’ which usually appeared in the news section of a newspaper and might
contain a report of the arrival of a particularly famous instrumentalist or singer from
foreign parts, or a discussion of a planned new musical enterprise.

Sales promotion is the effort to keep the product fresh in the consumer’s mind
after the consumption experience has finished. This can take the form of some kind of
money-saving incentive, a competition, a give-away object which contains a logo or
short message, or a spin-off product which earns more revenue while prolonging the
consumption experience. Cross-promotions are another form of sales promotion which
take the form of collaboration between two or more organisations, thus encouraging
customers of one organisation to patronise another related organisation. (Colbert, 2007:
229-31; Kolb, 2005: 218-22; Kotler and Scheff, 1997: 302). Sales promotions of
various types were used by early London concert promoters, in the form of money-
saving incentives (see section 8.2), free gifts given away at concerts (usually the words

for the music being performed), and cross-promotions with music publishers.
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Advertising is any paid form of non-personal presentation and promotion of
ideas, goods or services (Kotler and Scheff, 1997: 301). In its many forms and uses,

advertising shares the following characteristics:

e Public presentation — as a highly public mode of communication, advertising
can confer a legitimacy on the product and suggest a standardised offering.

® Pervasiveness — as a pervasive medium, advertising allows the seller to repeat
their message many times. However, the buyer will also receive and compare
the messages of various competitors.

e Amplified expressiveness — advertising can be used to dramatise the
organisation and its offering through the clever use of print, sound, image and
colour.

® Impersonality — the audience does not have to respond to advertising as it is a

one-way form of communication.

Two characteristics are held to typify present-day advertising: pervasive
coverage through the use of a wide variety of media, and a sophisticated and subtle use
of persuasive techniques to encourage consumption (Leiss et al., 2005, Goldman, 1992).
Today there is a wide range of different electronic and print media which may facilitate
the communication of an effective advertising message, but in the late seventeenth and
eighteenth centuries, a more restricted selection was available. In a series of
publications, McFall (2000; 2002b; 2002a; 2004a; 2004b) refutes the idea that
pervasiveness and persuasion in advertising are contemporary inventions. She draws
attention to the wide variety of forms of advertising pervading nineteenth-century life:
hand bills, posters, gas lights to illuminate shop interiors, placard bearers, advertising
carried on carriages and omnibuses, trade cards, stickers, packaging, and so on.
Cultural events could be promoted by means of newspaper advertising, posters and
handbills, as well as by word of mouth. Of these, newspaper advertising was the latest
to develop, when the occasional broadsides and newsbooks of the Elizabethan era began
to be supplemented by the development of newspapers, sometimes called news-sheets
or ‘mercuries’, which began to appear more regularly later in the seventeenth century.
While early London concert promoters could not attain the extensive coverage which

our wide variety of media make possible for contemporary cultural events, a growth in
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the printing industry and the concomitant increase in the number of newspapers
provided a new channel by which the fledgling public commercial concert could be
advertised, a method that had not been available to older established commercial
entertainments such as theatrical performances and opera, thus increasing the
pervasiveness of entertainment advertising (see section 8.3.1).

In contrast to present-day advertising techniques, earlier practice is seen as being
simpler and more information-based, with advertisements restricting themselves to
announcing the availability and utility of a product, and appearing to be much less
pervasive (Leiss et al., 2005, Goldman, 1992). The idea that advertising is continually
honing its ability to persuade consumers to buy is not a new one, and writers on
advertising history over the years have almost all compared the progress of their own
time with the comparative simplicity that preceded it: as Frank Presbery (1929: 259)
comments: ‘Each generation wonders if advertising has not reached its zenith’. Yet
McKendrick (1982) describes how George Packwood made full and varied use of the
art of newspaper advertising in his attempts to sell razor strops in the mid 1790s; and
McFall (2000) highlights eighteenth-century debates about the art of preparing
advertising copy and the range of persuasive techniques employed, and is of the opinion
that ‘advertising was already well established as a persuasive commercial device by the
mid eighteenth century’. Church (2000) considers that advertising differs from a
straightforward announcement by substituting rhetoric for simple information and he
dates this development to the late seventeenth century in Britain.

A range of different models seek to explain how a consumer responds to
advertising communications (see Figure 2-6). The persuasive aspect of advertising can
be explained via sequential models which involve attracting the attention of the
consumer, evoking interest, awakening a desire for the product or service and lastly
inducing the consumer to action in the form of a purchase (Hackley, 2009: 92-3). The
history of such ideas has been traced back to a slogan used in 1898 by E. St. Elmo
Lewis when giving a course on advertising: ‘attract attention, maintain interest, create
desire’. This is probably the origin of the model which lies behind the acronym AIDA
(Attention-Interest-Desire-Action), one of the most widely used and influential
sequential models (Hackley, 2009: 92-3; Moore, 2005: 253-259). Section 8.3.2 will

show how the attention of the reader of the newspaper was first attracted to the
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advertisement by use of the range of typographical devices that were available in
newspapers of the day; the wording of the advertisement was then used to arouse
interest in the concert and create the desire to purchase a ticket and attend (section

8.3.3).

Figure 2-6: Consumer Response Hierarchy Models
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Source: (Kotler et al., 2009: 695)

O’Donohoe (1997) describes the concept of intertextuality in advertising today,
showing how sophisticated consumers of advertising are able to decode the ‘many past
and contemporary references, quotations and influences’ that are woven together to
create an effective advertisement. However, this complex web of meanings is not
restricted to the multimedia products of contemporary advertising. In their attempt to
attract an audience, eighteenth-century concert promoters used a rhetoric of persuasion
in their newspaper advertisements, where concepts such as novelty, value, convenience
and comfort, prestige and status, and extra attractions in addition to the concert itself are
emphasized (McGuinness, 2004a; 2004b) (see section 8.3.3). This finds resonance with
the promotion of contemporary cultural events (Kolb, 2005: 215).

