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Welcome!
Dear delegates,
On behalf of the Conference Committee and the School of Music and
Performing Arts at Canterbury Christ Church University, it is a pleasure
to welcome you to the historic city of Canterbury. I am sure that you
will enjoy the conference and we have also provided many
opportunities for delegates to explore and enjoy this ancient city. I first
attend this conference (when it was in Exeter) in the early days of my
PhD at Royal Holloway and I found it inspiring and challenging. Since
then it has been in Dublin, La Rioja, Manchester, Warsaw, Leeds,
Belfast, Southampton and Salzburg. The diverse and international
profile and reputation of this conference has always been and remains
one of its greatest features—and it has never been more important than
it is now. Enjoy Canterbury and the conference!
With all best wishes,

Dr Robert G. Rawson
Chair of the17th Biennial International Conference on Baroque Music
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Registration
Welcome reception
Delegates on their own for dinner

12:00–17:30

18:00–19:30

Evening

Wednesday 13 July

Conference Programme:

See conference website for
suggestions

Cathedral Precincts

MDg01
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09:00

chair:

Alevizos, Re-ordering
“The Art of Fugue”?
A New, Analytical
point of view

Abbado: The Medicis
and the oratorio
production in Baroque
Florence

Janet Page

Sacred Oratorio and
Mass Settings

Bach (Analysis)

Yo Tomita

Pg06

Pg09

Morning Session

Thursday 14 July

Pavanello: An
unknown trio sonata
by Corelli? Problems
and chances of a
rediscovered piece

Michael Dodds

Corelli and Italian
Violin Music

Pf06

MacMillan, The
Small Flute Concerto
in Early EighteenthCentury London

Peter Holman

London Concert Life

Lg16
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Fazekas: Formal
deviation in the Kyrie
of the Mass in B Minor

Tatlow: Magnificent
Measurements:
Significance in the
Structure of C. P. E.
Bach’s Magnificat

Tea/coffee

09:30

10:00

10:30

Kauffman: Celebrating
Saint Vincent de Paul at
Saint-Cyr: A plain-chant
musical mass by
Nicolas Clérambault?

Smith: Bartolomeo
Grassi’s Trasgressione e
Pentimento di David: A
Newly Discovered
Oratorio Volgare

Laghi: The music of
Tommaso Paolo
Alberghi (1716-1785),
violinist: new
documents from the
Scuola delle Nazioni

D’Ovidio: Old’ and
‘New’ Roman
Orpheus in
comparison: on the
ascription of triosonata
Ahn. 16 by Colista/
Corelli

Harbor: The Birth of
the Music Business?
Public commercial
concerts in London
1660–1750

DeSimone: Variety
Concerts and the
Cultural Practice of
Musical Miscellany
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Brover-Lubovsky:
Between Baroque and
Romantic: Giuseppe
Sarti as counterpoint
student and teacher

11:30 Rawson: Pepusch’s
Venus and Adonis
(1715)—a Tercentenary
Metamorphosis

Chris Price

Byram-Wigfield: When
Did You Last See Your
Father? Antonio Lotti’s
Family in Hanover and
Venice

Amanda Eubanks-Winkler

Biography and Source
Materials

Opera in English

11:00 Lindekens, Words and
music in John Blow’s
Venus and Adonis: An
interdisciplinary
analysis

chair:

Pg06

Pg09

Thursday, Late Morning Session

Sadler: Rameau and the
Tax Farmers: the curious
case of the Paroles qui
ont précédé le Te
Deum (1744)

Hardeman: Cross-casting
Cupid: Female singers
and the god of love in
French opera

Don Fader

French Opera

Pf06

Barker: Learning the
trade: What did
Froberger do in
Rome?

Vejvar: ‘Apparition’:
an adequate
metaphor for
Froberger’s music?

Andrew Woolley

Froberger

Lg16
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12:45 Lunch SCR

12:00

Duron: Opera in
concert: the seventeenth
century practices
according to the sources
of Lully and Campra

Hovi: Blancrocher,
marquis de Termes,
and Froberger — a
rich bourgeois, a poor
nobleman, and a
musician?
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Donald Burrows

Cummings:
Handel under
attack: the
London opera
seasons 1733–
37

14:00

Howard: ‘The
Clangour
Resound’:
Canonic
Permutations in
a Late Canzona
by Purcell

Alon Schab

Notation and
Aspects
Contrapuntal
Ingenuity

Handel and
London Opera

chair:

Pg06

Pg09

Thursday, Afternoon Session

Gordon: The
Ambiguous Role
of Jean-Joseph
Surin’s
Cantiques
Spirituels in the
Pursuit of Sacred
Mysticism

Deborah Kauffman

Mysticism and
Spirituality

Pf06

Sanguinetti: Realising
the bass on the cello?
The early years 1650–
1700

John Lutterman

Performance
Practices

Lg16

Fernandes:
Ceremonial, music
and architectural
space in the
Patriarchal Church
of the
Magnanimous
King: remaking
roman models in
Lisbon

Théodora Psychoyou

Ceremony and
Space

Ng07
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Taylor:
Directors of
Italian Opera
in London in
1733: Who
Was Who?

Suominen:
Versification in
Handel´s
Opera Giulio
Cesare in Egitto

Tea/coffee

14:30

15:00

15:30

Lee: “Structural
Coherence
beneath Surface
Contrast” –
Motivic
Treatment in
Dario Castello’s
Sonate
Concertate

Slimáčková:
Fugue as the
main musical
organ form of
the Czech lands
in the context of
organ music in
Central Europe
Crescenzo: The
subject Dies
Domini in the
sacred cantata
of the Baroque
period in Italy

Hutten: Prayer,
Meditation, and
Temptation: A
Creative
Framework for
Matthias
Weckmann’s
Sacred
Concertos
Baines: The Ghost In
The Machine: how
arrangements made
for mechanical
musical instruments
challenge modern
‘eighteenth-century’
performance practice
norms

Suckling: The
realisation of
recitative
accompaniment by
the cello: historical
and current practices

Thompson: Spatial
awareness and
performance
planning in the
music of MarcAntoine
Charpentier

Favier:
Soundscape of a
festive city:
celebrating the
birth of the
Dauphin in Dijon
(1729)
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Ruth Tatlow

Kovačević: A New
Source of Bach’s Violin
Solos from Vienna

16:00

Geay: The Evolution
of Musical Language
in 17th-Century
France:
From Eustache Du
Caurroy to MarcAntoine Charpentier

Thierry Favier

French Connections

Bach: New
perspectives on
instrumental music

chair:

Pg06

Pg09

Thursday, Late Afternoon Session

Gardner: Maurice
Greene and MidEighteenth-Century
English Song:
Spenser’s Amoretti

Alison DeSimone

Genre and Style

Pf06

Rose: Protected
property: Schütz,
Schein and the Saxon
printing privileges

Rebekah Ahrendt

Piracy, Protection and
Popularisation in the
17th-century Music
Trade

Lg16
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Lebedinski: The Travels
of a Tune: Purcell’s ‘If
love’s a sweet passion’
and the Cultural
Translation of English
17th-Century Music

Concert: The Harmonious Society of Tickle-Fiddle Gentlemen perform J. C. Pepusch’s 1715
masque Venus and Adonis. St Gregory’s Centre for Music or St Peter’s Methodist Church.

Foster: Identity and
Style in the English
'Horn Song' of
the1730s

Schildt: Italian Music
Appropriated for
Protestant Europe: the
Role of Madeleine and
Marie Phalèse in
Antwerp, 1629–75

19:30

Levenson: “Vive la
comédie!”: Adapting
French Theatre and
Music for the London
Stage, 1718 – 1735

Springthorpe:
Johann Christian
Roellig and the early
Divertimento in
Dresden

Break

Tomita: Towards the
accurate understanding
of J. C. Altnickol’s
copies of Bach’s works

17:00

Tuppen: Love and
sweet passion: Le
Triomphe de l’Amour
as a musical source
for Purcell’s The Fairy
Queen

17:30

Heber: Freelance
Musician and
Entrepreneur: How J.S.
Bach Supplemented his
Income in Leipzig from
1723 to 1750

16:30
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Robert Rawson

Robinson: The
performance of
Praetorius’s Terpsichore
(1612): a reexamination of the
sources.

