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Although little remembered today, Ethel Barns was 

recognized in London between 1895 and 1928 as an 

accomplished violin virtuoso and composer, who performed her 

own and others' works in chamber music concerts and 

occasionally in orchestra concerts as violin soloist. Like 

many performers of her day, Barns wrote music which both she 

and those closely associated with her performed, in the 

tradition of such nineteenth-century virtuosi as Henryk 

Wieniawski and Henri Vieuxtemps. Many of her works, 

particularly for violin, deserve to be incorporated into 

present-day repertoires. 

In keeping with popular tastes of the time, Barns wrote 

more short pieces for violin and piano (53), short piano 

pieces (19), and songs (37) than she did large-scale works, 

which include 5 violin sonatas, 2 works for piano trio, 2 

suites for violin and piano, a Fantaisie-Trio for Two 

Violins and Piano, and three works for violin and chamber 

orchestra. Of the more than 120 compositions attributable 

to Barnsr 87 are extant. The 15 manuscripts which this 
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study has brought to light and which are now located in the 

British Library, together with her 72 published works, are 

discussed in this dissertation. 

Many of Barns's violin works utilize virtuosic techniques 

such as double-stops (most notably sixths), ricochet, 

staccato, and arpeggiando figures, the melodic use of the 

G-string, and cadenza-like passages. Writing first in the 

High-Romantic harmonic style, with Brahmsian characteristics 

evident in her well-written, though conservative Sonata No. 

2 in A major, Op. 9 (1904), Barns gradually incorporated 

Late-Romantic style characteristics such as extensive 

chromaticism and formal expansiveness, as well as 

Debussy-like traits such as parallel harmonic progressions, 

metric flexibility, and added-note harmonies in her mature 

compositions [e.g., the Sonata No. 4 in G minor, Op. 24 

(1910) and the Fantaisie for Two Violins and Piano]. 

Chapter One of this dissertation gives Barns's life 

history, while the two chapters on her career are largely 

devoted to details of the Barns-Phillips Chamber Music 

Concerts (1895-1913), which featured Barns and her baritone 

husband, Charles Phillips. The last four chapters comprise 

a complete discussion of her works by genre and are followed 

by appendices, including excerpts from some of her major 

compositions, a list of works, and a discography. 
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PREFACE 

In the summer of 1981, while searching for a topic for 

the present document, I came across several references to 

Ethel Barns, a British violinist-composer who lived from 

1873 1 to 1948. She had written a number of substantial 

works for the violin, most of which have long since been 

forgotten, 2 and was well-known in London and elsewhere in 

the British Isles around 1900-1913. The microfilm I had 

obtained from the British Library of four out of the 

seventy-four published works by Barns in their collection 

revealed skillful compositions in the Romantic and Late-

Romantic styles. On the basis of this music, I decided that 

Ethel Barns and her works were deserving of a full-scale 

study. Further research into her life, career, and the 

whereabouts of other music she had apparently written, in 

addition to correspondence, and an announcement in The Musi-

cal Times appealing for first-hand information produced only 

modest results. From a letter I had received, 3 I was led to 

1 Her date of birth is generally given as 1880. See Chapter 
One, p. 3-4 below. 

2 A short piece for violin and piano, "L'Escarpolette" 
("Swing Song"), which was recorded by Mischa Elman and 
others, was still published until relatively recently. 
See Chapter Seven, p. 218-219 below. 

3 Letter dated December 3, 1983, addressed to me from Marjo­
rie Pooler. See Appendix A and Chapter One, p. 2, fn. 8 
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believe that Barns had one living relative, Marjorie Pooler, 

who had married into the family and had known her aunt very 

little. A month-long research trip to London in May, 1984, 

however, answered quite a number of my questions regarding 

Barns's life (although much remains a mystery) and brought 

about the discovery of manuscripts of several of her unpub­

lished works. 

The bulk of my knowledge about 

comes from information her niece, 

knew her well), another niece, Mrs. 

Barns's personal life 

Mrs. Evelyn Bishop (who 

Gladys Selby, her neph-

ew, Christopher Hardwicke Neame, and his wife, Sylvia Neame, 

were able to give me in two interviews--one with the Neames 

and one with a larger group of relatives at the Neames' 

house in Cheam, Surrey--and through subsequent correspon­

dence. Luckily, Barns's will had named Christopher Neame as 

one executor of her estate, .and I was able to locate him. 