O’Shaughnessy and O’Shaughnessy (2004) define persuasion as ‘the process of
trying to alter, modify or change the saliency of the values, wants, beliefs and actions of

others’ and describe it as a ‘major focus for marketing’. They see every person reading
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an advertisement as being armed with both external and internal ‘shields” which may

counter the persuasive approach (see Table 2-3).

Table 2-3: Shields against Persuasive Overtures

External: social attachments Internal: overall perspective
Culture Current beliefs
Reference groups Values

Social class
Emotionally grounded experiences

Source: (O'Shaughnessy and O'Shaughnessy, 2004: 9)

Advertisers therefore require knowledge of their target audience, of their social
attachments and overall perspective, to work around these shields and ensure that
persuasive communications are successful. Effective advertisements will thus attempt
to exploit associations tied to the social norms, values or valued images of the target
audience, a feeling of solidarity with others, and/or position and prestige
(O'Shaughnessy and O'Shaughnessy, 2004: 63-83). Advertisements may also use
endorsements to enforce their persuasive message; to maximise impact it is important
for the source of the endorsement to display both credibility and attractiveness.
Credibility is linked to the amount the reader trusts and respects the technical expertise
of the source, whereas attractiveness is related to the amount to which the reader feels
that the source is supportive of their self-image, the amount to which they can identify
with the source (O'Shaughnessy and O'Shaughnessy, 2004: 145-49).

The related idea of consumer value and the importance of framing a convincing
customer value proposition to attract a purchase is one that has wide currency in
marketing literature (Anderson et al., 2006, Holbrook, 1986, Holbrook, 1994, Holbrook,
1996, Holbrook, 1999, Holbrook and Corfman, 1985, Zeithaml, 1988). Anderson, et al.
(2006) contend that when producing a successful promotion it is not necessary to list all
possible benefits to the consumer. It is more effective to concentrate on all the
favourable points of difference, those features of the product on offer that are better than
those of rival products. However, they suggest that the most successful way of
constructing a high-quality customer value proposition is to create what they term a
‘resonating focus’ containing ‘the one or two points of difference (and, perhaps, a point

of parity)... [which] will deliver the greatest value to the customer’. While this idea of
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a customer value proposition was not one which was articulated at the time, concert
promoters were unconsciously building up a customer value proposition in their
advertisements which would persuade potential attendees to purchase tickets for their
concert rather than to attend a different concert or some other type of leisure event.
Many London concert advertisements in the late seventeenth and eighteenth
centuries appear to function as reminders as they only give information about when and
where the concert will take place. However, some concert advertisements appear to be
more informative, notifying potential attendees of performer(s), time and date of
concert, music programming, physical attributes of the venue and additional services
provided. Advertisements in early newspapers began to become more direct and less
restrained from about the middle of the seventeenth century, showing the beginnings of
a process of development from conventional recommendation to the persuasion and
propaganda which are held to characterise contemporary advertising. While not having
access to the wide range of media available today, some promoters of London concerts
nevertheless endeavoured to produce advertisements which were persuasive. It is in the
area of functional or psychosocial benefits and values associated with the event that
McGuinness’s (2004a; 2004b) idea of the rhetoric of persuasion comes into play, with
advertisements using allusions and hints to help the reader decide whether they will
derive value from attendance at the concert. Even a seemingly purely informative
advertisement for a concert could be persuasive if the rhetoric of the description used to
describe the event was devised in such a way as to appeal to the potential audience.
Thus, advertisements for some early London concerts also show persuasive elements
(see section 8.3.3) and these early examples of advertising rhetoric give the lie to the
often-held belief that persuasive rather than informative advertisements did not develop

before the twentieth century (Dyer, 1982: 15-17).

2.4.2.5. People

The last P, People, refers to the personnel who will come into contact with those
who are buying a product, as well as those customers themselves. Anyone who is
exposed to customers, in this case the concert audience, makes an impression which can
have a profound positive or negative effect on customer satisfaction. People are thus a

defining factor in a service delivery process, since a service is inseparable from the
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person providing it. In the conventional service industry, one would expect customer-
facing personnel to be appropriately trained, well motivated and to have the right
attitude. In the period under study, one would expect musicians who organised concerts
to choose as fellow performers those with whom they were acquainted and whom they
judged to be of similar abilities, those who had received sufficient and appropriate
training in performance. In addition to this, a successful musician also had to be able to
mix with the audience socially, possibly not so much at public concerts themselves, but
when selling tickets for their own benefit concerts, when performing at private concerts,
as teachers of music to the families of those who attended concerts and also when
seeking other forms of patronage, such as the purchase of published music.