09:00

Corall: No Strings
Attached? – Johann
Christoph Pez’s
works for Oboe
Band

Tassilo Erhardt

Pez and German
Instrumental Music

Performance Practices

chair:

Pg06

Pg09

Morning Session

Friday 15 July

De La Matter: Finding
Mimo: poetry & music
in the operas of
Domenico Scarlatti
and Carlo Sigismondo
Capece

Jonathan Glixon

Librettists and Poetics

Pf06

Maddox: “The notes ...
perfectly imitate a natural
discourse”: Rhetorical
principles for reading the
rhythms of Italian
recitative.

Tim Carter

Italian Composers and
Communication

Lg16
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Tea/coffee

Hunt: Performance of
the pre-Restoration
verse anthem

10:00

10:30

Holman: A Vast
Number of Voices and
Instruments’: The
Performance of LargeScale Concerted Music
in Early EighteenthCentury London

09:30

Molinaro: Variations
in Practice:
The Minuet from the
Notebuch dal Signor
Kittell (1789)”

Robertson: The
consort suites of
Johann Christoph
Pez

Knaus: Libretto,
Music, Performance:
Comic Narratives in
Early Opera Buffa

Beth Glixon: The
Librettist and the
Prince: Matteo Noris,
Ferdinando de’
Medici, and the Art of
the Libretto

Queiroz de Albuquerque:
Chiaroscuro and magic
in the opera seria of
Handel
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Tassilo Erhardt

Grippaudo: Jesuits,
Music, and Power in
Eighteenth-Century
Palermo

11:00

Jakobidze-Gitman:
Cartesian Doubt after
Newtonian Gravity?
Notes on Rameau’s
Reference to Descartes
in “Démonstration du
principe de l'harmonie”
(1750)

Graham Sadler

Music and Science

Jesuits and Catholic
Culture

chair:

Pg06

Pg09

Friday, Late Morning Session

Clarke: The
seventeenth-century
recorder: published
repertoire

Stephen Rose

Roles of Music
Publishing and
Commerce

Pf06

Kurtzmann: A NeoPlatonic Reading of
Monteverdi’s Arianna

Naomi Barker

Italian Music and
Aesthetics

Lg16
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Leech: Thomas
Kingsley SJ (1650–
1695) – from
Canterbury Cathedral
chorister, to Jesuit
priest and composer.

Ballesteros Valladolid:
The performance of
polychoral masses
during the middle
decades of the 17th
century in Valladolid,
Spain

Lunch SCR

11:30

12:00

12:45

Psychoyou: Joseph
Sauveur, Bernard de
Fontenelle, and the
entrance of Acoustics in
the French Royal
Academy of Science: a
new overview and
perspectives

Schulenberg: Four
Hundred Years of
Froberger:
Science and
Subjectivity in
Seventeenth-Century
Keyboard Music

Heller: Ovidio
Travestito: Viewing
Seicento Opera
through Anguillara’s
Lens

Herissone: Exactly
Carter: Listening to
engrav’d by Tho: Cross’? Music in Early
The Role of Single-sheet Baroque Italy
Prints in Preserving
Performing Practices
from the Restoration
Stage

Shichijo: What reveal
the sale catalogs: the
classification of
instrumental pieces and
the stylistic judgment
by the music publisher
in Amsterdam Estienne
Roger (1696–1716)
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Kordula Knaus

14:00 Spohr: Privileged
Dependency: The
Legal and Social
Position of Black
Court Trumpeters
in 17th-Century
Germany

chair:

Scotting: A
double début:
the singer
Senesino in
Giovanni Maria
Ruggieri’s
Armida
abbandonata
(Venice 1707)

Valeria de Lucca

Garavaglia:
Venetian Patronage
and Italian social
network: the letters
of Michiel family

Peter Leech

Opera in Venice: Patronage and
performance
Mobility
and staging

Court, Cathedral
and Monastic Life

Pf06

Pg06

Pg09

Friday, Afternoon

de Goede: Spicy
Continuo
Accompaniment
in SeventeenthCentury English
Music

David Newsholme

English
Thoroughbass in
Composition and
Performance

Lg16

Powney: A Time
of Transition: The
French and Italian
roots of MarcAntoine
Charpentier’s
Time Signatures
Explored

Wendy Heller

Issues in French
and Italian Style

Ng07
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Viviani:
Cesti’s Tito on
stage
(1666-1676)

15:00 Page: Time, Space,
and Community:
Performing
Plainchant in the
Viennese Convent
of St. Laurenz in
the Early
Eighteenth Century

15:30 Tea/coffee

De Feo: Ambleto
(Venice 1705)
and the
collaboration
between
Apostolo Zeno
and Pietro Pariati

14:30 Hochradner: Mind
the gap’. The
Salzburg Court
Music between
Biber and the
Mozarts

Wirth: “With
promise that if I
would serve him he
would give me as
much as any prince
in the world“: John
Dowland’s visit at
the Wolfenbüttel
Court of Duke
Heinrich Julius

Cessac: The musical
patronage of the
duchesse du Maine
(1676-1753)

Schab: Purcell’s
Instrumental
Music and the
Issue of
Temperament

Schönlau: ‘En
Maniere de
Chaconne’:
Keyboard
Chaconnes in
English Sources
from around
1700

Fader: French
Music in Milan
circa 1700 via
the Collected
Papers of the
Prince de
Vaudémont
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16:00

chair:

Legrand: On the
trail of a
mysterious
eighteenth century
French opera
composer,
Mademoiselle
Duval

Fiaminghi:
Rhythmic
ambiguity in
Bach’s Presto of
the Sonata I a
Violino Solo
senza Basso
(BWV 1001)

Fred Fehleisen

Solo Bach

France

Catherine GordonSiefert

Pg06

Pg09

Friday, Late Afternoon Session

Mari: Maurizio
Cazzati and
Mantua

Ester Lebedinski

Cazzati

Pf06

Johnston: Heinrich
Schütz’s Musical
Gift to the
Wolfenbüttel
Court: What the
Partbooks Tell Us

Steffen Voss

Sacred Music in
Germany

Lg16

Price: “Useless in
the Choir”: the
music and
musicians of
Canterbury
Cathedral
1700-1760

Alan Howard

England

Ng07
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19:30

Tilley:
Reconsidering the
‘Feminization of
Piety’: Schütz, the
Song of Songs,
and the
Metaphysics of
Sacred Love

Mann: 'Et in
arcadia Ergastus' Pastorals,
Heroics, Politics
in early 18th
century London

17th- and 18th-century catches and glees with the gentlemen of the Cathedral Choir. Meet
at La Trappiste (on Sun Street, CT1 2HX) upstairs. Free event, though delegates pay for food
and drink.

Conference Evensong—Canterbury Cathedral

Zitellini:
Nuovamente
Ristampata e con
Nuove Aggiunte:
Maurizio Cazzati as
the Editor of
Himself

17:30
—
18:15

Davis: The
Analysis and
Performance of
Implied
Polyphony in
Solo Bach

Bane: The Art of
Complimenting
Amateur Musical
Performances in
SeventeenthCentury France

16:30
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Graydon Beeks

Burrows:
Handel, Walsh
and the
publication of
Messiah

09:00

Haenen:
Reconstructing
the Emperor’s
Library: Leopold
I and his Private
Music Collection

Thomas Hochradner

Music
Collections and
Courtly Life

Handel

chair:

Pg06

Pg09

Morning Session

Saturday 16 July

Kuhn: Cantata con
L’Arpa - An
homage a Laura
d’Este?

