
repertory from the St Martin parish church at Eisenstadt. In another study of artefacts of Haydn’s environ-

ment, Terézia Bardi (Memlékek Nemzeti Gondnoksága, Budapest) showed examples of the Esterházys’ own

collection of china for the serving of tea, coffee and chocolate. And Péter Barna (Budapest) continued the

debate regarding Haydn’s own keyboard instruments at Eszterháza.

Several talks contributed to persistent efforts to revise common conceptions of Haydn’s place in history.

My own paper (Emily H. Green, Cornell University) provided a long list of works dedicated to Haydn,

arguing that both Haydn and the dedicators themselves stood to gain from such public gestures. In

investigating Haydn reception in the nineteenth century, Martin Loeser (Ernst-Moritz-Arndt-Universität

Greifswald) presented a comparative study regarding the performances of Haydn’s oratorios in Paris and

Germany, and Thomas Schmidt-Beste (University of Bangor) related the importance of Haydn’s music in

Zelter’s education of the young Mendelssohn. Following the narrative of reception into the twentieth

century, Alexander Carpenter (University of Alberta) showed a great deal of evidence that Schoenberg was

at best ambivalent towards Haydn’s music.

Finally, one of the panels investigated Haydn’s ‘career and market’. David Wyn Jones (University of

Cardiff) argued that Mattheson’s Der vollkommene Capellmeister was a kind of guide for Haydn in his duties

for Eszterháza. In considering Haydn’s interaction with the London marketplace, Thomas Tolley (Univer-

sity of Edinburgh) analysed the iconography of two prints that the composer acquired there, arguing, among

other things, that their intertwined depictions of the comic and tragic find a parallel in Haydn’s aesthetic.

Two other papers examined the place of Haydn’s music in the market: Wolfgang Fuhrmann (Bern)

suggested that Haydn’s writing in the C major Fantasia (HXVII:4) combined both an ‘elitist’ and a ‘popular’

style, helping him market his music to a wider audience, while Michael Kube (Neue Schubert-Ausgabe,

Tübingen) situated Haydn’s piano trios within a culture of arrangements for that instrumentation.

Balancing these scholarly endeavours were short daily concerts in the Erdödy palace. The Trio Antiqua

(Tamás Szekendy, Zsolt Kalló and Csilla Vályi) played the G major piano trio HXV:25, and the Haydn

Barytontrio Budapest (Balázs Kakuk, Anna Magdaléna Kakuk and András Kaszanyitzky) treated conference

attendees to the D major baryton trio HXI:113. Katalin Komlós also presented a recently restored 1798

Broadwood fortepiano, now housed in the collection of the Museum of Music History at the Zenetu-

dományi Intézet (Institute for Musicology). Between these musical refreshments, the trip to Eszterháza and

the many varied panels, the Haydn Bicentenary Conference left the impression that the composer’s music

continues to lend itself to imaginative performance and analysis. Moreover, the gathering demonstrated

that, because of his prominence in his own time, considerations of Haydn’s life and works are becoming

fruitful ways into discussing larger trends in musical culture. In sum, it seems that more avenues than ever

are open for the exploration of Haydn’s music and legacy; no matter what the focus of their research, scholars

both junior and senior will find an ever-growing learned community ready for dialogue.

emily h. green
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THE STAGING OF POWER / THE POWER OF STAGING: POLITICS AND SUBJECTIVITY
IN EIGHTEENTH-CENTURY MUSIC AND THEATRE
UNIVERSITETET I OSLO, 5–8 JUNE 2009

This seminar was the last of three on the theme ‘Power Mise en Scène: Opera, Aesthetics and Politics in the

18th Century’, organized by Jørgen Langdalen, Erling Sandmo, Eystein Sandvik and Ståle Wikshåland, all

members of the musicology and history faculties at the Universitetet i Oslo. The project was funded by the

communications

�

184
https://doi.org/10.1017/S1478570609990819 Published online by Cambridge University Press

https://doi.org/10.1017/S1478570609990819


university as well as the Norwegian Research Council. Ellen Rosand, who could not be there this time round,

has been the seminar’s guest professor. The original project description starts from the unarguable premise

that the eighteenth century saw profound changes in the nature and exercise of power, and that music was

an inextricable part of these changes. It sets out the overarching goal of studying music as more than a

secondary ‘reflection’ of political culture, and politics as more than simply ‘context’ for the music, and of

examining the mechanisms by which the political and the aesthetic interpenetrated. The 2008 seminar

included considerable time for general discussion of the project manifesto, but this year’s version was

devoted to papers, each of which received a formal response from another member of the seminar before the

floor was opened for general discussion.

