
Introduction

At first glance, Figure 0.1 might be taken for a performance of original
chamber music, not opera; and today we might be inclined to see male
dominance rather than female leadership. But the facts behind it are almost
certainly quite otherwise. Johann Sollerer’s depiction of private-sphere
music-making in Vienna in 1793 shows a sextet of five male musicians
around a woman seated at a fortepiano, almost certainly playing an
arrangement of Papageno’s aria from Wolfgang Amadeus Mozart’s Die
Zauberflöte, ‘Der Vogelfänger bin ich ja’, led from the fortepiano played by
a woman. Not only the instrumentation, especially the flute, but also the
larger context points to this.

Figure 0.1 Chamber Music, colour etching by Clemens Kohl after Johann Sollerer,
Vienna 1793. Courtesy of Archiv, Bibliothek und Sammlungen der Gesellschaft der
Musikfreunde in Wien, shelf mark Bi 1815 1
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In 1802, Ludwig van Beethoven called his era a ‘fruitful age of transla-
tions’, referring to the vogue for arrangements of public music for per-
formance in the home.1 Of all the many arrangements of various types of
music produced in Vienna in his era, opera arrangements enjoyed the
greatest popularity and were arguably the most ‘fruitful’ in terms of their
variety, utility, and dissemination. So, for example, in Johann Traeg’s
Viennese music catalogue of 1799, opera arrangements in their various
forms more or less take over the chamber music section. And Die
Zauberflöte, which was particularly popular at this time, appeared thirty-
five times in the catalogue, in nineteen different kinds of musical
arrangement.2

The musical arrangements discussed in this book are mainly transla-
tions of operas into chamber music for small-scale ensembles, which was
the most common type in Vienna around 1800. These opera arrange-
ments include many without text and many more with text, the latter
mainly for piano. The final chapter refers to the increasingly heavy
emphasis on piano as the preferred medium for arrangement in the early
to mid-nineteenth century; and to the increasingly loose relation between
the original work and music derived from it, like the then tremendously
popular variations, potpourris, paraphrases, and fantasies based on
operas.

Scholars have often ignored these opera arrangements or dismissed
them as second-rate. But they offer a unique window on a mostly hidden
world of richly diverse amateur music-making, and especially on women’s
roles. This study takes a novel approach, privileging opera arrangements
over original operatic compositions, and the perspectives of amateur per-
formers (defined more closely in Chapter 2) over those of composers.
Several studies of opera arrangements from the era in question have already
been published, focusing on particular composers or particular arrange-
ment forms; in these, the interest lies in arrangements’ function as

1 Ludwig van Beethoven, Wiener Zeitung 87 (30 October 1802), p. 3916. Translations from
German are my own unless noted. On ‘translation’ as applied to arrangements see
Stephen Davies, ‘Versions of Musical Works and Literary Translations’, in Musical
Understandings and Other Essays on the Philosophy of Music (Oxford: Oxford University Press,
2011), pp. 177–87; Jonathan Kregor, Liszt as Transcriber (New York, NY: Cambridge University
Press, 2010); and Peter Szendy, Arrangements, dérangements: La transcription musicale
aujourd’hui (Paris: Ircam L’Harmattan, 2000). On ‘cultural translation’ c.1800 see Philip
V. Bohlman, ‘Translating Herder Translating: Cultural Translation and the Making of
Modernity’, in Jane F. Fulcher (ed.), The Oxford Handbook of the New Cultural History of Music
(Oxford: Oxford University Press, 2011), pp. 501–22.

2 Alexander Weinmann (ed.), Johann Traeg: Die Musikalienverzeichnisse von 1799 und 1804
(Vienna: Universal Edition, 1973).
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reception documents.3 This book differs in that it considers arrangements’
multiple functions, and ‘end users’ – salonnières and performers, rather
than the original composers. Two questions drive the study: what were the
cultural, musical, and social functions of opera arrangements in Vienna
c.1790–1830? And what does this culture of musical arrangements tell us
about musical and social ideals and agency in this period, particularly as
they concern women?