Louise Stein

Cantatas

Pf06

Roundtable:
Stephen Rose
Manuel Bärwald
Bernd Koska
Ester Lebedinski
Maria Schildt

Cultural Exchange
in European Music
during the long
17th Century:
theories, problems,
potential

Lg16

Hume: The
Reception of
Anthems with
Non-Standard
Texts in
Early-Eighteenth
-Century London
Choral
Repertories

Noel O’Regan

Issues of Text,
Translation and
Performance

Ng07
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Fehleisen: I
know, or at least
I think I know:
Reconsidering
the first song in
Part III of
Handel’s
Messiah

Woolley:
William Babell,
Jean-François
Dandrieu and
HWV 441

Tea/coffee

09:30

10:00

10:30

Murata: NonVenetian Arias in
the Fondo
Barberini

Coffey: The
House of
BrunswickLüneburg at the
Venetian opera:
Italian singers of
the Electoral
court

Purciello:
Reading
Madness: Singing
Madness:
Verisimilitude
and the Operatic
Mad Scene in
1640s Venice
Gero: Jubilus
Bernhardi:
German vs Latin,
Kress vs
Capricornus

Amendola: Poetry
in Music in 17th
Century Rome:
New Attributions
of Cantata Texts of
Giovanni Pietro
Monesio

Iren: Rugge quasi
Leon by Luigi Rossi
deconstructing an
early 17th century
Roman cantata on
an Ottoman
subject
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Sandra Tuppen

Giulia Giovani and
Raffaele Mellace:
Giuseppe
Sigismondo's
'Apoteosi' as a Source
for Neapolitan Studies

Greg Barnett

Naples

Purcell and
Controversies in 17thcentury English Music

11:00 Adams: ”It's Nice to
Find a Piece of Paper
with a Date on it." But
what if you can't find
it?

chair:

Pg06

Pg09

Saturday, Late Morning Session

Guido: From Affects to
Individual Sensibility:
Emotions and
Subjectivity from
Frescobaldi to Carl
Philipp Emanuel Bach

Jeffrey Kurtzmann

Opera and Theory

Pf06

Lutterman: “Trading
Fours” in the
Seventeenth Century:
Christopher Simpson on
‘Contrapunctus
Extemporalis’

Alberto Sanna

Performance Practices

Lg16
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Stein: Alessandro
Scarlatti’s Clearco in
Negroponte (Naples,
1686) and the Politics
of Production

12:00 White: Compiling
occasional texts for
Purcell’s anthems

12:45 Lunch SCR

Voss: Il Tricerbero
umiliato: A Handel
aria from London as a
“suitcase piece” for
Nicolo Grimaldi in
Naples

11:30 Wood and Pinnock:
Upsetting a cherished
apple-cart

Dodds: Internal and
External Factors of
Seicento Modal
Conventions

Carter-Hunt: Salomon
de Caus’s Institution
harmonique (1615): A
Case Study of
Intercontinental
Collaboration in the
Production of an Early
Modern Music Theory
Treatise

O’Loghlin: Some
performance practice
questions posed by a
unique treatise from the
early eighteenth century

!22

Andrew Pinnock

Eubanks: Psalm
Singing in Early
Modern English
Schools

14:00

Desler: La
diversità de’
caratteri degli
uomini’:
Nicolini and the
Development of
Metastasio’s
Dramatic and
Aesthetic
Approach to the
dramma per
musica

Beth Glixon

Italian Opera

British and Irish
Music: cultures
and institutions

chair:

Pg06

Pg09

Saturday, Afternoon Session

Chen: Towards a
diverse interpretation
of courantes:
musical mobility in
Baroque Germanspeaking Europe

Michael Robertson

Dance and Dance
Forms

Pf06

Getz: The
Traveler’s
Salesmen:
Marketing
Virtuoso Music in
Early Modern
Milan

Bryan White

Travel and
Musical Mobility

Lg16

Newsholme:
Worcester’s
William Davis:
assisting ‘mighty
sons of art’?

Therese De Goede

Harpsichord
Lecture-Recitals

St Greg’s
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Murphy: ‘In the
VICEROY, bless
the KING!’:
Reuse and
Revision in
Matthew
Dubourg’s
Dublin Odes

Beeks: Dr.
Pepusch at
Cannons

Tea/coffee

14:30

15:00

15:30

J. Glixon:
Salvaging Statira,
or If at first you
don’t succeed...

Spáčilová:
Wandering of
Orlandini’s Antig
ona – A
Contribution to
the Aesthetics of
Opera Pasticcio
in the 18th
Century

Barnett: Absolute
Tempos, Liminal
Rhythms, and
Ancient Notational
Superfluities in LateSeicento Sonatas

Erhardt: Travel
Diaries as
Sources of Early
Modern Music
History

Ahrendt: The
Babel[l]s,
between
Hanover and
London

Rotem: The Carlo
G. Manuscript

Dewhirst: The
‘Spinettina’:
Octave Pitch
Keyboard
Instruments in
Italy
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Peter Holman

GaudefroyDemombynes &
Cam: What are the
intrinsic qualities and
the impact of the
practice of comedyballet and opera of
the period of Louis
XIV in the cognitive
development of
students in
musicology?

Shirley Thompson

Pedagogy and
Communication

The Future of
Research into
Scribal Hands

16:00 Roundtable:
Fiona Smith,
Donald
Burrows,
Rebecca
Herissone,
Alan Howard,
Estelle Murphy,
Andrew
Woolley

chair:

Pg06

Pg09

Saturday, Late Afternoon Session

Markovska:
Bach’s Suites
for Solo Cello
(BWV 1007 1012):
Textuality and
Beyond in the
Search for
‘Truth’

Tanja Kovačević

Bach

Pf06

Riedo: Unveiling the
mystery of violin
improvisation

David Schulenberg

Improvisation &
Ornamentation

Lg16

Stefanovic:
Renaud ou La
suite d’Armide
by Henry
Desmarest:
dramaturgic and
narrative analysis

Arne Spohr

Drama,
Narrative and
Text

Ng07
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Sanna: How to flee
from sorrow’:
Alessandro Stradella
at the intersection
between the
academia and the
creative industry
[discussion paper]

17:00

19:30 Conference banquet, Westgate Hall

15:30 Break

Bowring: The
Artisanal
Instrumentalist in
Early Baroque Italy:
A New Approach to
Pedagogy

16:30

BNUK session

Janz: Resonant
Tempo, tonality
and tempo
relationships in
J.S. Bach’s
Orchestral Suite
No 2 in B
minor
Kopsalidou:
Ornaments and
bowing in French
viola da gamba
music (1610-1773)

Chung: What newlyrediscovered sources
tell us about
seventeenth-century
French harpsichord
creativity

Zazzo: ”Troppo
audace": Handel,
Rolli, and Milton
in the Italiantexted 1741
revival of
L'Allegro

Giles: The
Rhetoric of
Contrasts in the
Seicento
Madrigal:
Monteverdi’s
terza pratica?
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10:00