This was a period when at least some musicians were starting to move from a
position where they acted as live-in servants to a status more akin to that of freelance
professionals, from ‘musician-valet’ to ‘musician-entrepreneur’ (Attali, 1985: 47).
Basing his work on that of Williams (1981), Hesmondhalgh (2007: 53—4) sees this as a
shift from the first to the second of three eras in the development of cultural production
in Europe: from the ‘patronage and artisanal’ era which he sees as prevalent in the
West from the Middle Ages until the nineteenth century, to that of the ‘market
professsional” when symbolic creativity was coming to be organised as a market, with
more work sold to the public indirectly via intermediaries, either directly via distributors
such as booksellers, or by ‘productive intermediaries’ such as publishers. In London in
the field of music, this development to a market era, with music being seen more as a
commodity, was surely starting at a somewhat earlier date than the nineteenth century.
However, musicians were in almost all cases their own ‘productive intermediaries’ as
musical entrepreneurship was almost entirely based upon personal self-management.
The independent concert agent who acted as an intermediary between the musician and
the public, who arranged local concerts and made the arrangements for concert tours,
did not begin to emerge until the first half of the nineteenth century, early examples
being the violinist Niccold Pagannini who hired a number of managers to assist with his
concert tours in the 1830s or the pianist Herz with his manager Bernard Ullman on his
tours in America 18469 (McVeigh, 2004; Schnapper, 2004; Weber, 2004a).

In addition to the performers, the consumers of the musical product are also an

important part of the equation. Although musicians in the period under study would not
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have been carrying out the type of consumer-based research which is common today,
they would already have had knowledge of their audience, their customers. As we shall
see, many musicians lived in close proximity to their audience and also maintained
contact by means of personal selling of benefit tickets, giving music lessons to their

family members and performing in private concerts in their homes (see Chapter 9).

2.5. Conclusion

The first commercial concerts in London were organised by individuals, usually
musicians themselves, who engaged other professional performers, decided on the
venue, pieces to be performed, admission to be charged, and methods of promotion. At
a period long before the establishment of a body of theory in marketing, or its
establishment as an academic discipline or profession, musical entrepreneurs may not
have realised that they were carrying out marketing as such, but they instigated a range
of marketing strategies in an effort to attract an audience. These strategies bear a close
relationship to some of those used in arts marketing today and thus form an interesting
topic for comparative study at such an early stage in the history of this new business —

the music business.
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Chapter 3. Sources and Methods

3.1. Introduction

This chapter will describe the sources and methods which have been used in this
research to investigate the early development of the music business in London. It will
first outline the importance of newspapers as a source for historical research, and will
continue by considering the work of Professor Rosamond McGuinness in creating the
database Register of Music in London Newspapers, 1660—-1750. The limitations of the
Register as a source for the study of the early music business will then be discussed,
followed by a description of the methods that were used to make such a study more
feasible. Included in this description will be an explanation of the different ways in
which the newspaper texts were analysed so as to provide rich and substantial data
enabling an investigation of the rdle of concerts both as musical events and as evidence
for how musicians marketed their concerts and began to develop music as a commercial
venture.

The main analytical tool used in this study is that of qualitative data analysis, a
broad area which does not predicate one standardised approach. Tesch (1990) groups
the different strategies used to deal with qualitative data into four main categories
according to their research interest in:

e the characteristics of language;

e the discovery of regularities;

e the comprehension of the meaning of text/action;
e reflection.

This study involves elements of all four categories and thus uses a dual approach
to analyse the rich data available involving textual decomposition/relational data

analysis and content analysis.

3.2.  Sources for the History of the Music Business 1660-1750

In building up a picture of the music business in London in the period 1660 to
1750, researchers can draw on evidence to be found in contemporary documents of
many different types, from the most public to the most personal, including the following

(Witkowski and Jones, 2006):
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e Public records such as legal documents, governmental records and other
institutional records

e Articles and letters in newspapers, magazines and trade publications

¢ Print advertising, posted bills and handbills, concert programmes and tickets

¢ Nonfiction travel accounts and histories of music

¢ Novels, poetry and plays

e Private business records such as account books

e Personal writing in the form of letters and diaries

Each individual source may supply only one or two facts, but gradually a fuller
picture may be established, so that trends and patterns can be identified. Single-
authored sources such as diaries, journals, letters, histories of music, contemporary
plays, and the prefaces to published music provide only a few details of real-life
concerts, and, while they may reflect contemporary attitudes to concerts and concert-
giving, there is a always a danger in assuming that the views expressed by the author
were held more widely (Wilkinson, 1997: 214; Miles and Huberman, 1994). Other
sources, such as posted bills, handbills and printed programmes, accounts and other
archival material, unfortunately survive in only small numbers.* The few bills and
handbills which survive from theatrical performances show that these tended to contain
the same kind of information as that to be found in newspaper advertisements; indeed
early newspaper advertisements were probably based on the format of playbills (Avery,
1968: xc). It is more than likely that, as with theatrical performances, newspaper
advertisements for musical events were also based on the format of bills and handbills.
However, it seems that bills and handbills may at times have contained more detail than
newspaper advertisements, as is indicated by the following concert advertisement:

At Mr. Goff's new Playhouse in Hampstead.

On Monday next, will be a Consort of Musick, Consisting of
several Celebrated Songs, and Comic Dialogues compos'd by the late

* The few surviving concert programmes in collections held by leading libraries, archives and museums in
the UK and Ireland are described in the online Concert Programmes database created as the result of a
three-year project (2004-2007) funded by the Arts and Humanities Research Council and hosted by
Cardiff University and the Royal College of Music (http://www.concertprogrammes.org.uk/html/). It is
unfortunate that the kind of detailed financial and management details that survive for plays and opera
given in London’s theatres (Hume, 1986; Langhans, 1962-3; Milhous, 1976; 1984; Milhous and Hume,
1990; Milhous and Hume, 1978; 1982; 1983; 1986; 1988b; 1988a; 1989a; 1989b; 1989¢c; 1993; 1999;
Nalbach, 1973; Rosenfeld, 1961-2) do not seem to survive for concerts.
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Mr. Henry Purcel, and other great English Masters, for 1, 2 and 3

Voices ; the whole, as it will be perform'd, and by whom, is in our great

Bills to which we refer. This Consort will be perform'd with much better

Decorum than before.