This book explores the performance and functions of opera arrange-
ments in Vienna over fifty years around 1800, roughly from 1781 (when
Mozart arrived in Vienna) to 1827–8 (when Schubert and Beethoven died).
The final chapter considers the period immediately thereafter. Vienna
around 1800 is nowadays mainly seen as the seat of high-Classical culture,
and the start of the Romantic era in music. The idea that musical works
demand fidelity to the original, in performance and study, is part of
a package of modern assumptions.4 But this dominant understanding of
Viennese music in fact emerged gradually,5 eclipsing other approaches to
musical works and musicality which are explored in detail in this book.
Although a reviewer from 1829 decried musical arrangements as ‘derange-
ments’ and an ‘epidemic addiction’, he also recognised them as
a productive, transformative part of musical culture.6 Opera arrangements
fed into key developments in Viennese music culture at this time, including

3 In particular Andrea Klitzing, Don Giovanni unter Druck: Die Verbreitung der Mozart-Oper als
instrumentale Kammermusik im deutschsprachigen Raum bis 1850 (Göttingen: V & R Unipress,
2020); Silke Leopold, ‘Von Pasteten und Don Giovanni’s Requiem: Opernbearbeitungen’, in
Silke Leopold (ed.), Musikalische Metamorphosen: Formen und Geschichte der Bearbeitung
(Kassel: Bärenreiter, 2000), pp. 86–93; Herbert Schneider, ‘L’arrangement d’opéras pour quatuor
à cordes: Le cas de Guillaume Tell de Rossini’, in Joann Élert, Etienne Jardin, and Patrick Taïeb
(eds.), Quatre siècles d’édition musicale: Mélanges offerts à Jean Gribenski (Brussels: Peter Lang,
2014), pp. 229–40; and the essays in Hans-Joachim Hinrichsen and Klaus Pietschmann (eds.),
Jenseits der Bühne: Bearbeitungs- und Rezeptionsformen der Oper im 19. und 20. Jahrhundert
(Kassel: Bärenreiter, 2011).

4 See especially Lydia Goehr, The ImaginaryMuseum ofMusicalWorks: An Essay in the Philosophy
of Music, rev. ed. (Oxford: Oxford University Press, 2007). For relevant critique see:
Raymond Erickson (ed.), Schubert’s Vienna (New Haven, CT: Yale University Press, 1997); and
Robert Pichl, Clifford A. Bernd, andMargarete Wagner (eds.), The Other Vienna: The Culture of
Biedermeier Austria (Vienna: Lehner, 2002).

5 See Keith Chapin, ‘The Visual Traces of a Discourse of Ineffability: Late Eighteenth-Century
German Published Writing on Music’, in Cliff Eisen and Alan Davison (eds.), Late Eighteenth-
Century Music and Visual Culture (Turnhout: Brepols, 2017), pp. 123–53; and
Martha Woodmansee, The Author, Art, and the Market: Rereading the History of Aesthetics
(New York, NY: Columbia University Press, 1994).

6 Ignaz R. von Seyfried, ‘Louis van Beethoven: Troisième grande Sinfonie en utmineur, (c-moll)
Oeuvre 67; arrangée pour Pianoforte, avec accompagnement de Flûte, Violon, et Violoncelle, part
J. N. Hummel . . . ’, Caecilia: Eine Zeitschrift für die musikalische Welt 10/39 (1829), pp. 174–8.
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musical institutions, concert life, the role of women in music-making, and
emerging ideologies, such as serious listening and the concept of the
musical work. Opera arrangements destined for private performance by
amateurs helped keep operas in performance and in listeners’ minds; in
these ways they also contributed to canon formation.