Business meeting

Sunday 17th July
Business meeting to decide the host institution for the
next conference in 2018 (Pg09)
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— Abstracts —
Elena Abbado, Università degli Studi di Firenze
The Medicis and the oratorio production in Baroque Florence
The Roman genre of the oratorio gained attention in all
principal Italian centers during XVII century, founding a fertile
situation in Florence, both for musical and cultural affinity.
There, in the Tuscan capital, where the Catholic Church had
created a parastate inside the Medici Gran-Duchy (and later the
Lorena dominion), every Florentine man was affiliated to a lay
company or close to a confraternity where the musical
production had a prominent role in the community life.
In the case of the oratorio, a real competition was engaged
between institutions based on the quality of music and the
execution and magnificence of the apparatus of the sacred
dramatic production, in particular by the Congregation of the
Oratory of San Filippo Neri. This widespread success, later in
the XVII century, entered also the word of the court, where
especially the Grand-Duchess of Tuscany Vittoria della Rovere,
her sons Cardinal Francesco Maria de' Medici and Grand-Duke
Cosimo III, and - last but not least - her nephew, the musical
mecenate Great-Prince Ferdinando de' Medici, showed
particular interest in the oratorio production. All of them
enjoyed oratorio performances privately or in public, directly
contributing to the evolution and success of this genre in
Florence.
Starting from the “case studies” dedicated to the Florentine
oratorio by Italian Musicologists Domenico Alaleona and Guido
Pasquetti at the beginning of the XX century, and later
developed by John Walter Hill, the present paper aims at giving
light for the first time to the role of the musical oratorio inside
the Medici court.
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Martin Adams, Trinity College Dublin
‘It's Nice to Find a Piece of Paper with a Date on it.’ But what if
you can't find it?
In 1992 the 125-year-old debate about the date of Purcell's
Dido and Aesneas was revived forcefully by Bruce Wood and
Andrew Pinnock. Their article in Early Music, suggesting that
Dido's origins lay in 1683–84, provoked many responses, to
which they replied with characteristic vigour. More recent
articles by Bryan White (2009) and Andrew Pinnock (2012)
have presented strong empirical evidence that Dido was
"planned [around 1683] as a piece of service for Charles
II" (Pinnock), yet that "Dido and Aeneas was written no later
than July 1688" (White).
All this might seem much ado about a little, for what difference
can five or six years make? In this case quite a lot, but not
primarily because the date of Dido is the most hotly debated
topic in Purcell scholarship. Firstly, this paper will review the
main arguments put forward since 1992. Secondly it will argue,
drawing on music ranging from Monteverdi to Berio, that the
deeper significance of the debate lies in problems philosophical
and methodological. The Dido argument has been ham-strung
by a hierarchy of skepticism, by musicology's tendency to overelevate deduction via empirical evidence, its suspicion of
inductive reasoning, and its built-in inclination to exclude
evidence adduced via what the Hungarian-born philosopherscientist Michael Polanyi calls personal knowledge. Finally, the
paper will draw on evidence analytical, technical and stylistic,
to suggest that most of the surviving score of Dido cannot have
been composed earlier than c. 1687.
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Rebekah Ahrendt, Yale University
The Babel[l]s, between Hanover and London
“My dear and well-beloved son, William Babell,” wrote Charles
Babel (d. 1716) in his will. The two must have been close:
Charles trained William in the arts of performance from a young
age; the two played together in major London orchestras; and
together they formed part of London’s finest band of foreign
performers, the band that enabled the institution of opera.
To date, the Babels have been an interesting side note in
histories of 17th and 18th century music. Charles is principally
recognized as a transmitter for Continental music in Britain.
William, on the other hand, is best known as an arranger of
Handel’s music. Yet little is known about the Babel family
before their arrival in London c. 1700.
Recently discovered documents clarify Charles’s sources and
William’s upbringing. William’s mother was Parisian, and
William was born in Hanover (not London). Between Hanover
and London was The Hague, where the family settled by the
spring of 1693 and which would prove transformative for
Charles’s repertoire as a copyist. And, surprisingly, this Catholic
family chose to convert to French Calvinism in 1696, a move
which likely aided their successes in Britain.
Beyond biographical detail, however, these documents speak of
a deep connection to the musical communities of Hanover and
beyond. Exploring the routes that the family took and the
experiences gained along the way could reshape our
understanding of the London scene, which perhaps owes far
more to the average working musician like Charles Babel than it
ever did to Handel.
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Konstantinos Alevizos, Paris-IV Sorbonne University
Re-ordering ‘The Art of Fugue’? A new, analytical point of view
“The Art of Fugue” by Johann Sebastian Bach is a contrapuntal
musical work that consists of a series of fugues that are based
on a single principal subject but at the same time, are very
different in nature. This presentation aims to explore new
criteria and to introduce an analytical point of view with regard
to the fugues’ ordering issue. The author presents the current
bibliography and the main theories among researchers and
examines the ordering issue via two parallel paths: The
alignment or not with well-known positions, often based on
elements of philological nature (publications, historical
background, anecdotes and codicological analysis of the
manuscript). The cross-examination of all fugues and their reordering in what seems to be the most logical and probable
way, by using the results of the musical score’s thorough
analysis. The author demonstrates that the ordering issue of
“The Art of Fugue” can be explained by using the concrete
results of an overall and extensive analysis of the existing
musical score. It is the author’s opinion that the reasons behind
the arrangement of the fugues lie merely in the score and in the
writing of “The Art of Fugue” itself.

Nadia Amendola, Università degli studi di Roma “Tor Vergata”
Poetry in Music in 17th Century Rome: New Attributions of
Cantata Texts of Giovanni Pietro Monesio
The musicological research regarding vocal settings can benefit
from a great variety of perspectives thanks to the coexistence of
music and poetry. The 17th and 18th centuries chamber cantata
is still a very interesting field of research, also thanks to the
relationship between lyric and musical composition. This paper
employs the textual perspective and investigates several works
of a poet related to baroque music in Rome: Giovanni Pietro
Monesio. In the historical, literary and musicological studies,
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information about biography and poetry of Monesio are scarce
or even inexistent, despite he was a very prolific poet. His
poems occur both in literary celebration of important political,
cultural, religious events, and in musical compositions,
especially in «poesie per musica» such as cantatas and
canzonettas. Monesio was in contact with the main cultural
circles in Rome, such as the Academy of Umoristi, and the most
powerful Roman families, such as Barberini. The texts of
Monesio were published in La musa seria (Rome, 1674),
dedicated to Emperor Leopold I and Eleonora Gonzaga Nevers,
widowed wife of Emperor Ferdinand III of Habsburg.
This paper aims to provide new information regarding
biography of Monesio and to analyze how composers set in
music his poetry. It pays particular attention to the new
attributions of anonymous texts in musical sources, that have
been possible thanks to the poetic edition of Monesio’s verses.
Emily Baines, Guildhall School of Music & Drama
The Ghost In The Machine: how arrangements made for
mechanical musical instruments challenge modern “eighteenthcentury” performance practice norms
This paper, part of a larger work in progress, examines the
performance practice, particularly ornamentation, found in
extant eighteenth century mechanical musical instruments and
addresses the questions of how and why this differs from a
modern ‘historical’ performative norm. It is a Case Study,
examining two versions of the same piece of music, a minuet
from the overture to ‘Ariadne’ by Handel, played by mechanical
organs made, in the same locality, about 50 years apart. The
first, a musical clock made in London by Charles Clay around
1738, was pinned at a time when Handel lived close by. The
composer would certainly have been been aware of its
construction, and in all likelihood even had a direct input on
the arrangements. The second, a barrel organ containing 16
barrels, 12 of which contain music almost exclusively by
Handel, was made in 1785-90 by Henry Holland, also in
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London. By comparing these two arrangements we are able to
examine which aspects of the performance style changed over
this time, and (perhaps more importantly) observe elements of
performance style which remain similar. Both versions are
highly ornamented and this paper will examine their individual
ornamentation styles and discuss which stylistic features persist
from the earlier musical clock to the later barrel organ. It will
then consider what the wider implications of this continuing
stylistic practice might be for performers of eighteenth-century
music. It will also include audio footage of the instruments in
question.