(Daily Courant, 17 September 1709)

Among the printed sources, it is newspapers, and more particularly
advertisements in newspapers, which hold pride of place both for the number still
surviving and for the wealth of detail they cumulatively provide on musical
performances and the music business. The large numbers that are extant allow concert
advertisements to be studied longitudinally in relation to each other and they thus
provide a valuable source of data for the growth of music as a business over a long and
important period of its development. Using newspaper advertisements it is possible to
examine a range of variables including the formatting and scale of advertisements, their
location within newspapers, the length of time for which an individual advertisement
ran, and most importantly, the wording and content of advertisements (Chapter 8 section
8.3.3). The content of the advertisements permits one to determine the types of concerts
which arose (Chapter 5), which venues were used for concerts and how these locations
changed over time (Chapter 7), where tickets were sold (Chapter 7 section 7.7) and how
much was charged for various types of concerts (Chapter 8 section 8.2), the names of
performers (Chapter 9) and of pieces being performed (Chapter 6); in short, how this

new business of music gradually developed.

3.3. Newspapers as a Source for Historical Research

Only a reading of the daily newspapers in the first thirty years of the

[eighteenth] century can fully demonstrate the enormous appetite of the

public for concerts and musical programmes, both within the theatres and

in taverns, halls, dancing rooms, academies, and private rooms.

(Avery, 1968: cxli)

The rise of commercialised leisure in late seventeenth- and eighteenth-century
England went hand in hand with a boom in the publishing industry (Plumb, 1982). The
lapsing of the Licensing (Printing) Act in 1695 ended the control of the Stationers’
Company over printers in England. There was an immediate and rapid increase in the

number of printers leading to the foundation of new newspapers in London and

elsewhere and a boom in publishing generally. The single official newspaper that had
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been allowed previously under the Act, the bi-weekly London Gazette,” was joined in
1695 by three new London newspapers: The Flying Post, Post Boy, and Post Man.
These were published three times a week, on Tuesdays, Thursdays and Saturdays, to tie
in with departures of the Penny Post from London. The first successful daily paper, the
Daily Courant, began publication in London in March 1702 (Black, 1991: 12-22; 2001:
1-24; Goff, 2007b; Harris, 1978: 82-97). As the possibilities for publishing were
exploited, the industry reached out and responded to an ever-widening market: in
addition to the growth of newspapers, there was a concomitant increase in the number
of magazines that were published. The publication of books in parts brought them
within reach of a poorer section of the market; new interests, such as cookery, gardening
and music were quickly recognised and catered for. A beneficent circle evolved: as
more was published levels of literacy increased, and this in turn led to a growth in the
demand for publications.

The great growth in the printing industry, shown in the huge increase in the
number of newspapers, provided an opportunity for public commercial concerts to be
advertised, and the ever-expanding number of publications both of music and of musical
instruction manuals reflected and fed the mounting interest in music. Economic and
political conditions meant that musicians could no longer rely so much on a position at
court, in church employ or in a great household as a way of earning a living; more and
more they had to rely on money earned by performing in public or by teaching
(Holman, 1993; Hume, 2006; Luckett, 1983; McGuinness, 2004b). Not surprisingly,
the latter fed the former: who would not want to learn from ‘the best masters” whom
they had heard at the latest concert?

A study of contemporary newspapers provides the raw material for research into
almost all areas of society, and is thus indispensable in the process of constructing a
picture of the music business in London in the period 1660 to 1750. From no other
source can scholars fully appreciate the extent of the public’s enthusiasm for public
commercial concerts nor gain such a wealth of detail about performances, performers
and other details related to the music business (Avery, 1960: cxli; Peters, 1988). It is

therefore fortunate that London newspapers have survived in relatively large numbers.

> This first appeared as the Oxford Gazette in November 1665 and became the London Gazette in 1666 on
the return of the court to London after the plague had died down.
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Two collections are of particular note: the Burney Collection at the British Library and
the Nichols Collection at the Bodleian Library in Oxford.

These two collections of London newspapers themselves have a long and
interesting history beginning with the annalist and book collector Narcissus Luttrell
(1657-1732), who kept and annotated many of them (Horwitz, 2004). Following his
death, Luttrell’s collection was gradually dispersed by his descendents and many of the
newspapers ended up in the collections of two men: the book collector Charles Burney
(1757—1817),6 and John Nichols (1745-1826), printer, publisher and author (Pooley and
Myers, 2004). These were subsequently acquired by the British Museum and the
Bodleian Library, respectively (Burney, n.d.; Goff, 2007a; Milford and Sutherland,
1936). Bearing in mind the fragility and importance of these two large collections of
newspapers as a source of information on all aspects of London, British and wider life
and customs, it is fortunate that they are available in the microfilm collection Early
English Newspapers (1978-), which brought these two collections and their subsequent
additions together, with one filling in the gaps of the other (Cox and Budeit, 1983). The
Burney collection has now also been digitised in a collaboration between the British

Library and Gale Cengage Learning and is available online.’

