
Christ Church University) on ‘The Changing Role(s) of Sublime and Rural Images in Sacred Music in the

Czech Lands c1640–1800’. The sublimity of a sacred subject like the Nativity was such that it could receive

some surprisingly non-sublime settings. In the Benedictus of Georg Zrunek’s Christmas Mass, for example,

the chorus imitates the bleating of sheep. Similarly, Jean-Philippe Grosperrin (Université de Toulouse II–

Le Mirail) noted a variety of compositional responses to the sacred history of Tobias, from the stupefyingly

monumental to the suavely fluid.

Pedagogy and the relationship of norm and licence was another issue of central importance, as shown by

the nicely complementary papers of Théodora Psychoyou (Université Paris Sorbonne–Paris IV) and Don

Fader (University of Alabama, Tuscaloosa), who discussed the sublime associations of canonic writing and

harmonic ambiguity respectively. The vocabulary of the sublime was often used in the seventeenth and

eighteenth centuries to discuss departures from compositional norms of part-writing and chord connec-

tion. Yet while this vocabulary fitted well with the comparatively extravagant (Italian) effects that French

composers sought, it created problems for pedagogy. How was one to teach procedures that were ostensibly

the result of sublime negligence of rules?

The sixteenth-century Hôtel Fumé in the city centre of Poitiers, ancient capital of the Dukes of Aqui-

taine, provided a beautiful setting for the conference. Aside from fine meals together, participants also

profited from an expert tour of the city’s medieval and gothic churches by Claude Andrault (Université de

Poitiers) and a concert by Le Jeune Orchestre Atlantique and Le Jeune Choeur de Paris under the direction

of Christophe Coin, which included a rare performance of Antonio Salieri’s Le jugement dernier (1788). The

organizers were ably assisted by Louis Delpech (Université de Poitiers). The conference was in all respects

highly successful, and the fruits of the discussion will be made available in a forthcoming book to be

published by Éditions Garnier.

keith chapin

<chapink@cardiff.ac.uk>
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TWENTY-EIGHTH ANNUAL CONFERENCE ON MUSIC IN EIGHTEENTH-

CENTURY BRITAIN

FOUNDLING MUSEUM, LONDON, 30 NOVEMBER 2012

A number of common strands ran through this year’s conference on music in eighteenth-century Britain:

the role and participation of women in music, music at Covent Garden Theatre, and one of the most

unusual of instruments – the piano-forte guittar. Proceedings started with a paper by Jenny Nex (Royal

College of Music) concerning the business of making English guitars in late eighteenth-century London,

and in particular the work of Charles Pinto. Pinto was one of a number of manufacturers working in

London at this period; the activities of this small- to medium-sized type of business are often neglected.

An inventory made of Pinto’s premises in Johnsons Court after his death in 1792 casts extensive light on

the sort and scope of the activities he undertook, and presents a fascinating picture of a house with musical

instruments and the tools of the trade scattered in every room. His activities were compared, using further

archival material, to those of other manufacturers active in London at the time in order to elucidate their

different manners of working, indicating that other businesses may have had small workshops attached or

specific portions of the house set aside for manufacture.

One of the instruments Pinto produced was the distinctly odd-looking piano-forte guittar, a type of

English instrument in which a mechanism including keys (sometimes placed in a box on top, sometimes

integrated into the body of the guitar itself ) allowed hammers to strike the strings through the central rose.
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The piano-forte guittar enjoyed a brief vogue at the end of the eighteenth century and beginning of the

nineteenth, and was designed principally as an instrument that was easy and elegant to play, targeting a

female market. Daniel Wheeldon (London Metropolitan University) elaborated on the battle for the

patents for this instrument, conducted between Christian Clauss and Longman & Broderip. Clauss (who

also produced tutors for the instrument) won with a mechanism that was more basic and less elegant

than that of Longman & Broderip, but cheaper to make. Detailed pictures of extant instruments and a

reconstruction of the mechanism accompanied the explanation of the workings of this short-lived but

popular instrument.

These were the sorts of instruments sold by Benjamin Milgrove, the musical ‘toyman’ of Bath. Toy-shop

owners sold a wide variety of goods, including musical instruments, and Milgrove’s shop in fashionable

Bond Street catered for the ladies and gentlemen of the town. Matthew Spring (Bath Spa University) examined

Milgrove’s career in detail, to demonstrate the many activities a musician had to undertake to earn a decent

living. Trained as a musical-instrument maker, Milgrove was also active as a French horn player and as

a violinist, working with William Herschel and others in garden concerts in the town. He also held an

organist’s post, taught singing, the English guittar and keyboards, and was well known for his compositions,

including psalm tunes that are still sung today. All in all, he contrived to live a comfortable and prosperous

life, no mean feat for a provincial musician in an uncertain and insecure profession.

Douglas MacMillan (Royal College of Music) moved into totally different territory, examining the music

written for the small or sixth flute (the recorder) in the first thirty years of the eighteenth century. This

particularly English genre, not found in Europe, was mainly for theatrical use, where the small flute

was favoured as a solo instrument in concertos, principally for music heard during the intervals. Works

by William Babell, John Baston, Charles Dieupart, Giuseppe Sammartini and Robert Woodcock still

survive; while some of these are of better quality than others, they are particularly interesting from the

point of view of orchestration, in view of the issues of balance and audibility with such a relatively quiet

instrument.