Amateur music-making has remained hidden to us because music histor-
ians since the mid-nineteenth century have concentrated largely on public-
sphere musical phenomena: the formation of the classical canon of music
and the emergence of concert life.7 This emphasis on the public sphere
became central toWestern music histories, and persists. But it is particularly
unrepresentative of Vienna c.1800, where large public assemblies, including
symphony concerts, were often forbidden. Instead, Viennese music-making
flourished in the home both before and after the Napoleonic Wars, in the
social isolation caused by invasion, surveillance, censorship, and a cholera
epidemic. And much of this Viennese domestic music consisted of arrange-
ments – especially of operas, but also of ballets, concertos, symphonies, and
so on – although scholars of chamber music focus almost exclusively on
original compositions.8 Even researchers focusing on nineteenth-century
arrangements have missed the critical potential of arrangement studies by
generally maintaining the ‘composer-and-masterworks’ paradigm.9 They

7 On Vienna see Eduard Hanslick, Geschichte des Concertwesens in Wien (Vienna: Braumüller,
1869). See also Leon Botstein, ‘The Patrons and Publics of the Quartets: Music, Culture, and
Society in Beethoven’s Vienna’, in Robert Winter and Robert L. Martin (eds.), The Beethoven
Quartet Companion (Berkeley, CA: University of California Press, 1994), pp. 77–109; Alice
M. Hanson,Musical Life in Biedermeier Vienna (Cambridge: Cambridge University Press, 1985);
David Wyn Jones, Music in Vienna: 1700, 1800, 1900 (Woodbridge: Boydell & Brewer, 2016);
Jones, The Symphony in Beethoven’s Vienna (Cambridge: Cambridge University Press, 2006);
WilliamWeber,Music and theMiddle Class: The Social Structure of Concert Life in London, Paris
and Vienna between 1830 and 1848, 2nd ed. (Aldershot: Ashgate, 2004); and Mary S. Morrow,
Concert Life in Haydn’s Vienna: Aspects of a Developing Musical and Social Institution
(Stuyvesant, NY: Pendragon, 1989).

8 Briefly addressed in my Cultivating String Quartets in Beethoven’s Vienna (Woodbridge: Boydell
& Brewer, 2017), especially pp. 65–76 and 103–6.

9 Christopher Hogwood, ‘In Praise of Arrangements: the “Symphony Quintetto”’, in Otto Biba
and DavidWyn Jones (eds.), Studies inMusic History Presented to H. C. Robbins Landon on His
Seventieth Birthday (London: Thames and Hudson, 1996), pp. 82–104; Hans Grüß,
‘Bearbeitung –Arrangement – Instrumentation als Form der Aneignung musikalischerWerke
von Beethoven bis Schubert’, in Andreas Michel (ed.), Ansichtssachen: Notate, Aufsätze,
Collagen (Altenburg: Kamprad, 1999), pp. 387–92; Walter Koller and Helmut Hell, Aus der
Werkstatt der Wiener Klassiker: Bearbeitungen Haydns, Mozarts und Beethovens (Tutzing:
Schneider, 1975); Michael Ladenburger, ‘Aus der Not eine Tugend? Beethovens Symphonien
in Übertragungen für kleinere Besetzungen’, in Von der Ersten bis zur Neunten: Beethovens
Symphonien im Konzert und im Museum (Bonn: Beethoven-Haus, 2008), pp. 17–29;
Mark Kroll (ed.), Twelve Select Overtures, Arranged for Pianoforte, Flute, Violin and
Violoncello by J. N. Hummel, Recent Researches in the Music of the 19th and Early 20th

4 Introduction

https://doi.org/10.1017/9781009409797.001 Published online by Cambridge University Press

https://doi.org/10.1017/9781009409797.001


emphasise canonical composers (Haydn, Mozart, and Beethoven) and
genres (the symphony). And there is a focus in previous scholarship on
arrangements from the later nineteenth century.10

This book offers critical insights into the complex interrelation of public
concert life with private and semi-private music-making,11 revising our
understanding of these spheres, and reinstating the central importance of