This seminar emphasized the ‘power of staging’ as well as ‘the staging of power’. Participants were asked

to address the ways in which power might be inscribed in the circumstances of aesthetic events, including

instrumental music. In its reference to subjectivity the seminar rubric also opened the door to work

describing both the responses of listeners/spectators and the processes of performance in a world that was

moving from court-sponsored to bourgeois musical entertainment.

Among the speakers who emphasized the staging of power, the historian James Johnson (Boston

University) took as his subject civic ritual during Carnival, principally in Venice, in the centuries up to and

including the eighteenth. His paper, ‘Ritual Killing and Civic Identity in Early Modern Venice’, provided a

decidedly anti-Bakhtinian view of Carnival ritual, stressing the aristocratic control of events, the participa-

tion of all classes, the symbolic and actual blood-letting, the symbolic and actual punishment of scapegoats,

and the triumphal sense of communal renewal and bonding that resulted from that ritual violence. Live Hov

(Universitetet i Oslo), in ‘Opera as Public Entertainment: A Special Case of Sovereignty’, discussed the

unusual conditions of operatic staging in eighteenth-century Rome: the use of musical stage works to mark

occasions of papal sovereignty and the power of visiting monarchs, the exclusion of women performers from

the stage and the consequent reliance on castrati to perform female as well as male roles. Jørgen Langdalen

spoke on ‘The Power of Melody: Keiser’s Art of Invention and Mattheson’s Melodienlehre’, using Louis

Marin’s concepts of transparency and opacity to analyse word-setting and melodic style in an aria from

Keiser’s Croesus. This formed part of an argument that in early eighteenth-century Hamburg opera had the

power to merge the courtly with the public.

Two papers discussed the staging of power in operas around the time of the French Revolution. Erling

Sandmo spoke on ‘Despots, Triangles and Bass Drums: Orientalism on the Operatic Stage in Gustav III’s

Stockholm’. His argument was that thanks to the long-standing alliance of Sweden with the Ottoman

Empire, the representation of Turkish characters and subjects on the Swedish stage was peculiarly ambigu-

ous. Jessica Waldoff (College of the Holy Cross) spoke on ‘Staging Rebellion in a Revolutionary Age: Fire and

Water in Mozart’s Last Operas’. Considering La clemenza di Tito and Die Zauberflöte as anti-revolutionary

works preoccupied with benevolent rule overcoming insurrection without bloodshed, she focused on the

moments of rebellion, often in C minor, in which the real threat lay in passions getting out of control. In

‘Solar Power: Haydn’s Tageszeiten Symphonies and the Poetics of Solar Time’ Elaine Sisman (Columbia

University) read Symphonies 6, 7 and 8 as staging both natural and temporal power by describing the

position of the sun at dawn, midday and dusk. The theme of the sun relates to the astronomical interests of

the Esterházy court and also emphasizes the traditional mythological link between rulers and Apollo, the sun

god.