Pablo Ballesteros, University of Valladolid
The performance of polychoral masses during the middle
decades of the 17th century in Valladolid, Spain
Fortunately, numerous publications and recordings about the
Spanish music of the 17th century have been released during
the last years, most of which are about secular and instrumental
music. Nevertheless, it is evident the lack of releases dedicated
to the sacred music of the mass, the most important event for
the people of that society.
My proposal is focused on the performance practice of
a polychoral masses group of the middle decades of the 17th
century in Valladolid. This metropolis was the capital of the
Spanish kingdom during the first years of that century. Later, the
royal court returned to Madrid, however Valladolid tried to keep
on with its splendour. Nowadays it is a city that not only
preserves the architectonic spaces where these masses were
performed, but also very interesting information about them, in
the religious institutions archives, for example the exceptional
cathedral library, and in other documents like chronicles and
contracts. All these pieces of evidence will help to take
pertinent decisions about performance questions: musicians’
arrangement in the building spaces, instruments used, number
of singers and instrumentalists, etc. The most valuable sources
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are, obviously, the unpublished musical manuscripts from
outstanding composers of that period that I'm editing: Alfonso
Vaz de Acosta (?-1660), chapelmaster in the cathedrals of
Badajoz and Ávila, or Carlos Patiño (1600-1675), chapelmaster
of the Real Capilla.
Michael Bane, Case Western Reserve University
The Art of Complimenting Amateur Musical Performances in
Seventeenth-Century France
In this paper, I reconstruct one element of social choreography
guiding amateur musical performances among gens de qualité
in seventeenth-century France. Behavioral rituals called
cérémonies governed the everyday interactions of these highborn men and women, with specialized greetings, valedictions,
and compliments all belonging to the repertoire of ceremonies
commonly practiced at social gatherings. A number of obscure
sources, including conduct manuals, novels, dictionaries, and
conversational templates, preserve the phatic particulars of
musical performance as practiced by amateurs. I use these
materials to recreate the ceremonious behavior demanded of
audiences, an integral but often overlooked component of
musical culture. Audiences conducted their most intricate
ceremony immediately following the musical performance, for
it was then incumbent upon the auditor to offer his or her
(usually complimentary) assessment. This was a delicate
moment of role reversal: musicians now watched and listened
as their audience commented upon the recently completed
display. Like the musical performance itself, evaluations were
carefully choreographed. Performed before onlookers (the
musician and fellow audience members) and governed by
specific rules of conduct, there was a right way and a wrong
way to compliment a musician, and I reveal the instructions
offered by the specialized literature produced in Paris to aid
audiences in giving correct and gratifying compliments. By
clarifying the interpersonal considerations important to
audiences eager to appear refined and courteous before their
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peers, this paper allows for a clearer understanding of music as
an agent in the construction of social identity in seventeenthcentury France.
Naomi J. Barker, The Open University, UK
Learning the trade: What did Froberger do in Rome?
Froberger was unusually well travelled for a musician, and it
has been mooted that his travels may have included some
involvement in diplomacy. He was able to communicate in
German, Italian and French – a linguistic facility which was not
a common skill for a musician of the time. His conversion to
Catholicism may have provided some basic Latin or he may
have attended a Latin school. There is evidence that he was in
touch with leading scholars Kircher and Huygens who
communicated with each other in Latin. If he did have some
sort of diplomatic employment, the job would have no doubt
required excellent language, literacy and writing skills and
Froberger’s autographs demonstrate an unusually high level of
calligraphic skill. So what was Froberger really doing in Rome?
Taking as a point of departure the much disputed
authorship of the manuscript BAV Chigi Q.IV.25, this paper
highlights residual elements of the oral tradition of the Roman
keyboard toccata evident in this manuscript, and posits a new
hypothesis as to its author.
Gregory Barnett, Rice University, Houston TX, USA
Absolute Tempos, Liminal Rhythms, and Ancient Notational
Superfluities in Late-Seicento Sonatas
The musical notation of the late seventeenth century preserves
accumulated layers of meaning that include redundancies of
tempo indications, vague approximations of rhythm, and
ambiguities, even contradictions, in mensurations and time
signatures. This paper focuses on the interpretation of tempo
and rhythm in late-seventeenth century sonatas, beginning with
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evidence that shows, on the one hand, the assumption of pulse
equivalence between diverse meters (e.g., Maurizio Cazzati,
Op. 50, 1669) and, on the other hand, the clear use of
proportional tempo relationships between individual parts and
movements (e.g., G. M. Bononcini, Op. 4, 1671).
Both
approaches, as I will show, are transmitted in the notational
habits of Arcangelo Corelli, including a hybrid tendency of
associating tempo ranges with specific meters.
Turning next to questions of rhythm, Corelli's own
approximative notational approach is borne out by comparing
the rhythmic freedom in his Op. 5 embellishments with those of
his contemporaries. There is, however, a more widespread
freedom of rhythmic interpretation to be found in the notation
of dances, and, in this context, Corelli emerges as relatively
strict compared to others. Taking the giga as the most extreme
case of notational variety (it is seen in no fewer than nine
different meters), I show that its various meters reflect both a
history of giga subgenres and a performance practice of shifting
or even liminal rhythms between triplet and dotted motifs. In
sum, a harder look at the notation of Corelli's time recasts some
of his music as novel and even strange.
Graydon Beeks, Pomona College, USA
Dr Pepusch at Cannons
Most discussions of Johann Christoph Pepusch (1667-1752) – or
John Christropher Pepusch, as he became known in England –
concentrate on his work as a theatre composer, a theorist or an
antiquarian. In discussions of music at Cannons, the stately
home of James Brydges, from 1714 Earl of Carnarvon and from
April 1719 First Duke of Chandos, Pepusch is generally viewed
as an appendage to George Frideric Handel, whose Acis and
Galatea, Esther and Cannons Anthems and Te Deum were
composed and performed there in 1717 and 1718; Esther may
not have been performed until 1720. Yet Handel’s connection to
Cannons lasted only a little over a year, while Pepusch was
active there for nearly a decade.
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Pepusch’s presence at Cannons is first documented in
December 1718, but there are indications that he may have
been involved somewhat earlier. He was initially treated as a
musician in residence, as was the case with Handel. However,
in spring 1719 Pepusch was named music director, given a
salary, and allocated a room in which to live and a seat at the
Chaplain’s Table. In return he supervised the activities of the
Cannons Concert, which was converted from a small ensemble
of professional musicians to a larger group that also included
servants who were musically skilled. His work included
auditioning new members, organising and cataloguing the
music library and collection of instruments, composing works
for the ensemble, and teaching the younger musicians. Among
the latter were boys who also served in the capacity of pages to
the Duke and Duchess, together others who seem to have been
apprenticed directly to Pepusch.
After the Duke dismissed his professional musicians
following financial losses in the 1720 collapse of the South Sea
Bubble, Pepusch continued to supply musicians from London
for performances on Sundays and special occasions. The last
payment to him is recorded on 13 July 1726 for his work to
Christmas 1725. It is the goal of this paper to flesh out this
skeleton, based on my work in the Stowe Manuscripts at the
Huntington Library in California, and to argue that Pepusch’s
activities at Cannons were more extensive and important than
has generally been realised.
Lynette Bowring, Rutgers University, New Brunswick, NJ, USA
The Artisanal Instrumentalist in Early Baroque Italy: A New
Approach to Pedagogy
Addressing professional instrumentalists in the 1620s, Dario
Castello offered his readers the advice that if, at first, his music
seemed very difficult, with repeated practice it would become
easier and more enjoyable. Castello was one among a number
of composers to include in their publications advice on the
practice of instruments, and, given the advancing technical
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demands appearing in instrumental compositions, physical
technique and the methods for learning and performing new
music must have featured centrally in the education of
instrumentalists. Scholars have however focused on aspects of
pedagogy which interact with music theory or the education of
amateur elites. Due to the oral nature of instrumental teaching,
no comprehensive understanding of pedagogy for professional
players has emerged from existing studies.
In this paper I propose a new methodology for the
study of early-modern instrumental pedagogy, with particular
reference to professional musicians in northern Italy. I explore
the place of learners in the musical establishments of the
period, considering church educations and private learning
within close family groups, and I trace the pedagogical
relationships that learners constructed with their elders. By
connecting such training to traditions of artisanal learning, I
open new discussions of orality, physicality, and the role of
tradition. As a case study I consider the pedagogical values of
the diminution tutors from the 1580s to 1620s, and draw
connections between these and the emergent sonata repertoire.