3.3.1. Content of the Newspapers

In the period under study, morning newspapers were usually two-page papers
printed on both sides of a folio half-sheet, issues consisting of four pages printed on a
folded whole sheet were less frequent; evening newspapers usually consisted of four
pages in quarto (Morison, 1932; Snyder, 1968). Information on concerts might be
found in any part of a newspaper though, as might be expected, it was only rarely that
the foreign news section contributed any information on London concerts. The home
news, however, provided a more regular source for information on concerts, albeit
mostly for those of a private nature. Frequent mention was made of concert
performances at Court: an ode to celebrate New Year’s Day, or for a royal birthday;
there were private concerts given by members of the aristocracy or foreign ambassadors

resident in London; or a concert at the ‘opening’ of a church’s new organ (McGuinness,

® The son of the music historian — also Dr Charles Burney (1726-1814) — and the brother of the
novelist and diarist, Fanny Burney (1752-1840) (Troide, 2004).
7 http://gdc.gale.com/products/17th-and-18th-century-burney-collection-newspapers/.
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1984-5: 30). As the period progressed, ‘puffs’ began to appear in the home news
section; these were neither news proper nor advertisement, and their combination of
gossip and information reflected the importance placed by newspapers owners on
advertisements for stage and concert (Avery, 1960: xciii). A puff might contain a report
of the arrival of a particularly famous instrumentalist or singer from foreign parts, or a
discussion of a planned new musical enterprise.

However, it is the advertisements section of the newspaper which is the most
prolific source of information concerning public concerts in London (McGuinness and
Diack Johnstone, 1990: 31). Advertisements had been placed together in a separate
section of newspapers since 1660, and although their number was small to start with,
this section grew steadily until by the mid-eighteenth century advertisements regularly
occupied up to three quarters of the space in some daily newspapers (Walker, 1973).
Theatres, with their frequent changes of repertoire, were slow to take advantage of the
opportunities offered by the use of newspaper advertising, not inserting regular notices
before the appearance of the first daily paper, The Daily Courant, in 1702 (Avery, 1968:
Ixxix-xc; Walker, 1973). Public concerts, however, were advertised in newspapers from
a much earlier date. It was in 1672 that what seems to have been the first advertisement
for a public concert appeared in a London newspaper; this a single advertisement for a
series of daily concerts to be given by John Banister at his house, the ‘Musick-School’
opposite the George Tavern in Whitefriars from Monday 30 December (see Figure 4-1).

The nature of advertisements, just what information was thought important
enough to be included and what was omitted, how the advertisements were worded and
laid out, gives a direct insight into the attitudes of both promoters and audiences
(McVeigh, 1993: xv; Wilkinson, 1997: 215). There were, of course, constraints on
those placing an advertisement, such as the price charged to the advertiser or the amount
of space available for each advertisement. Inevitably, as such constraints changed over
the period, they influenced both the amount of detail and the layout of the
advertisements. The complex web of links between concert promoters, music
publishers and sellers, newspaper publishers, and coffee houses, chocolate houses, and
taverns, is also revealed by a study of the newspapers in which specific concerts were
advertised and the other advertisements which they contain. A comparison of the

newspapers in which advertisements for concerts appeared, and those in which they did
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not, enables the historian to draw some conclusions about the type of audience that
these events might have attracted. Indeed, a study of the advertisements as a whole can
be used to determine the nature of a newspaper’s readership, and thus the intended

audience for the concert advertisements (Wilkinson, 1997: 219).

3.3.2. Some Potential Problems with the Sources

Some caution must be exercised when drawing upon newspaper advertisements
as a source of historical data because of the nature of newspapers and their relationship
to the society in which they flourished. It cannot be assumed that the only concerts that
took place were those for which advertisements appear in the newspapers. The series of
concerts given by Thomas Britton, described as a ‘small-coal man’, in a room above his
coal repository in Clerkenwell between 1678 and 1714 is well documented in other near
contemporary sources (Hughes, 1735; Ward, 1745: 299-306; Hawkins, 1776: II 788-
93). However, the only reference to these concerts in the newspapers is a series of
advertisements for the auction of his library after his death, which appeared in the Daily
Courant between 17 and 26 January 1715.® Britton’s concerts seem to have started as a
non-commercial venture with no charge for entry and were held every Thursday.
Newspaper advertisements were obviously not thought necessary and perhaps an
announcement made at one concert sufficed to remind concert-goers as to the date of the
next, or details of a forthcoming concert may have been delivered to his clients along
with the coal, or in meetings with fellow bibliophiles (McGuinness, 1992; Price, 1978;
Tilmouth and McVeigh, n.d.).

Another example of concerts that were not advertised is witnessed by the
following advertisement from 1718 announcing the cancellation of a concert:

The Right Honourable the Lord Mayor of London, not being dispos'd to

permit any Consorts of Musick to be perform'd in any Publick Hall in the

City, those Persons who have any Tickets of Mr. Cuthbert's, dated March

the 5th, (for a Consort at Stationer's Hall,) are desir'd to return them, and

take their Money again, from their oblig'd humble Servant,

Tho. Cuthbert.
(Daily Courant, 3 March 1718)

¥ “The Library of Mr. Tho. Britton, Small-Coal-Man, deceased, who at his own Charge kept up a Consort
of Musick 40 odd Years, at his little Cottage; being a curious Collection of very antient and uncommon
Books...’
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Earlier advertisements for this concert do not seem to have been placed. Other
examples of this type, where the first traceable advertisement for a concert is one
announcing its postponement or cancellation, indicate that not all concerts were
advertised in the newspapers. Indeed, the account books of the Stationers' Company
record lettings of their hall for more concerts than are advertised in the newspapers
(Tilmouth, 1961a).

Nor can it be assumed that every concert took place as advertised. It is always
possible that an advertisement was placed for a concert that was then subsequently
cancelled. Such an outcome was even more likely for a series of subscription concerts
that might have been abandoned before all the projected concerts had been
accomplished. For instance, following the publication of an advertisement proposing a
series of 12 concerts by subscription (Daily Courant, 9 January 1717), the first concert
took place on Wednesday 27 February 1717, but no further advertisements appear. Did
the series stop after this first concert? Or was there no further need to advertise the
concerts in the newspapers because the subscription was full? Without further
evidence, the historian can never be certain.