Centuries, vol. 35 (Middleton, WI: A-R Editions, 2003); Kroll (ed.),Mozart’sHaffner and Linz
Symphonies, Arranged for Pianoforte, Flute, Violin and Violoncello by J. N. Hummel, Recent
Researches in the Music of the 19th and Early 20th Centuries, vol. 29 (Madison, WI:
A-R Editions, 2000); my Beethoven’s Symphonies Arranged for the Chamber: Sociability,
Reception, and Canon Formation (Cambridge: Cambridge University Press, 2021); Nancy
November, ‘Performing, Arranging, and Rearranging the Eroica: Then and Now’, in
November (ed.), The Cambridge Companion to the Eroica Symphony (Cambridge: Cambridge
University Press, 2020), pp. 221–38; November (ed.), Chamber Arrangements of Beethoven’s
Symphonies. Part 1: Symphonies Nos. 1, 3, and 5 Arranged for Quartet Ensemble, Recent
Researches in Nineteenth-Century Music, vol. 75 (Middleton, WI: A-R Editions, 2019);
November (ed.), Chamber Arrangements of Beethoven’s Symphonies, Part 2: Wellington’s
Victory and Symphonies Nos. 7 and 8 Arranged for String Quintet, Recent Researches in
Nineteenth-Century Music, vol. 77 (Middleton, WI: A-R Editions, 2019); November (ed.),
Chamber Arrangements of Beethoven’s Symphonies, Part 3: Symphonies Nos. 2, 4, and 6
Arranged for Large Ensembles, Recent Researches in Nineteenth-Century Music, vol. 78
(Middleton, WI: A-R Editions, 2020); Matthew Oswin, ‘Beethoven’s “Kreutzer” Sonata:
Nineteenth-Century Art of Arrangement – One Piece, Three Ways’, MMus thesis (Victoria
University of Wellington, 2013); Wiebke Thormählen, ‘Playing with Art: Musical
Arrangements as Educational Tools in van Swieten’s Vienna’, Journal of Musicology 27/3
(2010), pp. 342–76; and Uwe Grodd (ed.), J. N. Hummel: Mozart’s Six Grand Symphonies
(Wellington: Artaria Editions, 2015).

10 See Thomas Christensen, ‘Four-Hand Piano Transcription and Geographies of
Nineteenth-Century Musical Reception’, Journal of the American Musicological Society 52/2
(1999), pp. 255–98; Zsuzsanna Domokos, ‘“Orchestrationen des Pianoforte”: Beethovens
Symphonien in Transkriptionen von Franz Liszt und seinen Vorgängern’, Studia Musicologica
Academiae Scientiarum Hungaricae 37/2–4 (1996), pp. 249–341; Kara L. van Dine, ‘Musical
Arrangements and Questions of Genre: A Study of Liszt’s Interpretive Approaches’, PhD diss.
(University of North Texas, 2010); Kregor, Liszt as Transcriber; and Mark Kroll, ‘On a Pedestal
and under the Microscope: The Arrangements of Beethoven Symphonies by Liszt and Hummel’,
in M. Štefková (ed.), Franz Liszt und seine Bedeutung in der europäischen Musikkultur
(Bratislava: Ustav hudobnej vedy SAV, 2012), pp. 123–44.