During the interviews I found out some of the reasons for 

the curtailment of Barns's career in 1913, but was disap­

pointed to learn that a trunk of her possessions, presumably 

including some manuscripts, had been discarded by Mrs. Bish­

op in 1968. The Neames discovered, much to their surprise, 

that they had some music once belonging to Barns in their 

attic. I was able to identify two of her manuscripts--the 

Suite for Violin, Cello, and Piano, Op. 26, and an incom­

plete piano score of her Concerto No. 2 in G minor for Vio­

lin and Orchestra--both now located in the Department of 

below. 
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Manuscripts of the British Library. Several months later 

the Neame:s found a larger number of manuscripts and pub­

lished music of Barns's in their attic. These thirteen man-

uscripts (nine complete and four incomplete) and a full set 

of orchestral parts to the •• Concertstuck for Violin and 

Orchestra, Op. 19, have also been deposited at the British 

Library. 

According to my research to date, Barns composed ten 

chamber works all involving the violin, three works for vio-

lin and orchestra, fifty-three short violin/piano pieces, 

two pieces for cello and piano, nineteen piano pieces, and 

thirty-seven songs--a total of 124 compositions. A complete 

List of Works will be found in Appendix E. 

Ethel Barns's career and works are interesting from sev-

eral poi n ts of view. Although it will not be possible in 

the course of this document to discuss at great length the 

historiccll and social context surrounding Barns's musical 

career, mention should be made here concerning London's edu-

cational and professional advantages around the turn of the 

century---factors which contributed to the stimulating musi-

cal atmosphere that holds in the city to this day. Whether 

or not one chooses to call the period in British musical 

history from around 1875 to 1900 the "English Musical Ren-

aissancer" as do authors Frank Howes• and Ernest Walker, 5 

4 Frank Howes, The English Musical Renaissance (New York: 
Stein and Day, 1966). 

s Ernest Walker, A History of Music in England, 3rd ed. rev. 
and enlarged by J. A. Westrup (Oxford: Clarendon Press, 
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several phenomena helped to create an environment wherein a 

talented violinist-composer such as Ethel Barns could 

receive excellent professional training. These phenomena 

included the Tonic Sol-Fa movement, the proliferation of 

competition festivals, the folk-song movement, the Tudor 

revival, the establishment of orchestral and chamber music 

concert series whose programs encompassed contemporary Brit-

ish works as well as traditional Continental ones, and the 

founding or upgrading of several music schools or colleges 

in London.' 

No longer did promising British instrumentalists and com-

posers need to study abroad, nor were famous foreign per-

•• formers like Sarasate and Ysaye the sole attractions at Lon-

don concerts. Many Britons received their schooling at the 

Royal Academy of Music, as did Barns, and went on to concer-

tize in their native land, which now boasted larger and more 

sophisticated audiences. Relatively new orchestras like the 

Crystal Palace Orchestra and Queen's Hall Promenade Orches­

tra, led by the pioneering conductors August Manns and Henry 

Wood, respectively, gave performers such as Barns the chance 

to begin or advance their musical careers. New music and 

chamber ntusic were received enthusiastically, making possi-

1952). 

' See Thomas Tatton, "English Viola Music (1890-1937)" 
(D.M.A. document, University of Illinois at Urbana­
Champaign, 1976), p. 6-13 regarding these phenomena. The 
founding of the Royal College of Music in 1882 and the 
subsequent upgrading of the Royal Academy of Music are 
mentioned on p. 13. 
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ble the co-existence of many chamber music series, like the 

Barns-Phillips Chamber Concerts, 7 on which were performed 

old and new works. 