As is the case todays, it is quite likely that there would have been late changes to
the personnel or programme of an advertised concert. The following 1704
advertisement is an example about which information survives, but there must surely
have been other concerts with last-minute changes that could not be advertised in the

newspapers and were only announced on the night of the concert.
For the Benefit of Mr. Corbett.
N York-Buildings, this present Wednesday being the 29th of March,
will be perform'd a Consort of Vocal and Instrumental Musick....

Margaretta Gallia mention'd in my former Bills, has since got a Cold,

and is very much indispos'd, therefore will not venture to Sing; but in her

room Mrs. Lindsey, Mrs. Hudson, Mr. Hughes and Mr. Laroone, will

perform several pieces of the late Mr. Henry Purcell's.

(Daily Courant 29 March 1704)

Advertisements other than those for the concerts themselves can yield
information about concerts and specifically about the sorts of people who attended
them. The items of property advertised as having been lost or stolen at concerts are
from the luxury end of the market and the names of the advertisers, where given, are

from the upper echelons of society. One might expect that such advertisements would
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only appear for valuable items, and one cannot conclude from this evidence alone that
the aristocracy and wealthy were present while those lower down the social scale were
not, but it is indicative that concert attendance had achieved a certain status in society.

The following advertisement will illustrate:

ost on Monday night last, being the 30th of December, at the
Musick-meeting in York-Buildings, a dark Sable Muff, with a
Scarlet black and white String. Whoever brings it to the Duke of
Northumberland's House in Old Spring-Garden, shall have a Guinea
Reward.
(London Gazette 2 January 1689/90)

3.3.3. The Advertisements as a Research Resource

While bearing in mind that not all concerts would have been advertised in the
newspapers, it is possible to outline the development of the music business by tracing
the incidence of advertised concerts over time: was there a steady growth in concert-
giving, or were there peaks and troughs that might be explained by market or cultural
factors? It is possible to determine whether concert-giving was restricted to particular
times of the year and to particular days, and how these might have changed over time.

Commercial concerts were given in a large number of different venues during
the period, some designed specifically for music making, others being used for a variety
of different purposes in addition to hosting concerts. By examining newspaper
advertisements historians can investigate how the incidence of concerts varied over
space: how concert locations changed over time and how those locations related to the
accessibility of concerts to various types of consumers. Moreover, it is possible to
investigate whether particular venues were associated with particular types of concert,
performers (native or foreign) and types of pieces performed. Certainly today, most
concert-goers would have an immediate sense of the differences between the types of
concert, performers and pieces on offer at the O2 Academy, Brixton compared with
those at the Wigmore Hall. Section 9.6 will explore the question of whether such
differentiation was already evident for individual concert venues early in the eighteenth-
century, or if it only developed as the industry matured and diversified. As well as
being sold at the door, tickets were often available in advance and at locations other
than the concert venue; taverns, coffee houses or music shops were often stipulated.

Again, it is of interest to see whether particular agents sold tickets for particular
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performers or venues and indeed, where these ticket-sellers were located geographically
(see Section 7.7).

Newspaper advertisements were the most important mode of communication
used by the emerging music business, but what were the words and ideas that were used
to attract the reader of an advertisement and persuade him or her to attend a particular
concert? (McGuinness, 2004a). Detailed analysis of the text can be used to show how
the advertising of concerts evolved over time. The earliest advertisements were short
and gave little detail; but even in the early days, at the beginning of the use of
newspaper advertisements to attract an audience, ideas of quality (‘excellent Masters’)

were expounded and novelty (‘new Musick’) was stressed as a marketing ploy.

N Friday October 3. instant, at the Musick-School in Whitefryars,
will be new Musick, Vocal and Instrumental, performed by
excellent Masters, beginning at three of the clock afternoon, and ending

as formerly, and so will continue [every] day for the future.

(London Gazette 2 October 1673)

While the advertisements do not give detailed financial information, the price of
tickets is often given and this allows one to trace whether prices changed over time, and
also to determine whether there was a differential pricing regime, with different prices
being charged at different venues for different types of concert, or for foreign as
opposed to native performers (see Section 8.2). Very rarely was there any indication as
to the number of tickets sold, but for some venues at least, one can identify the likely
maximum number of tickets that could have been sold (see Section 7.5). For series of
subscription concerts, a great amount of detail may be given about the number of
concerts to be held, the maximum number of subscribers, and the price for subscribers
and non-subscribers.

While newspapers on their own do not present all the material required to write a
comprehensive history of the early music business in England 1660-1750, they provide
superb evidence with which to make a start on the task. Systematic analysis of the rich
and substantial data to be found in newspaper advertisements enables researchers to
explore not only the role of concerts as musical events but also the advent of public

concert-giving as evidence for the birth of music as a business.
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3.4. The Register of Music in London Newspapers

It was as part of her research into concert life in London that Rosamond
McGuinness of Royal Holloway, University of London, began to read through the
newspapers of the British Library’s Burney Collection looking for references to music
(McGuinness and Diack Johnstone, 1990: 31-95). The quality and quantity of the
material she found persuaded her of the need for a systematic investigation of references
to music in London newspapers. Previous projects using newspapers as a source for the
history of music and the theatre had extracted subsets of the relevant data and produced
from it themed lists or calendars (Smith, 1948; Smith and Humphries, 1968; Tilmouth,
1961a; 1961b; Van Lennep et al., 1960-8); but McGuinness decided that she would
record each reference to music in its entirety. In the spring of 1977, she began to work
chronologically through the late seventeenth- and eighteenth-century newspapers held
in the British Library, extracting all references to music and transcribing each in full,
together with sufficient information to indicate its location, on an ever-increasing pile of
paper forms.