Five of the papers emphasized the power of staging. Georgia Cowart (Case Western Reserve University),

in ‘The Staging of the Audience in the Era of Louis XIV’, showed how the on-stage representations of

theatrical audiences embodied the fortunes and powers of the theatre in the different eras of Louis XIV’s

reign, from the bumptious folk whom a ballet transformed into a harmonious whole in Molière’s Le

bourgeois gentilhomme to the miserable audience finding a closed theatre in Louis Lully and Jean de

Campistron’s Orphée. These metatheatrical audiences also tracked the move from royalist opera to opera

designed for something more like a ‘general public’. Eystein Sandvik, in ‘Nationalism, Revolutionary Wars,

and the Battle over Haydn’s Creation’, showed how this astonishingly successful work fed into different
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conceptions of national identity and power in Germany and France in the first decade of the nineteenth

century. Erling Gulbransen (Universitetet i Oslo), speaking on ‘Staging the King: Readings of Wagner’s

Tristan’, argued that King Marke is shut out of the action of the work by the power of music that he cannot

hear or comprehend, and, further, that staging itself becomes powerless in the face of the music, so that with

Tristan the ‘staging of the king’ in opera comes to an end.

Two other papers focused on the power of modern stagings, or restagings, of earlier works. Alessandra

Campana (Tufts University), in ‘That Subversive Movement of Comedy: Filmic Remnants of Così fan tutte’,

considered two uses of Così in Terence Davies’ film adaptation (2000) of Edith Wharton’s novel The House

of Mirth. The nature of the comedy in Così, Campana argued, is tested by the insertion of its music into this

movie, as is the conventional formulation that when the music goes its own way in a film, it tends to perform

a utopian function. Nila Parly (Københavns Universitet) studied the power of performance in relation to or

at odds with staging in ‘Doing the Diva Dying: The Performative Power of Isolde’s Lovedeath’. She took as

material her own response to Waltraut Meier’s performances of the Lovedeath in the 1999 Harry Kupfer

production in Berlin and her students’ responses – along with those of the participants present at the Oslo

seminar – to a very close-up DVD filming of Meier in the Peter Konwitschny production staged in Munich

in 1998.

Of five papers focusing on the politics of subjectivity, three dealt specifically with opera in the time of

Mozart. Ståle Wikshåland explored ‘The Truth of Fiction: Mozart’s Staging of Love in Le nozze di Figaro and

Così fan tutte’, arguing that Mozart could stage issues of political power more powerfully in opera buffa than

ever was done in opera seria because, rather than representing subjectivity symbolically, his music induces

subjective states and dramatizes changes in those states. Erik Steinskog (Københavns Universitet) spoke on

‘Mozart avec “Kant avec Sade”: Don Giovanni and (the Ethics of) Radical Evil’. Questioning a variety of

readings of Don Giovanni from the Enlightened to the postmodern, Steinskog located an ethical dimension

of the opera in the second-act finale, arguing that in that scene two versions of subjectivity meet. Don

Giovanni moves beyond the pleasure principle, refuses the law of the father and, by choosing evil, becomes

an ethical hero. Anna Cullhed (Uppsala Universitet) explored subjectivity in an unset libretto by a Swedish

poet contemporary with Mozart in ‘The Stage of Imagination: Bengt Lidner, Subjectivity, and Drama as

Text’. Lidner’s preface to his libretto of Medea reveals a poet imagining not just an operatic setting of his

work, but a hardly existing Swedish public, largely female, that would be ready to accept his construction

of Medea as a woman driven to murder her children to prove her passionate devotion to her straying

husband.

Two papers dealt with subjectivity in music mostly not operatic. Scott Burnham (Princeton University),

in ‘Supernatural Mozart’, explored a number of purple patches in works of Mozart from the Requiem and

Ave Verum Corpus to the Don Giovanni overture, the Dissonance Quartet and the String Quintet in D

major, K593, finding language to connect describable musical procedures with ineffable subjective effects. In

my paper (Mary Hunter (Bowdoin College)) I spoke about ‘Playing Second Fiddle in Beethoven’s String

Quartet, Op. 59, No. 2: Whose Subjectivity?’. This explored early nineteenth-century reviews of string

quartet performances, which make it clear that a work’s subjectivity was understood to be channelled

through the first violinist, with the other players essentially ‘accompanying’. However, both Beethoven’s

music and A. B. Marx’s commentary moved in the direction of reformulating the power structure of the

parts (and thus the players) as a more fluid and complex set of interactions.