My readings of these sources bear wide-ranging implications for
the cultivation of instrumental composition during this pivotal
moment in its development.
Bella Brover-Lubovsky, Institution: Hebrew University /
Jerusalem Music Academy
Between Baroque and Romantic: Giuseppe Sarti as
counterpoint student and teacher
Giuseppe Sarti (1729-1802) could not be considered a Baroque
composer. Nevertheless, notwithstanding the chronological
limits of the Baroque as a period, Sarti demonstrates his
allegiance to some of its core features, particularly in his use of
contrapuntal techniques and procedures, especially fugue.
Sarti was a student of two esteemed experts in
counterpoint: Giambattista Martini and Francescantonio Vallotti,
each of whom promoted his own theories. Apart from
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independent instrumental works, Sarti’s church and ceremonial
court compositions include a compulsory fugue section that
demonstrate his perfect control of the most demanding
contrapuntal techniques.
His letters to Vallotti (1779) shed some light on the virtuosic
complexity in treating fugue that he had adopted from both
mentors. One of Sarti’s compositions for a competition, which
resulted in his winning the position of maestro di cappella in
the Duomo of Milan, includes, in his own words: “The fugue for
eight voices … with the longest subject. … Later comes a
subject in retrograde inversion, in two parts with a third in
simple retrograde. … in one place there is a group of
dissonances, where I have written ‘Authorized by the school of
Inversion’.”
Sarti transmitted his skills as a contrapuntist to his own
students in Italy and Russia. Due to one of them, Luigi
Cherubini, Martini and Vallotti’s teaching methods of fugue
determined the character of the discipline in the nineteenth
century.
My paper explores Sarti’s treatment of fugue and his
role in transmitting this procedure from the Baroque to the
Romantic era. Particular attention will be given to the treatment
of dissonance according to the Scuola degli rivolti promoted by
Vallotti.
Donald Burrows, The Open University, Milton Keynes, GB
Handel, Walsh and the publication of Messiah
The chapter on ‘Printed Editions’ in Watkins Shaw’s A textual
and Historical Companion to Handel’s ‘Messiah’ (1965) gives a
masterly summary of the publication of music from Messiah
during Handel’s lifetime, although for the purpose of his edition
Shaw concluded that this area of sources did not provide much
useful material for his edition. Nevertheless, the history of the
early publication (and non-publication) of Messiah remains
intriguing. When did Walsh receive copy, and what did his copy
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look like? When was Songs in Messiah engraved, and in what
ways (if any) did it differ from other comparable Walsh editions
of Handel’s music? When did Walsh plan to publish it, and why
was there a delay? What sort of public and performers were
expected to purchase and use the music? New relevant pieces
of evidence have come to attention since 1965, relating to
Handel’s working relationship with Walsh junior, but answers to
most of these questions still remain speculative. This paper will
review what is knowable about the early publication of
Messiah, and what may reasonably be inferred from the musical
evidence. It will also present the results of a fresh examination
of the printed editions, with particular attention to Walsh’s
music engravers and his paper stocks.
Ben Byram-Wigfield, Open University
When Did You Last See Your Father? Antonio Lotti’s Family in
Hanover and Venice
It is often mentioned in biographies of Antonio Lotti (1667 1740) that at the time of his birth, his father, Matteo Lotti, was
Kapellmeister in Hanover. (This has been used to support the
idea that Antonio himself was born in Germany.) However, a
simple check of readily available facts shows this to be untrue:
Antonio Sartorio held this post from 1666 to 1675, and there
are no Hanoverian records to support the employment of a
musician named Matteo Lotti in any capacity.
This paper assembles documentary evidence that
reveals an intriguing story of the Lotti family as musicians
working in both Venice and Hanover: the baptism of the young
Antonio and his ‘adoption’ by Venetian nobility; a brother who
played violin in the courts of Hanover and Dresden; and the
career and true identity of Antonio Lotti’s father.
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Tim Carter, University of North Carolina at Chapel Hill, USA
Listening to Music in Early Baroque Italy
‘Sweetness in song does not consist of presenting words and
letting them be understood, but in the beauty of the voice, in
the variety of sound.’ Grazioso Uberti’s comment in his treatise
Contrasto musico (1630) seems quite shocking in light of how
we commonly view the new musical rhetorics and styles that
emerged in Italy in the late Renaissance and early Baroque
periods, where the verbal text purportedly reigned supreme.
Uberti’s reversal of this position, however, hinged on a debate
promulgated by the Jesuits in Counter-Reformation Rome over
how the arts might promote spiritual uplift, whether by way of
reason or directly through the senses. Central to this debate was
what the Jesuits called ‘proper discernment’ (recte sentire) that
extended to the “proper” way to listen to music.
Theories of musical listening are well established in the
fields of music cognition and, increasingly, of music theory.
Historical musicologists, however, tend to take it for granted:
while we mostly believe in Historically Informed Performance,
we assume that our ears can take care of themselves once
attuned to contextual referents and stylistic difference. But
making music sound as it might have done at any given time is
one thing, and making it heard as such is quite another. Here
we find ourselves at unexplored intersections of theory and
practice, and of “drastic” and “gnostic” approaches to musical
experience grounded within, rather than beyond, its history.
To engage with these issues I draw on tools created by
ethnomusicologists engaging with the acoustemology of various
Western and Eastern cultures, and bring cross-disciplinary
perspectives to bear from other social sciences. I also ask a
simple question: given all these arguments at the turn of the
sixteenth century, what precisely did Italian composers and
performers do to make people listen to music in new ways?
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Joanna Carter-Hunt, Florida State University, USA
Salomon de Caus’s Institution harmonique (1615): A Case Study
of Intercontinental Collaboration in the Production of an Early
Modern Music Theory Treatise
Between 1611 and 1624, five of the seven treatises by Salomon
de Caus, a seventeenth-century French polymath who wrote on
diverse subjects including music, were all published in an
elaborate fashion by various printers. Each of the five printed
texts appeared in folio format and contained intricate
engravings and woodcut illustrations. The costly publications,
dedicated to his royal patrons in England and on the continent,
demonstrate the breadth of the author’s knowledge, his
pragmatic orientation to the material, as well as the support he
must have garnered through his service.
De Caus’s work on music theory, Institution
harmonique (1615), is largely modeled after Gioseffo Zarlino’s
influential treatise Le istitutioni harmoniche (1558). Many
definitions and diagrams resemble those in Zarlino’s work, and
Book III of Istitutioni appears to be the source for much of the
content in Institution harmonique from Chapter II onwards.
Printed by the Englishman John Norton in Frankfurt and
dedicated to Queen Anne, Institution harmonique has not been
thoroughly examined in terms of its production and
dissemination, apart from the identification of Wolfgang Richter
as the printer for the typeset music examples. Like the other
works by de Caus, Institution harmonique offers an interesting
case study of Early Modern publishing practices. In particular,
the somewhat paradoxical aspects of the printed volume, the
connections between the various individuals involved in the
production of the book—especially between Richter and
Norton—and the author’s relationship with members of the
English court provide indications of its complex publication
history.
While this paper will address correspondences
between Zarlino’s treatise and that of de Caus, it will primarily
examine the production history of Institution harmonique and
discuss the collaboration between the various artisans and
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printers who contributed to the volume. Institution harmonique
exemplifies the significant roles publishers, printers, and
artisans often played in creating Early Modern publications on
music, as well as in producing musical scores.
Catherine Cessac, CNRS-CESR, France
The musical patronage of the duchesse du Maine (1676–1753)
After her marriage to the Duc du Maine in 1692, LouiseBénédicte de Bourbon, grand-daughter of the Grand Condé,
sought to make her court at the château de Sceaux, near Paris
and Versailles, one of the most prestigious in France. Music
contributed to the court’s splendour and enhanced the duchess’s
status. To this end, she surrounded herself with talented poets,
musicians, painters and other artists. In the initial celebrations
prepared for her at Châtenay, it was musicians from Louis XIV’s
musical establishment who took part, among them Matho,
Buterne, Forqueray and Visée. But after her installation at the
château of Sceaux, the house of Maine acquired two musicians:
Jean-Joseph Mouret and the lesser-known Pierre-Nicolas
Marchand. Others, such as Nicolas Bernier, François Colin de
Blamont and Thomas-Louis Bourgeois, participated in the
prestigious spectacles known as the Grandes Nuits of
1714-1715.
After defining the nature of the duchess’s different forms
of patronage (regular employment, performance of works,
dedications of published collections), this paper explores the
networks to which her musicians belonged at the time of their
recruitment, in order to evaluate the specific political and
aesthetic world of the Sceaux court, quite distinct from that of
Louis XIV and such princes as the dauphin or the duc
d’Orleans. It will also discuss the impact of the duchess’s
patronage and personal tastes on the styles and genres of the
works performed during the Grandes Nuits de Sceaux.

