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ABSTRACT

Haydn’s first visit to England in 1791 was accompanied by a publicity war waged between his supporters and

detractors. The composer’s friends were keen to present him as a musical genius while at the same time defending

him against what they saw as reactionary criticisms over rules and taste. One such defence was in the form of a

portrait by Thomas Hardy, probably the most famous image of the composer. While readily considered today as

a matter-of-fact representation of an urbane Georgian gentleman, the portrait is in fact a sophisticated response

to contemporary arguments surrounding Haydn, and presents him as an inventive genius of taste and judgment.

By the manipulation of portrait conventions, Hardy created a visual representation of the composer analogous to

written accounts by supporters such as Charles Burney. Haydn is shown as a man confident in his contribution

to musical posterity, and the image reinforces advice from the time that repeated listening to and study of his

music was required properly to appreciate it. The portrait has lost its original force as conceptions of genius

changed from the early nineteenth century, reflecting a shift in the aesthetics of both music and visual art.

Welcome, great Master! to our favour’d Isle,

Already partial to thy name and style;

Long may thy fountain of invention run

In streams as rapid as it first begun;

While skill for each fantastic whim provides,

And certain science ev’ry current guides!

Charles Burney1

It comes as no surprise that Haydn’s arrival in England on his first trip in 1791 heightened the literary efforts

of both his supporters and detractors. Charles Burney celebrated with his effusive Verses on the Arrival of

Haydn in England, while in the same year William Jackson published his diatribe against modern music and
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Thames & Hudson, 1976), 32–35. The poem’s greatest critical acclaim appears to have come from Burney himself when

he reviewed it in the Monthly Review of June 1791, when its authorship was still unknown to the public.
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the unnamed Haydn in his Observations on the Present State of Music in London.2 These were just two

contributions to an ongoing debate conducted since the previous decade that encompassed a wide range of

issues, including musical taste, modern versus ancient music, the nature of the symphony, the responsibility

of the listener and indeed the nature of Haydn’s genius. While contemporary support for Haydn in the form

of published documents like Burney’s Verses is immediately recognizable to historians and musicologists,

there is another piece of Haydn propaganda from the time that is less well understood: Thomas Hardy’s oil

portrait and subsequent engraving of the composer of 1791–1792 (see Figures 1 and 2 respectively).

This oil portrait is familiar today as one of the most frequently reproduced images of the composer. The

engraved version has been widely copied since it was first published in February 1792 by the music seller John

Bland. Bland almost certainly commissioned the oil portrait for use as the basis for the print. A detailed

discussion of the visual traditions that formed the context for the portrait has been presented elsewhere,3 as

has a study of Haydn’s concern for his image and reception more generally.4 This article will instead

concentrate on the significance of Hardy’s portrait in relation to Haydn’s reception in England at the time.

The portrait is at first glance rather matter-of-fact, and hardly seems to evoke a sense of genius befitting

the ‘Shakespeare of music’. Its evidently prosaic manner was recognized by Peter Kivy when he wrote:

Look at the portrait of 1792, of Haydn at the height of his creative powers ... What do you see? If

you did not know that what he grasps is a musical score – because you know that it is Haydn –

might it not just as well, even more appropriate to the face depicted, be the account books of a

prosperous merchant? It is as hard to see genius here as it is to see it in the story of the man and his

life – far easier to see hard-won prosperity.5

While it is certainly the case that the portrait conforms to a rather typical Georgian template, there are several

clues indicating that Haydn was being presented here as much more than a generic successful businessman.

Indeed, the portrait actually presents the composer as a creative genius – something he was acknowledged to

be in his own lifetime, but a view that changed dramatically after his death.6

That a portrait is a form of propaganda is such a commonplace that it barely requires emphasis. What is

more interesting for the historian or biographer is to what extent any given portrait responds to or reflects

specific circumstances, and how it may in turn then provide an insight into those circumstances. The

immediate context of Hardy’s portrait of Haydn was the composer’s visit to England and the interests of the

two men closely associated with bringing him there: the impresario Johann Peter Salomon and the music

2 William Jackson, Observations on the Present State of Music in London (London, 1791).

3 Alan Davison, ‘Thomas Hardy’s Portrait of Joseph Haydn: A Study in the Conventions of Late Eighteenth-Century

British Portraiture’, Music in Art 33/1–2 (2008), 101–112; republished with some revisions in Journal of the Haydn Society

of Great Britain 27 (2008), 2–15. The current article builds upon this research.

4 Thomas Tolley, Painting the Cannon’s Roar: Music, the Visual Arts and the Rise of an Attentive Public in the Age of

Haydn, c.1750 to c.1810 (Aldershot: Ashgate, 2001).

5 Peter Kivy, The Possessor and the Possessed: Handel, Mozart, Beethoven, and the Idea of Musical Genius (New Haven:

Yale University Press, 2001), 169. Caryl Clark’s Preface to the recent Cambridge Companion to Haydn shows a similar

response to the portrait (which adorns the cover): ‘Joseph Haydn: accomplished composer, businessman, gentleman.

That’s the man we see on the front cover of this volume. No steely-eyed, brooding stare as with many a Beethoven

image; no rambunctious, youthful or, alternatively, despondent Mozart; no dreamy-eyed Gluck gazing rapturously to

heaven in the act of inspired composition.’ The Cambridge Companion to Haydn, ed. Caryl Clark (Cambridge:

Cambridge University Press, 2005), xi.

6 The reasons for the sharp decline in Haydn’s reputation during the nineteenth century have been the focus of several

studies, including Leon Botstein’s ‘The Consequence of Presumed Innocence: The Nineteenth-Century Reception of

Joseph Haydn’, in Haydn Studies, ed. W. Dean Sutcliffe (Cambridge: Cambridge University Press, 1998), 1–34; James

Garratt, ‘Haydn and Posterity: The Long Nineteenth Century’, in The Cambridge Companion to Haydn, 226–238; and

Howard Irving, ‘Haydn and the Politics of the Picturesque’, Studies in Eighteenth-Century Culture 36 (2007), 213–234,

where the author outlines the rapid change in critical views on Haydn over the decades 1780 to 1820.
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publisher John Bland. For Burney’s good friend Salomon there was the pressing concern of the publicity

campaign being waged over Haydn, notably in connection with the competing concert series and the

advocates of Ignace Pleyel.7 Salomon’s rivals at the Professional Concert began a campaign to discredit

7 Although Salomon’s career was long thought to reach its zenith with Haydn’s visits, Ian Woodfield argues that the

reality was quite different; see Woodfield, Salomon and the Burneys: Private Patronage and a Public Career, RMA

Monographs 12 (Aldershot: Ashgate, 2003).