Furthermore, women played a very active role in London's 

musical life at the turn of the century. Since the 1870's, 

when violinist Wilma Neruda (later known as Lady Hall6) had 

begun to concertize in London, it had become socially accep­

table for women to play the violin. 8 Although women were 

still not seen in professional orchestras, they formed an 

increasingly large proportion of the enrollment in London's 

music schools and succeeded professionally as chamber musi-

cians and soloists.' Sauret, with whom Barns studied at the 

Royal Aca.demy, not only taught William Henry Reed, who 

became concertmaster of the London Symphony Orchestra, but 

also Marjorie Hayward and Margaret Holloway, 

solo and chamber music performers. 

both active 

Although several women became exceptionally famous as 

violinists (e.g., Marie Hall and May Harrison) or pianists 

(e.g., J.gnes Zimmerman) in early twentieth-century London, 

7 The Barns-Phillips Concerts will be discussed in detail in 
Chapters One, Two, and Three below. 

8 Sir Alexander Campbell Mackenzie, 
(London: Cassell, 1928), p. 235. 

A Musician's Narrative 

' Of the! forty-eight British violinists born after 1850 
listed in E. van der Straeten, The History of the Violin 
(New York: Da Capo, 1968; reprint of 1933 ed.), II, p. 
302-322, in the chapter entitled "Great Britain: to Pres­
ent Day," one half are women, the majority of them having 
been born from 1889 on. Ten of the forty-eight violinists 
are listed as having written music, but only one of these 
ten is a woman. Ethel Barns is not listed at all. 
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Chapter I 

LIFE HISTORY 

According to papers in possession of Christopher Hard-

wicke Neame, the Barns family traces its lineage back to 

Drugo de Balladon (Llewelyn of North Wales), who lived 

before the Norman Conquest of 1066. 1 Ethel Barns (b. Lon­

don, December 5, 1873--d. Maidenhead, England, December 31, 

1948) 2 was the youngest child of William Barns and Margaret 

Phoebe Winston. 3 At the time of Ethel Barns's birth her 

father's occupation was that of zinc merchant, according to 

her birth certificate.• He later owned an iron foundry in 

Holloway in northern London. Ethel's mother came from Bre-

con, Wales, from an old Welsh family.s Phoebe, as the fami-

1 The lineage papers are not complete and were written "fol­
lowing searches made in the counties of Herefordshire and 
Gloucestershire in the years 1569, 1623, 1633, 1634, and 
1635," according to a letter to the writer from Christo­
pher Ne!ame (November, 2, 1984). As far as I can tell, the 
pedigree traces ancestry on the distaff (i.e., female) 
side in many respects, so would not represent direct 
descent officially. In this regard, Drugo de Balladon's 
grandson, Drugo de Wynston, was evidently an ancestor of 
Ethel Barns's mother Margaret Phoebe Winston. 

2 See p. 3-4 below regarding the birthdate. 

3 Refer to Appendix A below for 
tree, beginning with William 
Winston. 

a diagram 
Barns and 

of the family 
Margaret Phoebe 

4 Birth certificate is located at the General Register 
Office, St. Catherine's House, London. 
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ly called her, had some musical ability and was a "very 

vital, alive sort of person," according to Mrs. Evelyn Bish-

op,' Ethel's niece and one of the few surviving relatives. 

Barns's parents, who saw several sons die at an early 

age, raised one son, William c. Barns, Ethel's oldest 

sibling, and three other daughters, Clara, Matilda Elizabeth 

(ca. 1867- 1918) , and Alice (1873-1944). William played the 

piano as a hobby, and had two children one of whom, Margaret 

Phoebe, "sang and danced professionally." 8 Clara, Ethel's 

oldest sister, married a Mr. Bell but died young. Matilda 

Elizabeth married a Mr. Selby and had one child named Evelyn 

(b. 1894). Evelyn (now Mrs. Evelyn Bishop) and her mother 

"Tilly" were to play important roles in Ethel Barns's life 

from about 1913 on. After "Tilly's" death Mr. Selby married 

Gladys Bell (b. 1896), Clara's step-daughter. Finally, 

Alice ("Minnie" ) Barns married Frederick Stewart Neame and 

had three sons, the first of whom, Phillip Winston, died at 

an early age. The second, Ethel's godson and nephew Stewart 

Carol (1907-1972), played the piano a little, according to 

his brother, former Gulf Oil, Ltd. employee Christopher 

s According to the pedigree papers and living relatives. 
(See fn. 1 above.) Family legend has it that Winston 
Churchill was from the same Winston family. 

' Interview with the writer, May 19, 1984. 

, Evelyn Bishop in letter to me, June 21, 1984. 