By the beginning of 1983, it had become obvious from the quality and diversity
of information retrieved that the computer would be the most appropriate tool with
which to organise the material and make it accessible to scholars. It was decided that a
computer database, to be known as the Register of Music in London Newspapers 1660—
1800,° should be developed, and a project team was put together including specialists in
music, the history of the newspaper, and computing (McGuinness, 1984-5; 1985; 1987;
1988).

The Register of Music in London Newspapers project initially aimed to collect
items relating to music which appeared in newspapers published in London between
1660 and 1800. Provincial newspapers, newspapers outside the selected time span, and
periodicals were omitted. The chief source of texts was the microfilm collection, Early
English Newspapers (1978-), which reproduced the relevant items from the British
Library’s Burney Collection, with some of the issues missing in that collection being

copied from elsewhere.

° The title was later changed to the Register of Music in London Newspapers 1660—1750 in view of the
complementary work for the period following 1750 being carried out by Simon McVeigh (1989a; 1993).
Technical details of the database design, the ways in which it developed over time, and its limitations are
given in Appendix A and by Harbor (1996; 2006).
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The project’s range of interest was broad as the items within the newspapers that
mentioned music were very diverse and included advertisements, news items in which
music played some part, puff-reviews, reports and commentaries, and so forth. Not
only items that mentioned music per se, but also items that did not explicitly mention
music but which would have incorporated it, such as balls or dancing, were included.
The Register’s database was source-oriented rather than model-oriented, with the
integrity of the source being preserved as far as possible (Denley, 1994: 33-43; Harvey
and Press, 1996). The aim of the project was to store a large volume of data that had no
obvious structure and to provide a comprehensive index to it that would serve both as a

finding aid and as a database in its own right (Hartland and Harvey, 1989: 47-50).

3.5. Analysis of Concert Material in the Register of Music

Amongst much other material, the Register of Music provides a very rich source
of qualitative data describing concerts in London over a long period during which
concert giving was gradually establishing itself as a commercial activity. In their raw
state these non-standardised texts are not immediately accessible for analysis but require
further processing, as is common with qualitative data Miles and Huberman (1994: 9)
consider that qualitative analysis consists of three concurrent activities: data reduction,
data display and conclusion drawing. Data reduction, which consists of ‘selecting,
focusing, simplifying, abstracting and transforming the data’, is a form of analysis that
includes summarising and simplifying the data so as to allow conclusions to be drawn
and verified (Miles and Huberman, 1994: 10-11; Saunders et al., 2007: 493). Initial
selection of material from the Register produced in excess of 12,000 texts referring to
concerts gathered from newspapers published in London between 1672 and 1750.

As a result of the concentration on all four of Tesch’s (1990) strategies for
qualitative data analysis — discovering regularities, understanding the characteristics of
language, comprehension of the meaning of text and reflection — two different methods
of analysing the content of the texts contained in the Register have been used to study
the development of the commercial concert in London between 1650 and 1750: textual
decomposition/relational data analysis and content analysis. These two approaches will

now be considered in turn.
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3.5.1. Textual Decomposition and Relational Data Analysis

At first glance, the texts of concert advertisements seem to be very diverse with
no discernible standardization of content. However, a close examination of a larger
sample of advertisements covering a long period allows identification of a number of
elements which, while not occurring in every advertisement, recur with sufficient
regularity as to be susceptible to analysis. When dealing with implicitly structured data
such as the texts in the Register, a gradual decomposition of their content into
progressively more detailed levels of information is necessary before this structure can
be revealed (Dunk and Rahtz, 1989; Harvey and Press, 1996: 81-2). For instance,
advertisements can be divided into those for performances containing music, those for
printed music or books about music, those for the sale or repair of instruments, and so
forth. Within the category of advertisements for performances containing music are
those for concert performances, those for operas, and those for plays with music. The
text of each concert advertisement can be analysed further to provide a series of data
categories that recur frequently, such as name of venue, location of venue, names of
performers, names of pieces being performed, and so on. This is akin to the process of
data reduction as described by Miles and Huberman (1994) or categorisation as outlined
by Saunders et al. (2007: 479-80).

The decomposition process was thus instituted for texts in the Register that

referred to concerts and resulted in the following list of data categories:

¢ Day of the week on which concert takes place: this would typically be a day
between Monday and Saturday as concerts on Sundays were extremely rare.

e Date of concert: day, month and year.

® Time of concert: it was decided that this should be recorded in twenty-four
hour notation as concerts could be given at any time of day, although
evening concerts were the most common.

e Venue of concert: examples include named concert halls, theatres, taverns,

10
wells, pleasure gardens, and so on.