Figure 1 Thomas Hardy, Joseph Haydn (1791). Oil on canvas. Royal College of Music. Used by permission
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Haydn by trying to convince anyone that would listen that he was past his prime, publishing a scurrilous

attack in the Morning Chronicle of 13 January: ‘Upon the arrival of HAYDN, it was discovered that he no

longer possessed his former powers. Pity it is that the discovery did not possess the merit of novelty.’8 Bland

was selling Haydn’s music in competition with other publishers, and he appears to have commissioned oil

portraits of several leading musicians of the day from Hardy, although any details surrounding this are

unknown. Bland also published the engravings that were based on them, proudly proclaiming in the

captions that he possessed the original pictures.

Bland had formed close ties with Salomon during the late 1780s and was, at his peak, the rival of the two

other leading music retailers in London at the time, William Forster and Longman & Broderip.9 He visited

Haydn in November 1789 at Eszterháza to press for publishing rights, and probably also to encourage the

composer to visit London. Haydn evidently thought highly of Bland, referring to his ‘valued friendship’ in a

letter of 12 May 1790, and even stayed at the publisher’s house on his very first night in London. In this same

letter Haydn wrote: ‘Concerning the portraits you ask for, you must be patient until I arrive in Vienna. I shall

then be able to satisfy you.’10 Bland was clearly seeking a portrait or portraits of Haydn, no doubt to support

the marketing of Haydn’s music, and, of course, he would eventually acquire one in the form of Hardy’s oil

painting.

As Thomas Tolley has shown, Bland was keen to stress his personal connection with the composer even

prior to Haydn’s first stay in London, and ‘Bland’s commission for the Hardy portrait, of course, served to

confirm this connection at the expense of rivals’.11 Moreover, Bland’s role in Salomon’s efforts to bring

Haydn to England had been made public almost as soon as the composer arrived, via an announcement in

the Morning Chronicle of 3 January: ‘Yesterday arrived at Mr. BLAND’s in Holborn, the celebrated Mr.

HAYDN, the composer from Vienna, accompanied by Mr. SALOMON: and we understand that the public

is indebted to Mr. BLAND as being the chief instrument of Mr. HAYDN’s coming to England.’12

Thomas Hardy, the man who actually executed the portrait, is something of an enigma, with a dearth of

contemporary references to his name.13 He painted a remarkable selection of musical sitters, including

Haydn, Muzio Clementi, Wilhelm Cramer, Salomon, Pleyel, Samuel Arnold, Edward Miller and William

Shield.14 Many of Hardy’s portraits are lost, or of unknown whereabouts. Fortunately, his portraits of

8 Quoted in Landon, Haydn in England, 1791–1795, 42.

9 For an overview of Bland’s activities as well as an insight into the intense commercial rivalry between the main music

publishers at the time see Ian Woodfield, ‘John Bland: London Retailer of the Music of Haydn and Mozart’, Music &

Letters 81/2 (2000), 210–244.

10 The letter is translated in several sources, including Woodfield, ‘John Bland’, 227.

11 Tolley, Painting the Cannon’s Roar, 169.

12 Quoted in Landon, Haydn in England, 1791–1795, 31. Here Bland or one of his supporters is trying to cash in on the visit,

but it would be Salomon who ended up with the most prestige, perhaps unfairly, as it turns out. See Woodfield,

Salomon and the Burneys, chapter 9.

13 There is scant reference to Hardy in contemporary sources, including newspapers and journals. Moreover, he barely

features in the memoirs or diaries of some people who might have been expected to mention him: Joseph Farington

makes only passing reference to him (but does provide crucial information) in his monumental Diary, while Fanny

Burney makes no reference at all. He is absent from several major histories, biographies or autobiographies, such as

John Thomas Smith’s Nollekens and His Times (London: Colburn, 1829), Edward Edwards’s Anecdotes of Painters who

have Resided or Been Born in England (London: Hansard, 1808) and so forth. The diaries of Mrs Papendiek end just at

the time when Haydn arrives in England, and so no reference to Hardy is made, even if she had knowledge of him.

14 The second volume of John Chaloner Smith’s monumental British Mezzotinto Portraits (London: H. Sotheran,

1878–1884) lists a portrait by Hardy of a ‘young man’ to which ‘the name of Dussek, the musician has been given ... but

the authority is incomplete’ (662). The print is held in the British Museum, reg. no. 1902,1011.247. It does not resemble

Dussek at all, and shows a rather thin-faced, aristocratic young man. Bland did in fact issue a print of Dussek, and while

it is similar to Hardy’s other portraits in general appearance, there is no name attached to it, and on stylistic grounds

it does not appear to be by Hardy.
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musicians were engraved, and numerous copies are extant today. The originals of Haydn, Salomon and

Shield are at the Royal College of Music in London, while that of Cramer can be found at London’s National

Portrait Gallery.

Figure 2 Thomas Hardy, Joseph Haydn (1792). Stipple engraving. Royal College of Music. Used by permission
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What little is known of Hardy can be quickly outlined. He was one of three sons of a Derbyshire miner,

William Hardy, and his wife Mary.15 Thomas was born in 1757 and died ‘after a long illness’ on 14 September

1804, according to an obituary in The Gentleman’s Magazine.16 He went to the Royal Academy schools in

1778, and exhibited over thirty paintings at the Academy exhibitions over the next two decades, nearly all

portraits. He was employed during 1784 to repair wall paintings at the Duke of Devonshire’s estate at

Chatsworth, and was in all likelihood supported by the Duke, along with his younger brother John. Hardy

worked not only as an oil painter and portraitist, but also as an engraver, producing prints of both his own

originals and those of other, more notable painters such as Joshua Reynolds and William Beechey. He

worked mainly in the two particularly common forms of engraving at the time, mezzotint and stipple.

Hardy’s life prior to attending the Royal Academy schools is largely unknown, but the Royal Academician

Joseph Farington confirms that he was born in Derbyshire, and adds that he studied under Joseph Wright of

Derby.17 Farington notes that he ‘died aged 47 in consequence of a cold caught at the Academy while painting

Copies of the Portraits of the King & Queen for Lawrence’.18 A survey of Hardy’s addresses in London given

in the Royal Academy catalogues shows that he lived shoulder-to-shoulder with tradesmen, instrument

builders, printmakers and sellers, and never made it to the more upmarket streets inhabited by the likes of

Reynolds and Romney.19 This is hardly surprising, as his paintings suggest a generally modest or at most

well-to-do clientele, but not the fashionable ladies and gentlemen that frequented the highest echelons of

society. It is difficult to place Hardy with any more certainty than as being one of many versatile artists

making a living through painting, engraving and copying the works of others. What all this suggests is that

he was one of a multitude of minor portrait painters who failed to excite much recognition in his own day,

and has fared no better since. This would not necessarily be a loss to the sum total of present knowledge of

the late eighteenth century if it were not for the fact that Hardy painted some of the most important

musicians of his time, a veritable who’s who of leading figures in the London musical world during the 1790s.

So while his portrait of Haydn has become famous, he remains shrouded in obscurity.