11 On this subject see also Otto Biba, ‘Public and Semi-Public Concerts: Outlines of a Typical
“Biedermeier” Phenomenon in Viennese Music History’, in Pichl, Bernd andWagner (eds.), The
Other Vienna, pp. 257–70; Joachim Eibach, ‘Die Schubertiade: Bürgerlichkeit, Hausmusik und
das Öffentliche im Privaten’, Themenportal Europäische Geschichte (2008), www.europa.clio-
online.de/2008/Article=307; Erickson, Schubert’s Vienna; Jürgen Habermas, The Structural
Transformation of the Public Sphere: An Inquiry into a Category of Bourgeois Society, trans.
Thomas Burger and Frederick Lawrence (Cambridge, MA: MIT Press, 1989); Gisela Mettele,
‘Der private Raum als öffentlicher Ort: Geselligkeit im bürgerlichen Haus’, in Dieter Hein and
Andreas Schultz (eds.), Bürgerkultur im 19. Jahrhundert: Bildung, Kunst und Lebenswelt
(Munich: Beck, 1996), pp. 155–69; Nicolai Petrat, Hausmusik des Biedermeier im Blickpunkt der
zeitgenössischen musikalischen Fachpresse (1815–1848) (Hamburg:Wagner, 1986); and Heinrich
W. Schwab, ‘Kammer-Salon-Konzertsaal: Zu den Aufführungsorten der Kammermusik,
insbesondere im 19. Jahrhundert’, in Kristina Pfarr, Christoph-Helmut Mahling, and
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the roles played by women.12 Focusing on Viennese musical amateurs,
such as the novelist Caroline Pichler and intellectuals like Fanny von
Arnstein, I consider opera arrangements not as inferior versions of original
operas but as cultural goods in their own right with important social
functions, such as enhancing people’s well-being through social interaction
and fostering women’s cultural ownership.13 The book’s emphasis is on
middle-class music-making, allowing for the fact that this term is broad
and nebulous, and that social mobility was prevalent among the Viennese
who might be thought to belong to this group. Indeed the culture of
arrangements might have helped in climbing the social ladder, as
I discuss in Chapter 4. In Chapters 5 and 6, I make a distinction between
the upper echelons of the middle class on the one hand –who had the time,
money, and influence to put on relatively lavish musical salons – and, on
the other hand, the considerably larger number of musical amateurs who
could afford to engage in music-making in the home, but not on a large
scale or via regular salons. Opera arrangements offered amateurs agency in
respect of education, entertainment, and sociability in the home, and
a bridge to public music-making. This was particularly valuable to female
amateurs, who otherwise had little say or share in the public spheres of
music composition, criticism, and orchestral performance, or indeed in
public life more generally.14

Karl Böhmer (eds.), Aspekte der Kammermusik vom 18. Jahrhundert bis zur Gegenwart (Mainz:
Villa Musica, 1998), pp. 9–29.

12 See also David Ferris, ‘Public Performance and Private Understanding: Clara Wieck’s Concerts
in Berlin’, Journal of the American Musicological Society 56/2 (2003), pp. 351–408; and
Wolfgang Fuhrmann, ‘The Intimate Art of Listening: Music in the Private Sphere during the
Nineteenth Century’, in Christian Thorau and Hansjakob Ziemer (eds.), The Oxford Handbook
of Listening in the 19th and 20th Centuries (Oxford: Oxford University Press, 2019), pp. 279–83.

13 See David Gramit, ‘Selling the Serious: The Commodification of Music and Resistance to it in
Germany (circa 1800)’, in William Weber (ed.), The Musician as Entrepreneur, 1700–1914:
Managers, Charlatans, and Idealists (Bloomington, IN: Indiana University Press, 2004), pp.
81–101; Emily Green and Catherine Mayes (eds.), Consuming Music: Individuals, Institutions,
Communities, 1730–1830 (Rochester, NY: University of Rochester Press, 2017); Marie S. Lott,
The Social Worlds of Nineteenth-Century Chamber Music: Composers, Consumers, Communities
(Urbana-Champaign, IL: University of Illinois Press, 2015); and Bernd Sponheuer, Musik als
Kunst und Nicht-Kunst: Untersuchungen zur Dichotomie von “hoher” und “niederer” Musik im
musikästhetischen Denken zwischen Kant und Hanslick, Kieler Schriften zur Musikwissenschaft
(Kassel: Bärenreiter, 1987). See also James Parakilas, ‘The Power of Domestication in the Lives of
Musical Canons’, Repercussions 4/1 (1995), pp. 5–25; and Pierre Bourdieu, Distinction: A Social
Critique of the Judgement of Taste, trans. Richard Nice (Cambridge, MA: Harvard University
Press, 1984; original French ed., 1979).

14 See in particular Gunilla-Friederike Budde, ‘Harriet und ihre Schwestern: Frauen und
Zivilgesellschaft im 19. Jahrhundert’, in Ralph Jessen and Sven Reichardt (eds.), Zivilgesellschaft
als Geschichte: Studien zum 19. und 20. Jahrhundert (Wiesbaden: VS Verlag für
Sozialwissenschaften, 2004), pp. 327–43.
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A focal point of the study is the performance of opera arrangements in the
Viennese musical salons, where salons are defined as regular heterosocial
gatherings of intellectuals, artists, patrons, and professionals, meeting pri-
marily to pursue sociability, as well as knowledge, through music-making.
This definition encompasses most of the private and semi-private gatherings
that took place in Vienna around this time, although not the numerous,
largely undocumented instances of family music-making and small gather-
ings of performers with no audience present.