19 A full discussion of the different concert venues will be given in Chapter 7.
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e Type of concert: examples noted included single concerts, benefit concerts
for musicians or charitable causes, subscription concert series, oratorio
concerts, concerts at wells or pleasure gardens, and so on."!

e Description of concert: the exact words used to describe the concert in the
newspaper text.

e Notes about concert: any particularly noteworthy information about the
concert.

e Name of play with which concert was associated: concerts were sometimes
advertised at theatres as a means of circumventing the terms of the Licensing
Act of 1737, which prohibited the acting of drama at any place not
sanctioned by a Royal patent or licensed by the Lord Chamberlain (Scouten,
1968: xlviii-1x).

e Name of performer(s): as much information as was given to identify the
performer(s), this could range from a description, such as ‘the best masters’,
to an unambiguously named performer.

e Activity of performer(s): examples included information about whether the
performer(s) were singers or played particular instruments but on occasion
the designation ‘his consort’ was used to signify who had arranged the
concert.

e Piece(s) performed: as much information as was given to identify the
piece(s) performed, this could range from a general description, such as
‘Variety of Vocal and Instrumental Musick’, to an unambiguously named
piece.

e Composer of each piece performed: as much information as was given to
identify the composer(s), this could range from a description, such as ‘the
best masters’, to an unambiguously named composer.

e Type of ticket(s): examples included different parts of a concert venue, such
as pit, box or gallery; or for particular types of subscription ticket.

e Ticket price(s): these were recorded in terms of pence, shillings or guineas.

' A full discussion of the different types of concert will be given in Chapter 5.
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e Place(s) where tickets are sold: examples included named coffee or
chocolate houses, taverns, or ‘at the door’, together with as much
information as was given about the location.

e Name of beneficiary/beneficiaries (if benefit concert): these were usually
individuals identified in fairly unambiguous fashion.

e Description of beneficiary/beneficiaries (if benefit concert): for charity
concerts there might be a description of the benefiting individual or
organisation either in addition to or in place of a name, such as ‘a Person

under Misfortunes’ or the ‘Fund for Support of Decay'd Musicians’. '*

The next stage in the analysis of the advertisement texts was to make it possible
to attach relevant sections of each advertisement to the appropriate category; this is
analogous to ‘unitising’ data as described by Saunders et al. (2007: 480). To facilitate
this process, relational data analysis and entity relationship modelling were carried out
on the data categories to produce a series of eight new tables shown together with the
original REGISTER and TITLE tables in Figure 3-2; these tables are described in detail
in Appendix B (Harbor, 2008b). A database table being simply a method of organising
data elements into a series or columns and rows, this can be thought of as a comparable
approach to the use of matrices in data display as described by Miles and Huberman
(1994; Saunders et al., 2007: 493—6; ). Thus, while preserving the texts in their entirety,
extra value was added to the Register by eliciting the structure of the texts and
constructing a complementary database containing a series of tables to store the
structured elements. In the process of storing the structured elements, use was made of
various coding systems to ensure standardisation and facilitate analysis (Harvey and
Press, 1996: 224-5; Miles and Huberman, 1994: 55-72; Schiirer, 1987; 1990).

A data-entry application was created which allowed the original texts of the
REGISTER table to be displayed together with the new tables, thus making it easy to
extract the necessary information from the original text and enter it into the relevant
fields of the new tables. Figure 3-1 shows the data-entry application: the top section

shows the text of an advertisement for a concert advertised on 17 February 1719 and

"2 Later the Royal Society of Musicians
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held a day later; below one can see the data that has been extracted from this

advertisement and entered into the appropriate fields of the new tables.

Figure 3-1: Concerts Data Entry Screen

MR R

5512 17-FEB-1718 ADVERTISEMENT BupTEEE

Farthe Benefit of Mr. Leneker, and Mrs. Smith. AT Mr. Hickford's Great Room in James-street near the Hay-

rmarket, To-rnorrow, bieing Wiednesday, the 1 8th Day of February, will be perform'd, a Consort of Vocal and )
Instrumental Musick, by the best Hands. A new Concerto, Cormpos'd by Mr. Hendel, and perform'd by Mr. Mathew |
Dwhourg. And a Piece for the Harpsicard by Mr. Cook, A Concerto and a Solo by Mr. Eytch, A Solo forthe Bass-

iol, and German- Flute by Signor Pietro. Tickets may be had atthe Coco-Tree Chocolate-House in Pall-mall,
and atthe Flace of Performance. at i 5. each. To beain exactlv at 7 a-Clock.

B_|

Consort of Vocal and Instrumental Musick

the hest Hands Congort of Yocal and Ing
353 |Duboury A new Concerto 309 ||Handel
] Coco-Tree Chocolate-House in Pall-mall
atthe Flace of Performance ]

O —
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Figure 3-2: Concerts Entity-Relationship Diagram
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Decomposing the texts and storing the structured data in the ways described
above yields a very rich data source describing concerts in London over a long period of
time during which concert giving was gradually establishing itself as a commercial
activity. By allowing the recording of regularly recurring items of information, this
seemingly entirely qualitative data is now susceptible to quantitative analysis. This
opens up a whole range of interesting avenues of investigation facilitated by a study of
the content of the advertisement texts in relation to each other: how concerts varied over
time — was there less activity in certain years as compared to others? How did concert
locations change over time? How did those locations relate to the accessibility of
concerts to various ‘qualities’ of consumers? Other themes to study include: changes in
income, fashion, and transportation media, which are all factors likely to affect concert

programmes, performers, venues and ticket prices.

3.5.2. Content Analysis

The great Art in writing Advertisements, is the finding out a proper

Method to catch the Reader's Eye; without which, a good Thing may

pass over unobserved... But the great Skill in an Advertizer, is chiefly

seen in the Style which he makes use of. He is to mention the universal

Esteem, or general Reputation, of Things that were never heard of.

(Joseph Addison, The Tatler No. 224, Thursday, September 14 1710 in

Bond (1987: 168-9))

Samuel Johnson’s comment in 1759 that ‘Promise, large promise, is the soul of
an advertisement’ does not particularly apply to the majority of concert advertisem