How Hardy came to be Bland’s artist of choice is not known, but it may have been linked to practical

matters of geography. Hardy lived directly opposite Salomon’s house in the late 1780s, when he resided at 23

Great Pulteney Street, before moving just a little north to Great Marlborough Street. Salomon is known to

have lived at 18 Great Pulteney Street during 1791 at least, alongside the harpsichord builder Jacob Kirkman

15 Hardy’s father wrote a local history of mining in Derbyshire, and some valuable information on Hardy’s family is

contained in Lindsey Potter’s Ecton Copper Mines Under the Duke of Devonshire, 1760–1790 (Derbyshire: Landmark,

2004), 226. His brothers, William and John, were apparently also skilled, as William worked as a marble mason and

John as an engraver.

16 The Gentleman’s Magazine 74 (July–December 1804), 981.

17 Joseph Farington, The Diary of Joseph Farington, ed. Kathryn Cave (New Haven: Yale University Press, 1982), volume

7, 2582. Direct evidence of Hardy’s training under Wright of Derby is lacking, but there are some tantalizing clues to

support Farington’s assertion. First, several elements of Wright’s style are apparent in Hardy’s work, namely the use of

a diffuse lighting on the face and the highlighting of the collar and edge of the cloaks worn by his sitters. Wright’s

portrait of Samuel Ward (from the early 1790s) displays this trait well. Another clue is the fact that Hardy engraved a

drawing owned by Wright: the print ‘A Banditti Made Prisoner’ was published by William Richardson in June 1805.

Below the title is inscribed ‘From an original drawing of Mr Mortimer’s, in the possession of Mr Wright of Derby’. The

copy was most likely made while Wright was still alive, so it would date from 1797 or earlier.

18 Farington, Diary of Joseph Farington, volume 7, 2582.

19 Hardy’s locations and the dates given in the Royal Academy can be cross-referenced against other sources on London

and the trades at the time. Information on the location and dates of printers, booksellers and engravers consulted for

this research can be located at the British Book Trade Index, now online at <http://www.bbti.bham.ac.uk>. Details of

locations, residents and architectural descriptions are in the Survey of London, general editor F. H. W. Sheppard,

volumes 31 and 32: The Parish of St James, Westminster, Part 2 (London: Athlone Press for London County Council,

1963), available online at <http://www.british-history.ac.uk/source.aspx?pubid=290>. Richard Horward’s map of

London from the 1790s, ‘Plan of the Cities of London and Westminster, the Borough of Southwark and Parts

Adjoining’, was consulted to pinpoint Hardy’s location.
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at No. 17 and near Broadwood at No. 33.20 Although Hardy had left Great Pulteney Street by the time Haydn

was staying with Salomon and composing at Broadwood’s, Salomon or Broadwood may have known of him

as a recent neighbour.

While Hardy’s connection to Bland provides the immediate and commercial motivation for his portrait

of Haydn, the wider aesthetic and critical context can be located within the reception of the composer up to

and during 1791. Well before Haydn’s arrival, critics and supporters had been debating his music and his

status as a genius, either directly or indirectly. Elaine Sisman and Thomas Bauman have both highlighted the

connection between critical responses to Haydn and contemporary accounts of genius.21 Sisman links the

frequent comparisons of Haydn to Shakespeare to the latter’s status as a genius of originality, while Bauman

argues that Haydn could be identified as a specific form of eighteenth-century genius, the ‘learned’ genius.22

However, while contemporary debates over the nature of genius may have been a pressing matter among

intellectuals, notions of genius and originality as applied to Haydn often involved specific criticisms rather

than philosophical musings. A survey of selected musical writings from the decade prior to Haydn’s first visit

will give an indication of what themes emerged in public debate, and show how some influential critics

applied terms like ‘genius’ and ‘invention’ in the case of Haydn. Yet while late eighteenth-century sources are

crucial in establishing a framework for interpreting the portrait, there is an obvious danger in using images

to support an argument that has already been decided by other means – an affliction recently bemoaned by

Simon Schama.23 The underlying method, or ‘critical mood’, as the art historian Michael Baxandall would

have termed it,24 applied here suggests that there must be aspects of the portrait that invite explanation on

their own terms: the visual and stylistic. Thus I will first highlight unusual or notable aspects of the portrait

and then examine the wider musical and aesthetic context of the reception of Haydn, before returning to the

portrait in the light of this discussion.

The roughly sixty-four- by seventy-six-centimetre dimensions of Hardy’s portrait of Haydn are found

repeatedly in late eighteenth-century England, as this was the smallest and cheapest of the commonly

used standard sizes in portraiture.25 Known as the ‘head’, the format actually shows the sitter from the waist

up, and is typically rather minimal and unassuming. Being so much smaller than the full-length portrait,

and correspondingly less ambitious in its intentions, such works tended to show their sitter modestly

presented, seated, with little other obvious content. Several features of this particular portrait are note-

worthy, both in relation to Hardy’s other portraits and more generally in comparison to those by other

artists of the time. Quite apart from the modest format, the economics of painting meant that displaying

anything additional to the head and upper torso, such as the sitter’s hands, added further cost to the

20 Information on Kirkman and Salomon was taken from Survey of London, volumes 31 and 32, ‘Brewer Street and Great

Pulteney Street Area’, <http://www.british-history.ac.uk/source.aspx?pubid=290&page=1&sort=1> (29 August 2008).

21 Elaine Sisman, ‘Haydn, Shakespeare, and the Rules of Originality’, in Haydn and His World, ed. Sisman (Princeton:

Princeton University Press, 1997), 3–56, and Thomas Bauman, ‘Becoming Original: Haydn and the Cult of Genius’,

The Musical Quarterly 87/2 (2005), 333–357.

22 A useful overview of theories of genius and creativity can be found in James Engell’s The Creative Imagination:

Enlightenment to Romanticism (Cambridge: Harvard University Press, 1981). Kant’s important writings on genius will

not be considered in relation to Hardy’s portrait. While they were enormously influential in Germany and more

widely across nineteenth-century Europe, his impact on English intellectuals was insignificant at the time, with only

infrequent mention of him or his works in literature by the early 1790s. See Giuseppe Micheli, ‘The Early Reception of

Kant’s Thought in England 1785–1805’, in Kant and His Influence, ed. George MacDonald Ross and Tony McWalter

(London: Continuum, 2005), 202–314.

23 In Hang-Ups: Essays on Painting (Mostly) (London: BBC Books, 2007), Schama writes: ‘What bothered me ... in this

headlong rush to history (and away from a sense of artists as bonded by the peculiarities of their own discrete tradition,

education and culture) was how indiscriminate the appeal to history as an explanatory deus ex machina could be’ (20).

24 Michael Baxandall, Patterns of Intention: On the Historical Explanation of Pictures (New Haven: Yale University Press,

1985).