The theatrical connection was continued in the first paper of the afternoon. Neil Jenkins (University of

Cambridge), author of a new biography of the English bass singer John Beard, talked about a neglected

period in the life of Covent Garden Theatre. The years in the 1760s between the death of John Rich

and the arrival of Brinsley Sheridan are generally considered to be fallow ones, in which nothing much of

interest occurred at the theatre – a marking of time between two more significant eras. However, this was

precisely the time during which Beard, Rich’s son-in-law, was associated with the theatre, and marked a

new direction in productions there; Beard undertook to make the theatre famous for musical entertain-

ments and the home of a new English opera. Amongst the works he put on were some of Thomas Arne’s

most famous compositions: his setting of Comus, the afterpiece Thomas and Sally and the more substantial

Artaxerxes.

Such was Beard’s success that it contributed to the decision of David Garrick at Drury Lane to leave

London for a sabbatical in Europe. Garrick had been the impetus behind the composition of William

Boyce’s Dirge for Romeo and Juliet in 1750. Drury Lane and Covent Garden had mounted rival productions

of Shakespeare’s play; in an effort to outsmart his competitor, Garrick inserted an extra scene into the

funeral at the end of the play with words of his own composition. This scene proved enormously popular

and was set to music by a number of composers, including Arne and Avison. Boyce’s version of the dirge

has long been the subject of controversy; Sofia Botsfari (Goldsmiths, University of London) explained the

problems of identifying the various manuscripts and compiling a definitive edition.

Returning to the subject of Covent Garden, Paul Rice (Memorial University of Newfoundland) examined

the vicissitudes of William Shield’s operatic farce Hartford Bridge, Or, The Skirts of the Camp. This was

performed at Covent Garden in November 1792, at a time of political turmoil in Europe. The theatres in

London were eager to present productions that reflected the troubles in France, but the Lord Chamberlain’s

office, anxious to avoid the possibility of the unrest spreading to Britain, forbade all political references.

This paper examined the ways in which William Pierce, the librettist for the farce, contrived to thwart
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John Larpent, the Examiner of Plays, by producing a romantic comedy which was also a clever analogue of

Britain’s precarious political situation. Shield supplemented this with music that established a military at-

mosphere, underlining the political allusions.

The final paper of the day returned to the theme of the role of women in eighteenth-century British music-

making. Corrina Connor (Birkbeck College, University of London) examined attitudes to music in the

Bluestocking circle of Elizabeth Montague and in other contemporary groups such as Hester Thrale’s salon

at Streatham, looking at the moral role played by music in female intellectual groups. Some well-known

women of this period, such as Fanny Burney, made their living through cultural activities, but music was

not considered to be ‘polite’; female performers such as Louisa Gautherot, the violinist, were considered to

be compromising their femininity, being described as ‘too masculine’. The societies of women seem to have

been valued as forums for discussion and debate in the intellectual study of music, rather than as oppor-

tunities to learn and to play musical instruments.

Notice was also given concerning events planned at Hampton Court Palace for 2014 – the celebration of

the succession of George I. Between 1716 and 1720, in an effort to court popularity with his new subjects and

to eclipse the popularity of his son and heir, George held summer concerts and dinners at the Palace; an

appeal was made for information on these events, as part of an attempt to re-evaluate the cultural impact of

George I (information to <williamsummers@uwclub.net>). A new series of books was also announced;

The Italian Opera Aria on the London Stage 1705–1801 is to be accompanied by a database (at present in

development) hosted by the Bodleian Library at the University of Oxford and headed by Michael Burden.

The books and database aim to provide comprehensive details of all arias performed in London during this

period, including performers, librettos, sources and performance history, and will also provide indices of

authors, singers, printers and other associated professionals in the theatres.

roz southey

<rosemary.southey@newcastle.ac.uk>
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THE CANTATA AND THE GALANT STYLE: DEVELOPMENTS AND CIRCULATION OF A

‘NEW MUSIC’ (1720 –1760)

TREVIGLIO, 24–26 JANUARY 2013

The conference hall of a local bank, the Cassa Rurale Treviglio, which was a church in the nineteenth

century, housed this event. It was organized with the main goal of providing a platform for younger scholars

to present their research on the subject of the Italian chamber cantata in its final phase and its connection

with the development of the galant style. It was planned and run by the early-music Ensemble ‘Stile Galante’

and its founder and director Stefano Aresi, with the cooperation of the Università di Pavia and the Centro

di Musica Antica Pietà de’ Turchini, Naples. Aresi was assisted by a competent team of chairs, comprising

Maria Teresa Gialdroni, Paologiovanni Maione, Berthold Over and Angela Romagnoli. The special nature

of the conference, enjoyable though it was, had the disadvantage of a certain thematic randomness, with

astonishing lacunae: ‘big names’ such as Sarro, Vinci, Pergolesi, Domenico Scarlatti and Hasse as well as

the poets Rolli and Metastasio were either ignored or treated only in passing.

The first session was dedicated to source studies. In ‘Alessandro Ginelli, ‘‘copista di musica’’ e ‘‘povero

cantore’’ romano del primo Settecento’ (Alessandro Ginelli, ‘Music Copyist’ and ‘Impoverished Singer’

from Early Eighteenth-Century Rome) Giacomo Sciommeri (Università di Roma Tor Vergata) shed new

light on the activity of the copyist Ginelli, well known from Handelian biography. Giulia Giovani (Université

de Fribourg) then discussed a little-known manuscript containing cantatas by Alessandro Scarlatti from the
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