Nineteenth-century salon culture in Berlin, England, Paris, andWeimar
has been researched; but these studies have seldom extended to Vienna, or
to the culture of arrangements.15 Rebecca Cypess andNancy Sinkoff look at
musicians in Berlin, and Cypess takes account of arrangements. David
Wyn Jones provides some suggestive insights on Viennese women’s roles
in musical culture.16 And Freia Hoffmann discusses the effect of gender on
the choice and meanings of instruments in the nineteenth century.17

I extend these perspectives in a detailed account of amateurs’ agency in
Viennese musical culture in these years, through the vehicle of opera
arrangements.

Viennamirrored trends and developments in other important centres of
salon culture around this time, including those in Berlin (particularly due
to family connections between salonnières: Fanny von Arnstein and the
Itzig family, for example), and in France. In Viennese society around 1800,
salons developed in response to the rapidly changing sociopolitical situ-
ation, a process of change that was paralleled elsewhere at different times
and in different ways. But in Vienna, a strand of continuity emerges among

15 Especially relevant: Anja Bunzel and Natasha Loges (eds.), Musical Salon Culture in the Long
Nineteenth Century (Woodbridge: Boydell & Brewer, 2019); Waltraud Heindl, ‘People, Class
Structure, and Society’, in Erickson, Schubert’s Vienna, pp. 36–54; Chung-Mei Liu, ‘Die Rolle
der Musik im Wiener Salon bis ca. 1830’, master’s thesis (University of Vienna, 2013);
Helga Peham, Die Salonièren und die Salons in Wien: 200 Jahre Geschichte einer besonderen
Institution (Vienna: Styria Premium, 2013); Wiebke Thormählen, Jeanice Brooks, and Katrina
Faulds, ‘Music, Home and Heritage’ project, www.rcm.ac.uk/research/projects/
musichomeandheritage/; and Phyllis Weliver, Mary Gladstone and the Victorian Salon: Music,
Literature, Liberalism (Cambridge: Cambridge University Press, 2017).

16 Rebecca Cypess and Nancy Sinkoff (eds.), Sara Levy’s World: Gender, Judaism, and the Bach
Tradition in Enlightenment Berlin (Rochester, NY: University of Rochester Press, 2018),
especially chapter 8, pp. 181–204; and Cypess,Women andMusical Salons in the Enlightenment
(Chicago, IL: University of Chicago Press, 2022).

17 Freia Hoffmann, Instrument und Körper: Die musizierende Frau in der bürgerlichen Kultur
(Frankfurt am Main: Insel Verlag, 1991); Freia Hoffmann, ‘Klang und Geschlecht:
Instrumentalpraxis von Frauen in der Ideologie des frühen Bürgertums’, Neue Zeitschrift für
Musik 145/12 (1984), pp. 11–16.
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changes and differences: there was an abiding taste for performing opera ‘in
private’, and in many and various arrangements.

To understand why this sort of performance took place, and how typical
it was, evidence needs be triangulated. I establish key people and situations
to clarify the agency exercised by amateurs, and the function performed by
arrangements in Viennese society c.1790–1830. In the foreground of this
picture are the consumers: influential Viennese musical amateurs like
Arnstein and Pichler, and also middle-class men like Leopold von
Sonnleithner and Raphael Kiesewetter. I explore these amateurs’ dealings
with non-human vehicles of agency – the arrangements themselves – and
with other key agents in this culture: composers, publishers, reviewers, and
arrangers. I compare men’s roles with those of women, considering how
the network and dynamics of relationships change in this era.