8 Dr. Marjorie Pooler in letter to me, December 3, 1983. 
Dr. Pooler's former husband, William Norman Winston Barns 
who died in 1937 of blood poisoning, was Margaret's broth­
er and a doctor. 
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Hardwicke' (b. 1909), who is the present owner of Ethel 

Barns's few remaining possessions. 

Secondary sources diverge regarding the year of Barns's 

birth. Cobbett's Cyclopedic Survey of Chamber Music comes 

relatively close with 1875 in the original 1929 edition, but 

Colin Mason "corrects" this date to 1880 in the Supplement 

to the 1963 edition. 1 ° Frederic B. Emery guesses "the 

beginning of the last quarter of the nineteenth century" in 

The Violin Concerto. 11 The sixteen other sources which men-

tion Barns's birthdate give 1880, 12 as does the obituary in 

the Month.Zy Musical Record. 1 3 This date appears as early as 

1929 in Hugo Riemanns Musiklexikon. 14 

' Interview with the writer on May 8, 1984. 

1 0 Katharine Eggar, "Ethel Barns," in Cobbett's Cyclopedic 
Survey of Chamber Music, 2nd ed., edited by Walter Will­
son Cobbett (London: Oxford University Press, 1963), II, 
p. 59; Supplemental material edited by Colin Mason, III, 
p. 201. 

11 Frederic B. Emery, The Violin Concerto (New York: Da 
Capo, 1969), I, p. 224. 

12 See, e.g., Walter Willson Cobbett, "Ethel Barns," in 
Grove's Dictionary of Music and Musicians, 3rd ed., edit­
ed by H. c. Colles (New York: Macmillan, 1938), I, p. 
228; article "Ethel Barns," in International Cyclopedia 
of Music and Musicians, lst ed., edited by Oscar Thompson 
(New York: Dodd Mead, 1939), p. 126; article "Ethel 
Barns," in Women in Music: A Biobibliography, edited by 
Don L. Hixon and Don Hennessee (Metuchen, N. J.: The Sca­
recrow Press, 1975), p. 19; Anya Laurence, Women of 
Notes: 1000 Women Composers Born Before 1900 (New York: 
Richards Rosen Press, 1978), p. 39. 

13 The obituary of Ethel Barns in The Monthly Musical 
Record, LXXIX (1949), p. 78, gives sixty-eight as her age 
at the time of her death on December 31, 1948. 

14 Article "Ethel Barns," in Hugo Riemanns Musiklexikon, 
11th ed., edited by Alfred Einstein (Berlin: Max Hesse, 
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Thus, Ethel Barns became a "home-grown" musician, as she 

puts it, by training as well as by birth. 1
' 

Home-grown she was, but only in the sense of geographical 

location, for her playing style was linked by way of her 

teachers, to the great Continental European violin schools. 

Thus, it is important to consider in some detail those who 

taught he:r. Although Alexander Karl Kummer (b. Dresden, 

1850) instructed Barns in Watford just outside of Greater 

London, he had been a student of the great Ferdinand David 

at the Leipzig Conservatory and was the grandson of the 

famous Dresden cellist and composer Friedrich August Kummer. 

According to the New Grove, Alexander Karl had "a distin-

guished career as a violinist in London." 20 One would 

assume that his training would have exposed him to an intel­

lectual approach to music and a variety of violin literature 

from the seventeenth, eighteenth, and nineteenth centuries, 

possibly including J. S. Bach's unaccompanied violin music. 

David, who also taught Joachim (for whom Barns played), 

would have imparted what has become known as the German 

school approach to violin playing, i.e., the focus was on a 

study of the music itself, rather than on mere virtuosity. 

Barns entered the Royal Academy of Music in 1887 at age 

thirteen. Her principal study was violin under the French 

violinist Prosper Sainton (b. 1813), until his death on 

1
' Ibid. , p. 25. 