25 The other two sizes were the half-length portrait (127 cm × 102 cm) and the full-length portrait (239 cm × 147 cm).
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commission.26 Therefore hands were excluded if unnecessary or too expensive, and indeed Hardy’s portrait

of Pleyel leaves them out. Here, however, Haydn’s right hand is obviously required in order for him to be

shown holding the hard-bound score and marking a page. Hard-bound scores were certainly not the norm

at this time in portraits, and the richly ornamented one here suggests that it was a commemorative gift or

something produced for a special occasion.27 It would have been a time-consuming object for the artist to

paint, and so would not have been included without good cause. Moreover, the very act of holding up a

(nearly) closed score is atypical of portraits of musicians at the time. Much more common is to find the

manuscript held in a relaxed hand or sitting on a nearby table. Even in Hardy’s portrait of Salomon, where

the score is placed behind the composer, its immediate proximity to the violin makes the obvious connection

of the notes on the paper to the imagined sound.28 (See Figure 3.) In fact, Haydn’s gesture implies that he has

been pondering his own completed music, rather than thinking of new composition.

The ubiquitous red drape – a feature of so many portraits in the eighteenth century – is expected, although

again this would have added to the cost. Its presence is not particularly significant in itself, but its function

within the composition of the painting certainly is: most unusually, it intersects exactly with Haydn’s head,

falling in a distracting diagonal line behind it. If playing any noteworthy part in the composition of a portrait

at all, drapes typically framed or otherwise highlighted the sitter’s features, rather than interfering with or

distracting from them, as in this case.29 Finally, Haydn’s features are in all likelihood somewhat distorted and

highlighted in a way that does not reflect his true physiognomy, as can be seen by comparing Hardy’s portrait

with the profile drawing by George Dance (see Figure 4 and the related discussion below).

In short, the superficial matter-of-factness of the painting is quite misleading. What we should be

expecting to see is something along the lines of innumerable other Georgian portraits, including all of

Hardy’s other depictions of musicians, such as his portraits of Cramer, Pleyel and Salomon. Instead, we find

several anomalies, each of which invites an explanation. The discussion that follows argues that these visual

elements were a carefully contrived image constructed by the artist and those connected with Haydn’s visit

in order to present him in such a way that celebrated his genius and fame while also defending him against

long-held criticisms. Because so little is known of the artist and of music publisher Bland, the probable

commissioner of the portrait, the painting will be situated in relation to a ‘circle’ of Haydn’s champions,

most notably the trio of Salomon, Bland and Burney.

The efforts of Haydn’s advocates can be set against the backdrop of the wider debate over the merits of

modern versus ancient music. And here the stage for the debate was, if not exactly set, then at least turgidly

restated by the music scholar and lawyer John Hawkins, Burney’s main antagonist in opinions on music.30

26 For more information on these pragmatic aspects of portraiture at the time see Desmond Shawe-Taylor, The

Georgians: Eighteenth-Century Portraiture and Society (London: Barrie & Jenkins, 1990), chapter 1, and the seminal

study by Marcia Pointon, Hanging the Head: Portraiture and Social Formation in Eighteenth-Century England (New

Haven: Yale University Press, 1993). Also useful is Louise Lippincott, ‘Expanding on Portraiture: The Market, the

Public, and the Hierarchy of Genres in Eighteenth-Century Britain’, in The Consumption of Culture, 1600–1800: Image,

Object, Text, ed. Ann Bermingham and John Brewer (London: Routledge, 1995), 75–88.

27 My appreciation goes to Paul Banks (Royal College of Music) for sparking my interest in further interpreting the

significance of the score.

28 The engraving of Salomon, published by Bland after Hardy’s portrait, was executed by one of the Facius brothers.

While in the original oil painting Hardy merely suggests the notation on the score, Facius realizes this as actual music,

in this case Salomon’s Op. 1 duo for violin and bass. Many thanks to Simon McVeigh for identifying the music.

29 More or less proving this point, Hardy’s portrait of Haydn was used as the basis of a Viennese postcard in 1913 by Leo

Eichhorn, and the artist has ‘corrected’ the position of the drape so as to frame the composer’s head. Hardy may have

been an unexceptional painter, but he was properly trained, and this was certainly not the result of poor judgment.

30 Roger Lonsdale’s Dr. Charles Burney: A Literary Biography (Oxford: Clarendon, 1965) is indispensable for biographical

material on Burney, and discussion of the rivalry between the two men. Burney seems, unusually for him, to have been

obsessive in his resentment of Hawkins. A defence of Hawkins can be found in Robert Stevenson’s ‘“The Rivals”:

Hawkins, Burney, and Boswell’, The Musical Quarterly 36/1 (1950), 67–82.
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In his five-volume A General History of the Science and Practice of Music (1776) Hawkins railed against recent

developments in music, and concluded his History with a typically verbose attack on modern music and

those who support it:

Figure 3 Facius (Georg Sigmund or Johann Gottlieb), after Thomas Hardy, Johann Peter Salomon (1792). Stipple and line

engraving. Royal College of Music. Used by permission
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The prevalence of a corrupt taste in music seems to be but the necessary result of that state of civil

policy which enables, and that disposition which urges, men to assume the character of judges of

what they do not understand. The love of pleasure is the offspring of affluence, and, in proportion

as riches abound, not to be susceptible of fashionable pleasures is to be the subject of reproach; to

avoid which men are led to dissemble, and to affect tastes and propensities that they do not possess;

and when the ignorant become the majority, what wonder is it that, instead of borrowing from the

judgment of others, they set up opinions of their own; or that these artists, who live but by the

favour of the public, should accommodate their studies to their interests, and endeavour to gratify

the many rather than the few?31

Decline in musical taste was thus a symptom of wider social decay, and the implication is clearly that it was

the responsibility of the expert to guide the music lover towards what they should be listening to.

The earliest English biography of Haydn appeared in the following decade, in the European Magazine, and

London Review in October 1784: the anonymous ‘An Account of Joseph Haydn, a Celebrated Composer of

Music’. If not actually written by Burney, it certainly parallels some of his opinions. Here Haydn is praised

for creating an ‘original, masterly, and beautiful’ new species of music.32 The ‘Account’ emphasizes Haydn’s

genius and tries to explain away the ‘wildness’ evident in some of his music, evidently in response to attacks

from North German music critics. It is full of inaccuracies, but as Howard Irving notes, these are ‘clearly

motivated by an attempt to account for Haydn’s “soaring genius,” his early music’s alleged lack of “regularity

and consistency,” and the “wildness of nature and luxuriance of fancy” that needed to be tamed through

proper education’.33 These sentiments can be aligned with the strong emphasis on the place of learning in the

development of genius found in several philosophical texts in the eighteenth century.34

In the same year as the ‘Account’, William Jones published A Treatise on the Art of Music. A practical guide

to music composition, the Treatise shows above all else the conservatism of English music theory at the time.

In the chapter ‘On the Analysis of Air, and the Conduct of Subject’, where he outlines a very restricted

approach to the treatment of melodic dissonance, Jones refers to Haydn in the following way:

As for Haydn and Boccherini, who merit a first place among the Moderns for invention, they are

sometimes so desultory and unaccountable in their way of treating a Subject, that they may be

reckoned among the wild warblers of the wood: And they seem to differ from some pieces of

Handel, as the Talk and the Laughter of the Tea-table (where, perhaps, neither Wit nor Invention

are wanting) differs from the Oratory of the Bar and the Pulpit.35

Neither for the first nor the last time, Handel is invoked as the touchstone of learnedness, and the more

modern composers receive backhanded compliments for their invention while being derided for their

apparently uncouth musical creations.