!43

Patrick Chen Chun-Hao, National Taiwan University, Graduate
Institute of Musicology
Towards a diverse interpretation of courantes: musical mobility
in Baroque German-speaking Europe
The courante is a dance and instrumental form, and there are
two distinct types: the Italian ‘corrente’ and the French
‘courante.’ Throughout the seventeenth and early eighteenth
centuries, Italy and France counted as leading musical nations.
France was the leading power in Europe, with Louis XIV as the
model for artistic patronage. By contrast, Italy and Germany
were each divided into numerous sovereign states, with
performers and composers often traveling, seeking better
employment. German musicians were often trained in more
than one style. However, they did not necessarily make a virtue
of eclecticism.
This paper will discuss representative figures of Italy
and France, and then examine German music as a third
perspective, exploring the ideas of composers like Froberger,
Muffat, Telemann and Bach. Through detailed analysis of
metrical rhythm and ornamentation, this paper illuminates the
uniqueness of each German composer in the writing of
courantes. Also, through citations from contemporaneous
publications, it investigates the social contexts of German
attitudes towards the genre and towards the two foreign musics.
More broadly, this paper aims to demonstrate that
musical mobility across national borders is hardly smooth, and
that individual German composers dealt with courantes in a
manner which engaged yet transcended French and Italian
nationalisms. As Pina Bausch asserted, “I don't care how they
move, I want to know what moves them”, so this investigation
reaches the conclusion that in German-speaking Europe,
musical mobility illustrated by the courantes manifests the free
will of either taking sides or walking the composer’s own road.
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David Chung, Hong Kong Baptist University
‘What newly-rediscovered sources tell us about seventeenthcentury French harpsichord creativity’
The development of seventeenth-century French harpsichord
music is enigmatic in several respects. Although little is known
about the formation of this style before 1650 (we have names of
composers, but no surviving music), the style has attained a
high degree of sophistication in the music of the earliest known
masters (e.g. Chambonnières, Louis Couperin and D’Anglebert).
The creative processes behind how the seventeenth-century
harpsichordists developed their skills remain steeped in mystery.
A study of about twenty recently-rediscovered manuscripts
offers fresh opportunity for a reassessment of performance
practice issues, as well as insight into how harpsichordists of the
time taught and played. In particular, a comparative study of
variant readings between concordant versions serves to inform
the present-day performer on ways to maintain spontaneity in
works that were composed, and on ways to be creative yet stay
faithful to the original spirit of the music. Of even more
significance, these new sources provide additional materials for
revisiting key issues pertaining to this repertory: how to define
the ‘work’, what could be the possible variants (melodic,
rhythmic, textural) between performances, what is the role of
improvisation, as well as the creativity processes of French
keyboard performance during the seventeenth century.
Isobel Clarke, Royal College of Music, London
The Seventeenth-Century Recorder: published repertoire
What can we learn about seventeenth-century instrumentalists
and their practices by looking at the evidence of surviving
repertoire? When piecing together a picture of recorder-playing
activity in the seventeenth century, surviving publications have
naturally been a vital source of information about the
instrument’s exponents and their performance activities. As is
now well understood, however, the facts presented by the
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notation alone by no means tell the full story. This paper begins
by sketching an overview of recorder repertoire published in
southern and central Europe between ca. 1600 and 1700. I
examine this material from several different angles: by genre,
geographical region, and chronologically, with a view to
charting both musical and functional developments which seem
to have occurred over the course of the century. It becomes
apparent that reading the evidence in these ways sheds light not
only upon the relationship between published music and its
use, but also wider questions such as the differences (or
otherwise) between professional and amateur recorder playing,
and the role of the instrument at sites of social exchange. As
well as looking back at earlier historical studies of the recorder,
my research draws comparisons with parallel work on the
seventeenth-century viol repertoire, revealing some striking
similarities between the roles of the two instruments in sociable
music-making.
Although my main approach here is to view the body
of surviving repertoire as a whole, I also focus in on two case
studies in order to test some of my specific conclusions: the
published edition of Giovanni Battista Riccio’s Il terzo libro
delle divine lodi (produced by Bartolomeo Magni in Venice,
1620) and the recorder compositions and references found
within ‘t Uitnemend Kabinet, a compilation published by Paulus
Matthysz (Amsterdam, 1649).
Helen Coffey, Open University
The House of Brunswick-Lüneburg at the Venetian opera: Italian
singers of the Electoral court
By the time Ernst August, father of King George I of Great
Britain, became the first Elector of Hanover in 1692, the House
of Brunswick-Lüneburg had established a relationship with Italy
that would be beneficial to both the political and cultural
profile of the Hanoverian court. For many years, Ernst August
and his brothers had visited Venice to indulge in the annual
carnival there and to attend opera performances in the city. Yet
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Ernst August was not only a keen patron of the carnival
festivities in Venice, but also ardently promoted these Venetian
celebrations back home in Hanover, most notably through the
construction of an opera house, where for around ten years
some of the best singers in Europe would perform the works of
his Kapellmeister Agostino Steffani. In order to reproduce the
high standards of the Venetian opera at his Hanoverian court,
Ernst August naturally turned to the performers he had first
heard when visiting Italy. Every year, singers would arrive in
Hanover to perform in the opera there, not only from Venice,
but also from other musical centres such as Ferrara, Bologna
and Modena. This paper will explore how Ernst August’s Italian
connections influenced the performance of opera in Hanover. It
will consider how these links played a key role in the
recruitment of singers for the Hanoverian opera and thereby
contributed to the musical and political profile of the court.
Georg Corall, University of Western Australia/Monash
University Melbourne
No Strings Attached? – Johann Christoph Pez’s works for Oboe
Band
Bruce Haynes provided the following comments in his
bibliography Music for Oboe for a selection of Johann
Christoph Pez’s compositions: the overture suite titled ‘Entrée’
was ‘probably meant for Str/Ob band’, while for the overture
suite in Bb major ‘…the entire group could be either a Str or an
Ob band’. Regarding the work titled ‘Sonata’, he questions
whether the viola parts might possibly refer to two tenor oboes.
Pez’s suite in d minor, apparently composed for ‘oboe band’,
was made well known to modern musicians thanks to a 1979
edition by Jesse A. Read, published by Nova Music as part of
the Anthology: Music from the Court of the Sun King. Most of
the extant manuscript music of the Württemberg court is merely
provided in single parts. Occasionally, a duplicate copy exists
for the first part and the bass part of a composition. Samantha
Owens provided suggestions from contemporary court
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musicians that up to three players might have shared a part. She
also noted the existence of Hautboisten at the Württemberg
court as well as their direct involvement with the courtly
Kapelle. This leads to the present investigation of
instrumentation and the forces involved in Pez’s Tafelmusik.
Were Pez’s works for Orchestra, or did he indeed imply the
performance by an oboe band? Even if the involvement of the
Württemberg Hautboisten in such concerts can be assumed, it
appears that a clear decision regarding whether he wrote his
works with a pure double-reed band in mind cannot be made.
Giuseppina Crescenzo, Hochscule für Musik, Franz Liszt
Weimar, Institut für Musikwissenschaft Weimar, Universität
Friedrich Schiller Jena – Germany;
The Subject Dies Domini in the Sacred Cantata of the Baroque
period in Italy
The "Dies Domini" is one of the subjects of the Italian sacred
cantata production of the Baroque period, which was explored
by a striking number of composers. The sheer number of already
sighted sacred cantatas in various archives permits the
assumption that they enjoyed an extraordinary popularity. The
lecture deals with the following questions: where did this theme
arise from, why was it explored so often, how was it set to
music by various composers, and in how far did the Catholic
Pastoral Theology offer impulses for the libretto in the religious
environment and use the cantata as a means to proclaim the
message of salvation to educate and stir up people's minds. Was
the same religious theme also felt intensely by the people? But
what truth does the church tell and what attitude does the
Catholic Church have in the 18th century? Analogies of cantata
and tract contents feature special "truths" that were very
important for the Church of that time: These needed not only to
be preached, but also to be written down in tracts and to be
sung as cantatas. After comparing the relationship of the cantata
subjects to the tracts, questions are explored about the poetic