2 ° Kurt Stephenson, "Friedrich August Kummer," The New Grove 
Dictionary of Music and Musicians, 6th ed., edited by 
Stanley Sadie (London: Macmillan, 1980), X, p. 305. 
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Ebenezer Prout (1835-1909) was Barns's professor in har-

mony and composition. Since Barns distinguished herself as 

a composer of substantial works, it is important to discuss 

Prout's crucial role in her development. Largely self-

educated i n music, Prout became a highly respected musical 

scholar, editor, and educator. An organist and Handel-

lover, his edition of the Messiah (1902) was considered mod-

ern for i t s time, 55 in that it adheted closely to the origi­

nal text in some respects by eliminating the prevailing 

ornamentation. Prout's addition of accompaniments to those 

of Mozart's, however, confines this edition to the study of 

nineteenth and early twentieth-century performance practice. 

Prout was the first editor of the Monthly Musical Record as 

well as a frequent contributor in musical criticism to this 

publication and others. 5
' As a composer he wrote quite a 

number of works, including four symphonies, several canta-

tas, and an organ concerto. 

It was his theoretical works more than his other accom-

plishments, however, that contributed the most to Prout's 

reputation as a music scholar and teacher. His eleven trea-

tises, some of which have seen numerous editions, revisions, 

or recent reprints, range from Harmony: its Theory and Prac-

ss Henry Davey, "Ebenezer Prout," The Dictionary of National 
Biography, 2nd Supplement 1901-1911, edited by Sir Sidney 
Lee (London: Humphrey Milford, 1920; reprint of 1912 
ed.), III, p. 142. 

5
' Watkins Shaw, "Ebenezer Prout," The New Grove Dictionary 

of Music and Musicians, 6th ed., edited by Stanley Sadie 
(London: Macmillan, 1980), XV, p. 315. 
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tice (1889), Counterpoint, Strict and Free (1890), and Fugue 

(1891), to Musical Form (1893), Applied Forms (1895), and 

The Orchestra (1897). The latter four works are still 

thought to be useful today. 57 According to Ian Bent, Prout 

was indebted to Hugo Riemann's rhythmic and motivic princi-

ples in his musical analysis: "It was with Prout and Leich-

tentritt that Formenlehre became a branch of the discipline 

of musical analysis rather than a prescriptive training for 

composers, and hence entered the field of musicology." 51 

As professor of harmony and composition at the Royal 

Academy from 1879 until his death in 1909, Ebenezer Prout 

inspired his students with his personality, knowledge, and 

skills. Pupils such as Edward German, Goring Thomas, Tobias 

Matthay, Dora Bright, as well as Ethel Barns, were exposed 

to his sense of humor and his intense love of Bach, espe-

cially the Forty-eight Preludes and Fugues of The Well-

Tempered Claviex. 5
' Despite his great enthusiasm for music, 

Prout was fairly strict about his pupils' observance of the 

rules of harmony, yet he was termed "a pioneer of modern 

57 Ibid., p. 316. 

58 Ian D. Bent, "Analysis,/!!, 3: 1840-1900. 
and the Teaching of Form," The New Grove 
Music and Musicians, 6th ed., edited by 
(London: Macmillan, 1980), I, p. 352. 

Organic Growth 
Dictionary of 
Stanley Sadie 

5
' "Ebenezer Prout," MT, XL (1899), p. 229. Unfortunately, 

Prout's habit of inventing words to fit the fugue sub­
jects of the Forty-eight Preludes and Fugues may have 
temporarily spoiled this music for his students. See 
Tobias Matthay' s letter in tribute to Prout quoted- in J. 
A. Wes.trup, "Ebenezer Prout," Monthly Musical Record, LXV 
(1935)' p. 53. 
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tition was held in December, so Barns could have won this 

award in December, 1889, at the earliest. The amount ofi12 

was applied toward one year's tuition, which was/11, sll 

per term in 1893. 64 The winner of the Potter Exhibition, 

similarly, had to have been studying at the Academy for at 

least two years. Barns may have won this award, which was 

for the same amount as the Hine Gift, in the December, 1890, 

competition, for she was listed in a July, 1891, program as 

a Potter Exhibitioner.' 5 

The Sainton Scholarship and other prizes for violin-

playing were instituted after Barns ' s Academy attendance, as 

she observed in the Strad. 6
' In that article the violinist-

composer also remarked that, upon leaving the Academy, she 

was elected Associate of the Royal Academy of Music 

(A.R.A.M.), a distinction bestowed upon former students who 

demonstrated special merit and ability. The present Academy 

librarian, however, could find no evidence that Barns had 

received this honor before 1931, when she was listed in the 

Academy Prospectus for 1931-32 as A.R.A.M. 67 

6 4 Program from Royal Academy Student Concert, 
1893, p. 20. 