Jones was not alone, for Charles Dibdin’s The Musical Tour of 1788 follows up on the theme of

undisciplined invention. The Tour is a typical eighteenth-century potpourri of criticism and musings in the

form of letters. In letter XLIV he addresses melody and rules of composition, and Haydn is inevitably

discussed. The main thrust of the letter is that ‘simple unadorned melody [should] be accompanied only by

31 John Hawkins, A General History of the Science and Practice of Music (London, 1776; reprinted New York: Dover, 1963),

volume 2, 919.

32 A. Peter Brown, ‘The Earliest English Biography of Haydn’, The Musical Quarterly 59/3 (1973), 343 (original italics).

33 Irving, ‘Haydn and the Politics of the Picturesque’, 222.

34 See, for example, William Sharpe, A Dissertation Upon Genius, Or, an Attempt to shew, That the several Instances of

Distinction, and Degrees of Superiority in the human Genius are not, fundamentally, the Result of Nature, but the Effect

of Acquisition (London, 1755), William Duff, Essay on Original Genius (London, 1767) and Alexander Gerard, Essay on

Genius (London, 1774).

35 William Jones, A Treatise on the Art of Music; In which the Elements of Harmony and Air are practically considered ...

(Colchester: W. Keymer, 1784), 49–50.
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such modulations as arise from the general and perfect nature of the subject’.36 Alas, some composers, even

‘a man of such admirable genius’ as Haydn, overdo things. Haydn is like a ‘rope-dancer, who, though you

cannot too much admire how prettily he frisks and jumps about, keeps you in a constant state of terror and

anxiety for fear he should break his neck’. Do Haydn’s compositions, Dibdin asks, ‘consist of any thing more

than the strong effusions of genius turned into frenzy, and labouring as ineffectively to be heard as a flute in

a belfry, or equity in a court of justice?’.37 As with Jones, it is not Haydn’s originality or inventiveness in itself

that is being questioned, or even that he may be a genius – philosophical discussions over the nature of genius

are not the concern here – but rather the intelligibility and taste of his music.

Staunch defence of Haydn was again at hand only a year later. Apart from his Verses, Burney’s enthusiasm for

Haydn is evident in volume four (1789) of his monumental General History of Music. In chapter ten, ‘Of the

Progress of Music in GERMANY, during the present Century’, he finally comes to discuss Haydn and makes his

feelings readily apparent: ‘I am now happily arrived at that part of my narrative where it is necessary to speak

of HAYDN! the admirable and matchless HAYDN!’.38 He defends his hero against claims that he composed in

apparent ignorance of the rules of composition, ‘a censure which the admirable Haydn has long since silenced:

for he is now as much respected by professors for his science as invention’.39 Burney gives the music lover and

performer a new weight of responsibility in dealing with Haydn’s music: ‘his compositions are in general so

new to the player and hearer, that they are equally unable, at first, to keep pace with his inspiration’; and,

though his works may at first seem odd, ‘by frequent repetition’ both ‘performer and hearer are at their ease’.40

Burney, in his famous ‘Essay on Musical Criticism’ contained in the History, also emphasized the

importance of repeated hearings. Here, the point is made in relation to modern German music generally,

and it is worth quoting at length:

[Music] is only understood and felt by such as can quit the plains of simplicity, penetrate the mazes

of art and contrivance, climb mountains, dive into dells, or cross the seas in search of extraneous

and exotic beauties with which the monotonous melody of popular Music has not yet embellished.

What judgment and good taste admire at first hearing, makes no impression on the public in

general, but by dint of repetition and habitude. ... The extraneous, and seemingly forced and

affected modulation of the German composers of the present age, is only too much for us, because

we have heard too little.41

This directly challenges the views of Dibdin, and puts the onus on the concert-goer or music lover to put

effort in rather than sit back and expect to be entertained.

The debate was far from over, however, and following on from Hawkins’s efforts to protect the concert-

going public from themselves was William Jackson’s Observations on the Present State of Music in London,

published as a pamphlet in October 1791. Unlike Hawkins, Jackson was writing after Haydn’s music had

become enormously successful in England during the 1780s, and so his criticisms are obviously a rearguard

action. Jackson was an author, aspiring painter and composer who seriously fell out with Burney around 1789

after he published a critical review of the latter’s History.42 Jackson’s pamphlet is a biting attack on the

36 Charles Dibdin, The Musical Tour of Mr. Dibdin; In which – previous to his embarkation for India – He finished his career

as A Public Character (Sheffield, 1788), 181.

37 Dibdin, The Musical Tour, 182.

38 Charles Burney, A General History of Music, from the Earliest Ages to the Present Period (London: author, 1789), with

critical and historical notes by Frank Mercer (New York: Constable, 1957), volume 2, 958.

39 Burney, General History, volume 2, 959.

40 Burney, General History, volume 2, 959, 960.

41 Burney, General History, volume 2, 11.

42 For more on the relationship between the two men see Richard McGrady, ‘The Elegies of William Jackson and Thomas

Linley the Elder’, Music & Letters 77/2 (1996), 209–227. For a discussion of Burney’s other literary run-ins see Roger

Lonsdale, ‘Dr. Burney and the Monthly Review’, The Review of English Studies, New Series, 14/56 (1963), 346–358, and

15/5 (1964), 27–37.
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moderns and a thinly disguised swipe at Haydn. Jackson outlined what he saw as the problematic qualities of

various genres, but reserved particular criticism for the symphony. While first generously acknowledging the

efforts of Richter and Abel, he soon changed his tone with more recent composers, who

to be grand and original, have poured in such floods of nonsense, under the sublime idea of being

inspired, that the present SYMPHONY bears the same relation to good Music, as the ravings of a

Bedlamite do to sober sense. Sometimes the Key is perfectly lost, by wandering so far from it, that

there is no road to return .... The Measure is so perplexed by arbitrary divisions of Notes .... And,

when Discords get so entangled, that it is past the art of man to untie the knot .... All these paltry

shifts to conceal the want of Air, can never be admitted to supply it’s [sic] place.43

Crucially, Jackson is not only criticizing what he finds excessive in the music, but also mocking what, to his

mind, was the contrived posturing of composers as inspired and original. Thus ‘genius’ in this form leads to

a degradation of music.