Thus the evidence I analyse includes not only musical works, but a broad
array of documents, attesting to manifold actions, intentions, and inter-
actions. Little-studied sources such as iconography, instruments, letters,
memoirs, music-instruction manuals, and music collections afford insight
into the identities, musical involvements, and tastes of amateurs. I discuss
music catalogues as evidence of opera in the home, and then consider
salons for which particular repertoire is documented. There are very few
salons (or any other kinds of venue for musical performances in the home)
for which specific arrangements are mentioned. Most of the specific infor-
mation as to repertoire relates to the later period covered by this book: the
1810s and 1820s.

Pulling back the curtain on this evidence reveals an extensive part of
social and musical life that is highly significant, but probably quite new to
the modern reader. To obtain a rounded picture, the book circles around
this evidence, looking at it from different perspectives, while moving
forward in a broadly chronological fashion. Chapter 1 focuses on the
perspective of composers, and starts to build up a sense of the operas that
were most popular in various arrangements around 1800. Chapters 2 and 3
centre the musical amateurs, with particular attention to women in
Chapter 3. The emphasis shifts to publishers in Chapter 4, with
a consideration of the role of domestic arrangements in establishing the
systems of opera canon formation. Chapter 5 then returns to the amateurs,
now considered as ‘the market’, exploring the forces that led to the Rossini
vogue in 1820s Vienna. Finally, the perspective of arrangers comes to the
fore in Chapter 6, Czerny’s in particular. The overall effect of this approach
is to recentre the home in Viennese music history in the crucial years when
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public concert life was developing, and to see its inhabitants as key agents
and influencers in musical life at this time.

This book concerns cultural history, but analysis of the opera arrange-
ments themselves is central. These arrangements are the main lines of
evidence of what was played, by whom, and with what degree of skill.
The arrangements reveal the priorities and needs of people of the time.
Studying them helps us to answer cultural and sociological questions about
Vienna around 1800, building on the work of Jones, Alice Hanson, Mary
Sue Morrow, and Tia De Nora.18 The focus of the musical analysis is on
illuminating aspects of agency using representative Viennese opera
arrangements from the period. Arrangements studied in detail represent
both canonical and lesser-known works, and both well-known and
anonymous arrangers. I compare the chosen arrangements with their
original versions, and investigate the ways in which arrangers translated
large-scale, public works to accord with the wishes and values of amateurs
who made music in domestic contexts.

This research complements the work of Edward Klorman on ‘multiple
agency’ in chamber music. He considers how chamber musicians con-
ceived of their musical actions and agency as they played.19 Workshops
with performers formed part of the research for this book, allowing me to
take account of the authority of performers as creative agents by consider-
ing where the arrangements left room for the performers’ own interpret-
ations – of such aspects as instrumentation, technique, performance style,
the addition of sung or spoken text, and even staging.

The book offers an ‘alternative’ history of opera, to balance a history that
to date has been centred on public performance, when it considers per-
formance at all. It is a counterpart to the studies of Mary Hunter, James
Webster, and several others, who wrote seminal books in the 1990s elevat-
ing the importance of opera buffa in late eighteenth-century Viennese
musical life.20 This book puts more emphasis on opera performance and
functions in cultural life than the 1990s scholarship did; its context opens
up the repertoire, including opera seria, to a fuller exploration of its
meanings. Finally, I open the drawing-room door onto a major space for

18 See n. 7; together with Tia DeNora, ‘Musical Patronage and Social Change in Beethoven’s
Vienna’, American Journal of Sociology 97/2 (1991), pp. 310–46.

19 Edward Klorman, Mozart’s Music of Friends: Social Interplay in the Chamber Works
(Cambridge: Cambridge University Press, 2016), especially Chapter 4, pp. 111–55.

20 Mary Hunter, The Culture of Opera Buffa in Mozart’s Vienna: A Poetics of Entertainment
(Princeton, NJ: Princeton University Press, 1999); James Webster and Mary Hunter (eds.),
Opera Buffa in Mozart’s Vienna (Cambridge: Cambridge University Press, 1997).
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opera around 1800 – we start to see not only who was listening to and
performing opera, and how widely, but also how and why. Exploring the
domestic cultural space allows us to glimpse the motivations and agency of
women and of amateurs, especially since the Viennese salons were
a primary site for their performance and afforded pathways to leadership
roles in the musical public sphere.
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