65 Program for Royal Academy of Music Students' 
Concert, July, 1891, p. 10, found in Rogal 
Music Concert Books--Februarg, 1889-December, 
don: McCorquodale and Co.). 

66 Windust, op. cit., p. 26. 

December, 

Orchestral 
Academg of 
1892 (Lon-

'
7 Letter to me from M. J. Harington, August 8, 1984. 
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as a soloist with London and provincial orchestras and as 

chamber musician in a similar variety of locations since 

1895. 71 That year saw the first of eighteen annual London 

concert series given by Barns and Phillips, which became 

known as the Barns-Phillips Chamber Concerts. By 1899, the 

series comprised four concerts per season. 

From the Barns-Phillips marriage certificate found at 

the Genercll Register Office, St. Catherine's House, London, 

we learn that John Charles Henry Phillips, aged 34, a "gen­

tleman" whose father, Edward Phillips, was a Major with the 

8th Hussars, married Ethel Barns, aged 24, whose father, 

Williams Barns, was deceased. Phillips' father and Barns's 

brother served as witnesses at the marriage, which took 

place at the All Souls' Church in London. Major Phillips 

was one of the few surviving officers from the 1854 "Charge 

of the Light Brigade" in Balaklava during the Crimean War. 72 

His son Charles ("Carl," as Barns called him) was born in 

Ayr, Scotland, and educated at the Reading School, in Berk-

shire County, west of Greater London. After spending some 

71 Although the article on Ethel Barns in Baker's Biographi­
cal Dictionary of Musicians, 6th ed., rev. by Nicholas 
Slonimsky (N.Y.: Schirmer, 1978), p. 103, and that by 
Walter Willson Cobbett in Grove's Dictionary of Music and 
Musicians, 5th ed., edited by Eric Blom (N.Y.: St. Mar­
tin's Press, 1954), I, p. 443, both claim that she 
toured the provinces in 1897, I have at present been una­
ble to find evidence of a tour in that particular year 
perhaps due to the emphasis placed on London concerts by 
the periodicals which are readily available. For a dis­
cussion of Barns's 1913 U.S. tour, which was mentioned 
by the same two sources, see p. 24-25 below. 

72 Biographical sketch of Charles Phillips in MS, 
(1893), p. 341. 

XLIV 
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time in the "Western States of America," he returned home 

and in 1889 entered the Royal Academy of Music, where he 

studied voice under Erwin Holland.' 3 One also learns from 

The Musical Standard article of 1893 that Charles Phillips 

"had always sung as an amateur" and did not decide on music 

as a profession until 1889, when he was twenty-four. In 

July, 1890, "he made his first public appearance at an Acad-

emy concert at St. James's Hall, when he sang a difficult 

scena for baritone and orchestra by William Wallace." Then, 

in October, 1890, he presumably went to Milan to study with 

Signor "Morelli."' 4 

Since there is a gap in the Royal Academy student regis-

ters around 1890, the only other fact known to me about 

Phillips' academic career is that he was not elected 

A.R.A.M. until October, 1912, just a few months before his 

election to F.R.A.M. (Fellow of the Royal Academy of Music) 

in January, 1913.' 5 F.R.A.M., the Academy's highest honor, 

was awarded to a limited number of former students who had 

distinguished themselves in their professions. Phillips' 

name appears in the Royal Academy Prospectus for 1911 as a 

singing professor, although he may have taught there earli­

er, since there was a gap in Academy records before 1911. 

'
3 Ibid., p. 341. See following fn. also. 

'
4 Ibid., p. 341. The article on Charles Phillips in Who's 

Who in Music: A Biographical Record of Contemporary Musi­
cians, edited by H. Saxe Wyndham and Geoffrey L'Epine 
(London: Sir Isaac Pitman and Sons, 1913), p. 165, has 
Signor "Moretti" . and "Edwin" Holland. 

15 Letter from M.J. Harington to the writer, August 8, 1984. 








































































































































































































































































































































































































































































































































