For Jackson, even when ‘Air’ is present, composers ruin its effect by violent changes in dynamics. What, he

asks, are we to do when the music shifts from ‘so delicate as almost to escape the ear’ to ‘a sudden change into

all the Fortissimo that Fiddling, Fluting, Trumpeting and Drumming can follow?’.44 Burney could not let

Jackson’s pamphlet sit, and he responded to the Observations with his own scathing piece in the Monthly

Review of October 1791.45 Burney memorably wrote: ‘We are not yet certain that our present musical doctors

and graduates are quite up to Haydn’.46

Writing after Haydn’s departure, John Marsh, the English composer, writer and friend of Burney,

attempted to bring a conciliatory tone to the debate. Marsh wrote an essay that appeared in the Monthly

Magazine in 1796, ‘A Comparison between the Ancient and Modern Styles of Music, In which the Merits and

Demerits of Each are Respectively Pointed Out’.47 Marsh’s essay provides the reader with an ostensibly

even-handed guide to the virtues and limitations of the two styles. Marsh acknowledges that the conse-

quence of inventiveness such as Haydn’s could become hard to digest in the fleeting moment, especially if

taken too far:

It must however be confessed that since these two great masters [Pleyel and Haydn] have been in

England, they have in their symphonies and concertantes written expressly for the concerts, at

Hanover-Square, in a great measure departed from that simplicity which alone is capable of giving

general pleasure. It is impossible for any ear to receive and clearly distinguish the effect of many

parts together, unless assisted by the eye in looking over the score, at least not till after several

hearings.48

43 Jackson, Observations, 16–17. Jackson’s focus on melody is significant, for in some later writings he explicitly links

‘original melody’ to genius. Writing shortly after Haydn’s second visit, Jackson was keen to distinguish between mere

talent and genius, and concluded that the defining characteristic of genius ‘is invention, a creation of something not

before existing; to which talents make no pretence’; see William Jackson, The Four Ages; Together with Essays on Various

Subjects (London, 1798), 195 (original italics).

44 Jackson, Observations, 17–18. It should be noted that Jackson’s attack on Haydn was not predicated on a reactionary

concept of genius; far from it. His writings both before and after his Observations make it clear that he was very much

up with, and sympathetic to, fashionable writings on genius. See his various essays relating to genius and originality in

the popular Thirty Letters on Various Subjects (Exeter, 1783) and The Four Ages; Together with Essays on Various Subjects

(London, 1798).

45 Reprinted in full in Landon, Haydn in England, 1791–1795, 100–104.

46 Landon, Haydn in England, 1791–1795, 103 (original italics).

47 C. L. Cudworth, ‘An Essay by John Marsh’, Music & Letters 36/2 (1955), 155–164. Marsh had strong links to Bland, who

published some of his songs and chamber music. Marsh’s Journal refers to Bland as ‘a great publisher of songs’; see The

John Marsh Journals: The Life and Times of a Gentleman Composer (1752–1827), ed. Brian Robins (Stuyvesant:

Pendragon, 1998), 454.

48 Cudworth, ‘An Essay by John Marsh’, 163.
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Here Marsh reinforces the notion that general pleasure might be forsaken, and, as with Burney, that repeated

hearings are needed.

In summary, it would appear that the symphony epitomized all those things that were offensive to

reactionaries, while for the ‘moderns’ it was held up as the ideal conglomeration of new trends. Haydn, being

at the vanguard of modern – Viennese symphonic – music, was a pivotal figure for both his supporters and

detractors, held up as the ‘spiritual leader of the musical “moderns”’.49 The arguments can be distilled down

to a few recurring topics: genius, originality, rules, symphony and Haydn.

By the time Hardy’s portrait of Haydn was exhibited at the Royal Academy in 1792, music lovers would

have had ample time to digest the issues raised in the skirmishes of critics like Burney and Jackson. Bland may

well have thought that any publicity was good publicity, but he was obviously not just content with selling

Haydn’s music. At some stage he must have arranged for Haydn to sit for Hardy, and he finally obtained the

painting of the Master he had desired since at least 1790. The resulting portrait was one of three the artist

exhibited at the Royal Academy that year, the other two being of Salomon and the well-known London actor

Robert Baddely. The Salomon portrait must in some sense have been paired with the Haydn, as Salomon had

taken credit for bringing Haydn over. They were not hung together, however, as their catalogue numbers

indicate they were in different rooms. Paintings by non-Academicians had to go through a selection process

in order to be hung, and so to have three portraits hung for that year was no mean achievement, and was a

fine opportunity to display one’s work to thousands of people and potential clients.50

The precise date of the oil portrait is uncertain, but considering the fact that the engraving based upon it

was published in February 1792, and the Royal Academy exhibition opened in late April, some time late in

1791 or very early in 1792 would appear to be the likely range.51 The portrait’s fate after Bland is unknown, but

it came into the possession of Alfred Hill late in the nineteenth century. It was exhibited at the Worshipful

Company of Musicians’ music loan exhibition held at Fishmongers’ Hall in June–July 1904, and was

reproduced in the illustrated catalogue that followed in 1909. Hill gifted the portrait to the Royal College of

Music in 1933, where it remains.

As with Hardy’s other portraits of this format, Haydn engages the viewer with his eyes, and a very slight

smile. The body is turned three-quarters but the head much less so, allowing for a near full-face view.

Lighting comes from high to the left of the viewer, revealing all of the face, which thus lacks strong shadow.

The right shoulder and coat collar are highlighted with diffuse lighting, creating the rather pastel-like effect

found in Hardy’s other portraits. The forehead is high and brilliantly lit, although a clear sense of Haydn’s

swarthy complexion is indicated by the ruddy cheeks. The result is a sharp contrast between the almost white

purity of the forehead and the rather less noble skin tones that Haydn actually possessed. Haydn’s very

distinctive physiognomy is easily recognizable, especially with his prominent nose and rather protruding

lower lip. He wears a dark coat with large buttons, and a frilly silk necktie and cuffs. The tie and cuffs are

effectively painted with lively and economical brush strokes, a typical feature of Hardy’s portraits.

Besides Haydn himself, there are several other noteworthy features in the portrait. The armchair is

covered with plush fabric, and a row of studs outlines the side of the right arm. Haydn holds a bound score

with a marbled cover, red rectangular section on the spine and possibly a gold crest. Although no title or text

is present, Hardy has gone to some trouble to paint something that is absent from all his other portraits of

musicians, where only unbound sheet music or the score by itself is shown. In addition to the detailing on the

score cover, Haydn also marks the work by prominently holding it up, marking a page with his second finger.

49 Irving, ‘Haydn and the Politics of the Picturesque’, 231.

50 The average number of public visitors was in the order of 50,000 annually during the late 1780s and early 1790s. For a

detailed study of the Royal Academy exhibitions during the relevant period see the collection of essays in Art on the

Line: The Royal Academy Exhibitions at Somerset House 1780–1836, ed. David Solkin (New Haven: Yale University Press,

2001). Especially informative is Marcia Pointon’s ‘Portrait! Portrait!! Portrait!!!’, 93–109.

51 If the portrait was completed early in 1791, then it would not have made sense for Bland to wait so long before trying

to cash in on the enthusiasm for Haydn’s visit.
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This gesture is that of a man of letters pondering a venerable text, although in this case the implication is that

it is Haydn’s own work being contemplated. To the right of the score is a portion of a keyboard, visually

separated from the composer through its positioning; the nameboard is blank, but the keyboard is clearly

English. Behind all of this is the clichéd red drape, although the familiar pilaster is absent.