Two papers spoke from outside the immediate frame of the conference. Leo Treitler (City University of

New York) began the seminar with ‘Reflections and Questions about the Project Description’, which gave

focus to the whole event: a survey of ideas from various disciplines suggesting that the eighteenth century in

Europe gave birth to a concept of the person as a dynamic centre of awareness, as communicating a

subjectivity set against both nature and society and pre-eminent over the social roles that that person

performs. Lydia Goehr’s (Columbia University) paper, ‘Opera and the Instruments of Power’, reminded us

that opera’s beginnings re-enacted the ancient paragone, or the contest between the arts for power and status.

She went on to examine the power of music in opera, and to ask what happens when the cosmic idea of music
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as an inaudible and invisible principle (as found in the harmony of the spheres) ‘descends’ from the heavens

to the earthly realms of audible praxis.

james parakilas and

mary hunter

�

doi:10.1017/S1478570609990820

EIGHTEENTH- AND NINETEENTH-CENTURY SACRED VOCAL MUSIC IN
PENNSYLVANIA CULTURE
SCHWENKFELDER LIBRARY AND HERITAGE CENTER, PENNSBURG, PENNSYLVANIA, 20 JUNE 2009

Music in eighteenth-century America, especially of the Pennsylvania German settlements, is often over-

looked by scholars. This recent symposium sought to remedy this deficit. The speakers presented on a wide

variety of topics to approximately fifty people.

In his keynote address Don Yoder (University of Pennsylvania) discussed ‘Pennsylvania German

Hymnody as a Research Field’. Now emeritus professor of religious studies and folklore/folklife, he was a

logical choice for the keynote address because of his early fieldwork (the recordings of which are now in the

Library of Congress, Washington, D. C.) and his landmark and still authoritative study Pennsylvania

Spirituals (Lancaster: Pennsylvania Folklife Society, 1961). Yoder established that there were three types of

hymnody used by the Pennsylvania Germans: Biblical psalm settings, hymns and spiritual songs (geistliche

Lieder). The use of these genres reflected larger trends in American religious thought. Revivalists in the

Second Great Awakening in America (early nineteenth century), for example, used spiritual songs or

choruses, entirely displacing traditional Reformation-era chorales from many Pennsylvania German

churches. The German Reformed Calvinists of Pennsylvania favoured psalm settings, which were always in

the front of German Calvinist hymnals, but the importance of the Psalms waned when interest shifted

to spiritual songs as a result of revivalism. Extremely helpful were Yoder’s preliminary biblio-

graphical remarks on research tools and major hymnbook collections (including the Daniel Grimminger

Collection, the Roughwood Collection at the University of North Carolina at Chapel Hill, the Mennonite

Collection at Goshen, IN, and so forth). This presentation set out the foundations of Pennsylvania German

music as a musicological research field and identified the areas in which further research is particularly

needed.

In ‘Schwenkfelder Use of the Hymnal of the Bohemian Brethren’, Allen Viehmeyer (Schwenkfelder

Museum) took a historical and musicological approach to Moravian hymnody used in Schwenkfelder

hymnals from the sixteenth century to the present time. The followers of Caspar Schwenkfelder, a sixteenth-

century Anabaptist, used the hymnbooks of the Bohemian Brethren early in their history as a sect and later

started to print their own in a limited number of editions. Although approximately one third of the hymns

in the 1762 Schwenkfelder hymnal were Moravian in origin, by the middle of the nineteenth century this

Moravian core shrank to twelve per cent. Viehmeyer provided a valuable comparison of the 222 hymn tunes

in the Wilhelm Schultz tune book (an early nineteenth-century manuscript) with printed editions to reveal

variants between imprints and manuscripts. As director of research at the Schwenkfelder Museum,

Viehmeyer was able to analyse in detail the handwritten revisions in manuscripts and printed hymnals held

in the collection.

My (Daniel Jay Grimminger, Mount Union College) contribution to the symposium was entitled ‘Die

Ersten Früchte: The Discovery of Musical Tastes in Southeastern Pennsylvania at the Turn of the Nineteenth

Century’. Tune books and chorale books evince a continuum of cultural change (from retention to
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