The sheer succinctness of the ‘head’ portrait, even if driven by economic factors, led to a visual style of

utmost brevity. Accoutrements, if any, take on a prominence and a strikingly direct relationship to the main

subject of the painting, the sitter. Likewise, gesture and posture, and any deviation from an often unrelenting

standard, gain a significance lacking in freer genres. While a larger-scale portrait might have enabled an artist

to set up complex or narrative relationships between objects and the sitter, the head portrait necessarily had

a directness that could be considered from the outset to be symbolic, and much more than a realistic

representation of space.

It is easy for modern eyes to interpret the accoutrements shown in a portrait such as Hardy’s Haydn in a

rather facile manner; as little more than obvious and conventionalized signs of vocation.52 Doubtless they

suggest the profession and the interests of the sitter, such as in paintings where an architect holds drawing

plans or a judge holds tomes of law, and so forth. But what can be missed is the way in which these objects

interrelate with the sitter, in a symbolic rather than literal space.53 This almost ‘abstracted’ space takes on

particular significance when multiple objects are shown, and the positioning of the objects, both in relation

to each other and to the sitter, are emphasized owing to the succinctness of the image.

By far the most prominent object in addition to the composer himself is the score. It is not just that Haydn

holds a bound score, but how he holds it, and the score’s priority over the other main object – the keyboard

– that is full of meaning. The score is not only emphasized in the painting’s composition, but also frames

Haydn off from the instrument, prioritizing his relationship to the musical text. Hardy has thus managed to

imply that Haydn’s connection to the keyboard is only indirect; the score (intellectual, non-manual work) is

the primary object, and the keyboard shows his leadership of and connection to actual performances. In

relation to these points, Simon McVeigh has observed that in London in the 1790s:

Composers were undoubtedly regarded above executants: one commentator directly contrasted

‘mere mechanical performers’, their lives shortened by dissipation and debauchery, with long-

lived composers, the real artists. Respect increasingly attached to composers with doctorates, a

degree achieved by composition in a cathedral idiom ... Another development of the 1790s

enhanced their profile. This was the rise of the keyboard conductor, who (though not baton-

waving) was a figure of authority, divorced from the mere mechanics of playing an instrument.54

Hardy’s other portraits, as indeed is the case with most other portraits of musicians from this time, tend to

show the score held loosely in the hand (such as his Clementi), or perhaps rolled-up (as in his Cramer), with

Reynolds’s famous portrait of Burney as a recent model for the latter. Holding up a book or other text of

some sort strengthens the inference of ownership and the sense that such a book is a historically significant

object.55 The implication is that Haydn is doing to his own music what his champions said was expected of

52 Ludmilla Jordanova, in her work on portraits of scientists, recognizes four functions for accoutrements: visual

interest, following established conventions, conveying symbolic information and acting as symbols; see Jordanova,

Defining Features: Scientific and Medical Portraits, 1660–2000 (London: National Portrait Gallery, 2000), 80.

53 Kate Retford, in her study of Georgian conversation pieces, argues that viewers would have understood the interior

environment of the group portrait as a fabricated space; see Retford, ‘From the Interior to Interiority: The Conversa-

tion Piece in Georgian England’, Journal of Design History 20/4 (2007), 291–301.

54 Simon McVeigh, Concert Life in London from Mozart to Haydn (Cambridge: Cambridge University Press, 1993),

204–205.

55 Laurent Dabos’s historic portrait of Thomas Paine (c1791) is a good example of a significant text held aloft. It is at the

National Portrait Gallery, London, NPG 6804 (74 cm × 59 cm, oil on canvas).
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listeners of the day: that his music required repeated listening and study. Perhaps Haydn here presents his

music as a model, an exemplar by which the works of followers or imitators will be judged.56

In contrast to the dramatic effects seen in paintings of romantic composers, there is at first glance little hint

of the ‘fire’ that Haydn’s supporters spoke of in this portrait. But there are subtle cues that indicate

something of the fire still burning in the ageing composer. The portrait uses lighting and colour to suggest

the creative energy of the composer through the brilliant highlighting of the forehead and the unusual

placement of the drape. The latter falls across behind Haydn’s head just in line with the most brilliant

emphasis on the forehead, an effect that draws more attention to the glowing front of the cranium.

Compositionally, the painting provides a visual corollary to Haydn’s own ‘fantastic whim’ controlled by

‘certain science’. The surprising ‘misplaced’ drape, a whimsy of Hardy’s visual play, is integrated within the

overall design via the strong diagonal lines emanating from Haydn’s head. Haydn’s rather formal upright

posture and the score held close to the body imply a man who controls and fully ‘owns’ the results of his

creative process. No hastily scribbled notes on manuscript paper here. All in all, and within its own

parameters, it is a perfectly judged reflection of Haydn’s – and his supporters’ – preferred form of genius in

the English context: inspired and full of fire, capable of novelty and invention and yet controlled by taste and

judgment.

Other than these painterly and compositional effects, further comment on Haydn’s physiognomy is in

order. Although the style of the painting suggests a matter-of-fact depiction, a comparison with another

portrait, the profile drawing by George Dance, suggests otherwise (see Figure 4). Dance was an architect who

drew hundreds of profiles of acquaintances and friends. They are often unrelentingly dull, but seem to offer

good likenesses, being in the tradition of the physiognomic silhouette. Here we can see that Haydn’s

forehead was much lower than that shown in Hardy’s portrait, even taking into account the differing view of

the head. Also clearly evident in Dance’s portrait is the protruding lower lip and open mouth. Haydn

suffered from nasal polyps, and may well have been breathing through his mouth when sitting for this.57

Hardy’s stipple engraving of Haydn based on his oil portrait was published by Bland on 13 February 1792.

(See Figure 2 above.) As he did in the case of other prints, Bland announced that he had the original portrait

in his possession. The print also carries a large caption, ‘Mus.D.Oxon’, following Haydn’s name, referring to

the composer’s recent honorary degree received in July 1791. Bland tried to cash in on the interest Hardy’s

portrait might have attracted at the Royal Academy exhibition, announcing the print in a notice in The

World on 22 May 1792 and a few days later in The Morning Herald.58 Bland and Hardy might have been

hoping for some critical acclaim for the portraits to bolster public interest in their musical and artistic

products respectively, but none appears to have come their way.

Although the print is a very close reproduction of the oil portrait, the face has been narrowed slightly and

the mouth and chin have been altered. The protruding lower lip especially has been ‘corrected’ a little, as this

could have suggested, according to the precepts of physiognomy, a lowly character. The more consistent

shading of the face in the print also suggests that Hardy realized that the effect created in the oil painting

could not be convincingly reproduced in the stipple engraving. Overall, the face appears more taut and

youthful in the engraving, at least partly due to the slight narrowing of the image overall in comparison with

56 On Haydn’s own attempt to establish a reputation for priority and genius see Sisman, ‘Haydn, Shakespeare, and the

Rules of Originality’.

57 Peter Neugebauer, ‘The “Case” of Joseph Haydn: A Rhinological Patient during the Eighteenth Century’, The

Laryngoscope 110 (2000), 1078–1081.

58 The World, 22 May 1792, 1, and The Morning Herald, 25 May 1792, 1. The relevant part of the notice (identically worded

in both cases, but in a slightly different format) reads: ‘Mr. HAYDN[.] A Capital PRINT of Mr. HAYDN, engraved

from the portrait now in the Exhibition, may be had of J. Bland, No. 45, Holborn; who respectfully informs the Public,

that the Portraits of Mr. Pleyel and Mr. Salomon (also painted by Hardy) will be engraved with all possible dispatch,

to be the same size as Mr. Haydn’s. Price for Proofs to Subscribers, 7s. 6d. and delivered in the rotation of their

subscribing.’ Interestingly, the print of Pleyel was not published until May 1793 (engraved by William Nutter), and that

of Salomon until December 1792 (engraved by one of the Facius brothers, either Georg or Johann).
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the original. Though taking a slightly different route with each medium, it appears that Hardy endeavoured

in both painting and engraving to show his sitter as being full of creative energy. This very energy was

recognized years later by Marion Scott, who wrote that in the engraved portrait Hardy had ‘caught more of

the essential man and musician than anyone else [and] imparted to Haydn’s eyes a suppressed fire, to his face

a lean, very driven look that fits exactly with his history during 1792’.59

59 Marion Scott, ‘Haydn: Relics and Reminiscences in England’, Music & Letters 13/2 (1932), 132.

Figure 4 George Dance, Joseph Haydn (1794). Pencil on paper. Royal College of Music. Used by permission
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Also of interest in the engraved version is the less detailed rendition of the score. Hardy has not even

attempted to reproduce the marbled effect from the oil, and there are no distinct markings on the spine. A

very straightforward explanation is possible, one that also supports the interpretation of the role of the score

in the painting. Haydn’s honorary degree is acknowledged in the print, and so the caption takes over some

of the symbolic ‘commemorative’ role of the score. Haydn himself credited at least some of his success in

England to his Oxford degree,60 and the likely role it played is here reinforced by Hardy’s print.

Hardy may have obtained his inspiration for the novel composition of this painting from a very

well-known portrait of similarly modest proportions that serves as a precedent: Reynolds’s famous

Streatham portrait of the Italian author Giuseppe Baretti (1773). (See Figure 5.) Baretti had been arrested in

1769 after a street brawl that left a man dead. At the subsequent trial, Reynolds spoke in defence of his friend,

and he later painted a portrait that aimed to situate the author firmly in the tradition of the bookish scholar.

Duncan Robinson has argued that the portrait ‘was designed not to stir controversy but to silence it’.61 In

showing Baretti as a myopic literary man, Reynolds distanced the writer from the more pervasive charac-

terization of a hot-headed Italian. In both the portrait of Haydn and that of Baretti, the positioning in the

armchair is similar, as indeed are the chairs themselves, and, more significantly, the red drape in both cases

intersects diagonally across behind the sitter’s head. Hardy was almost certainly aware of the portrait, for his

younger brother John had engraved it by at least 1793.62

Where might Haydn himself have stood on the vexed issues of invention and rules? Haydn is on record

displaying several ‘contradictory poses’ over rules, as Sisman notes. On the one hand, he was keen to stress

his independence from models (other than C. P. E. Bach) and to criticize pedantic laws, and yet he followed

the ‘rules of art’.63 Yet, as Bauman points out, Haydn was obviously annoyed by the criticism that his

breaking of ‘pedantic’ rules attracted:

Had he thought of himself as an original genius ... he would have perhaps welcomed rather than

deplored the pedantic application of traditional compositional rules to his music .... For a learned

genius like Haydn, however, rules still mattered, and indeed he entertained a lifelong ambivalence

about compositional rules.64

Whether Haydn was categorized as an original or a learned genius by his supporters in England may well be

a moot point in the interpretation of Hardy’s portrait, for, as several contemporary writings argue, both

invention and judgment are required for genius to be truly successful.65

What contemporaries thought of Hardy’s painting of Haydn is difficult to know, given the paucity of

references to the painter. The portrait visualizes a conception of genius which was on the cusp of becoming fully

romanticized, but which still held to Enlightenment notions of learnedness and taste. Haydn is shown as a

‘law-giver’ – someone whose work is exemplary, but not as the figure of the isolated genius that would dominate

the imagery of later decades.66 In many ways the painting pales alongside John Hoppner’s more evocative,

though incomplete, portrait, but Hardy’s work could well be the more informative about its context.67

60 Rosemary Hughes, ‘Haydn at Oxford: 1771–1791’, Music & Letters 20 (1939), 248.

61 Duncan Robinson, ‘Giuseppe Baretti as a “Man of Great Humanity”’, in British Art 1740–1820: Essays in Honour of

Robert R. Wark, ed. Guilland Sutherland (San Marino: Huntington Library, 1992), 93.

62 An engraved version by ‘J. Hardy’ is listed in Henry Bromley’s A Catalogue of Engraved Portraits ... (London, 1793), 383.

63 Sisman, ‘Haydn, Shakespeare, and the Rules of Originality’, 6–8.

64 Bauman, ‘Becoming Original’, 351.

65 See note 34.

66 For example, portraits of Liszt (by Ary Scheffer and Henri Lehmann), Chopin (by Delacroix and Ary Scheffer) and

Berlioz (by Courbet) all reflect the relatively recent notion of the creative artist separate from society. For further

discussion see Alan Davison, ‘The Musician in Iconography from the 1830s and 1840s: The Formation of New Visual

Types’, Music in Art 28/1–2 (2003), 147–162.

67 For a discussion of the Hoppner portrait see Thomas Tolley, ‘“Exemplary Patience”: Haydn, Hoppner and Mrs

Jordan’, Imago Musicae 20 (2003), 109–141.
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The reception history of the portrait from the time of its inception through to its apparent popularity now

is another study in itself, although it is tempting to speculate on its trajectory. If our current response to the

Figure 5 John Watts, after Joshua Reynolds, Giuseppe Baretti (1780). Mezzotint engraving published by John Boydell.

Copyright Trustees of the British Museum
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portrait is to view it as straightforward or even unimaginative, perhaps its appeal lies in the assumed direct

access afforded by Hardy to the composer. It would indeed be an ironic twist of history if what was originally

a carefully manipulated representation of a genius is now seen to be an unmediated likeness. The interpret-

ation of the painting today – as that of little more than a portrait of a self-made man – is valid as a measure

of the great aesthetic shifts that have occurred since the late eighteenth century. Neither our notion of genius

nor our expectations of what genius should look like can be made to sit with what Hardy created. Haydn’s

reputation for genius and Hardy’s subtle manipulation of portrait conventions have not fared well in the face

of changing tastes, yet, in its own day, the portrait was a fine defence against Haydn’s detractors.
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