and rhetorical style.
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As the Catholic cantata was probably less performed in
such liturgical contexts as the Protestant church cantata (usually
in a church service), but maybe in the context of Catholic mass
or Vesper, or at the Quarantore, or on other occasions and
during devotions, one wonders about the background and the
objectives.
This topic was presented in dialogue form in a few
places by several protagonists, by up to three singers and in
recognisable dramatising contexts, so that possible sociological
or political contextualisation needed to be considered. The
focus will be on examples of the theme "Dies Domini" of
Neapolitan and Roman composers – such as Francesco
Durante, Francesco Feo, Leonardo Leo and Giacomo Carissimi.
Graham Cummings, University of Huddersfield
Handel under Attack: the London opera seasons 1733–37
For Handel the 1730s were years of musical challenges and
changes, not least during the four seasons 1733 – 37 when
London had not one, but two opera companies involved in
hostile competition for the same relatively small opera
audience. The longest established was Handel’s company, first
at the King’s Theatre, Haymarket (1733 – 34) and then at John
Rich’s new Theatre Royal, Covent Garden (1734 – 37). The ‘new
blood’ was Senesino’s House (aka ‘The Opera of the Nobility’),
performing firstly at the Theatre Royal, Lincoln’s Inn Fields, and
then after Handel’s exodus, at the King’s Theatre. This upstart
company carried the name of the Italian castrato who had been
Handel’s primo uomo during the three seasons 1730–33 before
he and the composer acrimoniously ceased their association.
The declared aim of the directors of the ‘Opera of the Nobility’
was ‘not [simply] to compete with Handel’s operas, but [to]
render them superfluous’. They were strongly opposed to what
they perceived as Handel’s high – handedness in opera matters
and wished to regain control over opera performances with a
newer and different repertoire.
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Although there are several important aspects to this
operatic rivalry, this paper will focus on the one that was most
important in determining the planning of each company’s
seasons namely, the choice of competing librettos and libretto
subjects. This aspect alone prompted dramatic ‘attacks ’and
‘counter – attacks’ within each of the four seasons. Reference
will be made to both imported/recycled dramas from Italy and
those which were newly written for London.
Antonella D’Ovidio, University of Florence
‘Old’ and ‘New’ Roman Orpheus in comparison: on the
ascription of trio sonata Ahn. 16 by Colista/Corelli
When Corelli arrived in Rome, the city had long since
proclaimed his Orpheus in the field of instrumental music.
Defined by Kircher in 1650 as ‘vere romanae urbis Orpheus’,
Lelio Colista (1629–1680) became one of the most acclaimed
lutenist and composers of the papal city. He was for many years
at the service of Cardinal Flavio Chigi as aiutante da camera
and enjoyed the patronage of the most important Roman
families. His reputation, in Italy and in England, was mostly due
to the manuscript circulation of his trio sonatas. They have
played a decisive role in creating a specific model of Roman
trio sonata and contributed greatly to pave the way for the
diffusion of Corellian sonata in England.
As already pointed out by Allsop, the sources of the
Colista’s trio sonatas present problems of attribution, especially
in relation to the works of Carlo Ambrogio Lonati. However,
studying the complex manuscript tradition and the systematic
comparison of the sources raises further problems regarding
questionable ascriptions to Colista attested in English
manuscripts.
This paper will focus on the attribution of the trio
sonata Ahn. 16 classified by Marx among the doubtful works of
Corelli and attested in a group of English sources. Some of them
attribute it to Corelli, others to Colista, others report no
ascription at all. The attribution will be discussed on the basis of
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the preliminary research for the critical edition of the Colista’s
trio sonatas and taking into account recent studies
reconsidering Corelli’s authenticated and doubtful works.
Stacey Davis, University of Texas at San Antonio, USA
The Analysis and Performance of Implied Polyphony in Solo
Bach
As Baroque violinist Jaap Schröder observed, “Bach and
Telemann knew that a single melodic line . . . could suggest
polyphony and would be perceived as such by the listener if the
player were skilful.” This technique of implied polyphony is a
particularly important feature of Bach’s unaccompanied string
pieces. After outlining an historical and perceptual approach to
analysing implied polyphony, this paper will focus on its
relationship to the expressive performance of solo Bach.
Mattheson, Heinichen, and Kirnberger described
implied polyphony as a way of using arpeggiation to represent
polyphonic textures, disguise melodic leaps, or delay
dissonance resolution. A detailed analysis of Bach’s implied
polyphony confirms his adherence to these principles, yet
reveals additional complexities. When placed in metrically
weak positions, the large intervals and contour changes that
create implied polyphony apply irregular accent patterns to the
isochronous surface rhythms.
Implied polyphony therefore
creates a sense of syncopation, rather than solely being a
melodic phenomenon.
Analytical observations such as these could inform a
performer’s expressive choices. Previous research investigated
this possibility by studying rubato, dynamics, and vibrato in
commercial recordings of solo Bach. Although this research
revealed important insights, recordings only reflect a final
interpretive product. The current study addresses the process of
interpretation through collaboration with renowned Baroque
violinist, Rachel Podger. During upcoming interviews, analysis
tasks, and live performances, Podger will share her approach to
understanding and expressively performing Bach’s implied
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polyphony, thus providing an additional link in the study of the
intersections between analysis and performance practice.
Adriana De Feo, Mozarteum Foundation? Salzburg
‘Ambleto (Venice 1705) and the collaboration between
Apostolo Zeno and Pietro Pariati'
Even before the ‘Shakespeare-renaissance’ and the spreading of
the Shakespearean-model in the nineteenth century melodrama,
the dramatic subject of Hamlet experienced some notoriety in
the Baroque period, especially in the version passed by Saxo
Grammaticus.
The Danish historian inspired Pietro Pariati and
Apostolo Zeno for their Ambleto (1705), set to music for the first
time by Francesco Gasparini for the Teatro San Cassiano in
Venice. Ambleto was been played throughout Europe, also
performed at the Hay Market Theatre in London in 1712, and
set to music again in 1715 by Domenico Scarlatti for the Teatro
Capranica in Rome.
My paper, through the analysis of the libretto and its
historical sources, will deepen the relationship and similarities
with the masterpiece of Shakespeare, contextualising the
important collaboration between Zeno and Pariati in the
cultural climate of the early seventeenth century Venice. I will
also analyse some arias by Francesco Gasparini and Domenico
Scarlatti.
Therese de Goede, Conservatorium van Amsterdam
Spicy Continuo Accompaniment in Seventeenth-Century
English Music
In this presentation I will discuss and demonstrate two different
types of continuo accompaniment: that of an instrumental
fantasia and of a recitative. I have chosen a fantasia by Matthew
Locke, from his collection For Several Friends, and the recitative
‘The Earth Trembled’, by Henry Purcell. I will base my
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accompaniments on information from contemporary sources, in
the first place the writings of the composers themselves: Locke’s
Melothesia (1673), on the realisation of unfigured basses, and
Purcell’s contribution to the 1694 edition of Playford’s
Introduction to the Skill of Music, where he discusses specific
Italian harmonic treatments illustrated with music examples
pertinent to the accompaniment of his recitatives. Additional
contemporary sources I will refer to are John Blow’s Rules for
Playing of a Through Bass and Thomas Mace’s Musick’s
Monument (1676).
At first glance these four sources leave the present-day
continuo player with little advice about matters of style. Yet they
provide important guidelines about voice leading, a feature that
contributes markedly to the stylistic harmonic profile of a
realisation. Typical examples are the spicy progressions
characterised by Charles Burney as ‘Dr. Blow’s Beatialities’.
In addition to the above-mentioned sources there are
written-out accompaniments, both for keyboard and for lute, by
Coperario, Lawes, Jenkins and Colman. These form a unique
source of seventeenth-century English accompaniments and are
still close enough in style to composers such as Locke and
Simpson to serve as models for the realisation of their works.
Katherine De La Matter, Independent Scholar
‘Finding Mimo’: poetry & music in the operas of Domenico
Scarlatti and Carlo Sigismondo Capece
Domenico ‘Mimo’ Scarlatti’s little-explored career as an opera
composer was at its most active in Rome from c1710 to 1714,
where it flourished in a steady creative partnership. Of the
thirteen operatic works Domenico wrote in his lifetime, seven
were created over this four-year period with librettist Carlo
Sigismondo Capece. Commissioned by the domestic court of
the exiled Queen of Poland, Capece and Scarlatti’s works were
performed for Rome’s Arcadian audience, which held Capece's
libretti in high regard. Yet these operas have received little indepth study, despite Domenico’s modern reputation and
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Handel’s settings of two libretti from this period in Tolomeo, re
d'Egitto (1728) and Orlando (1733). The devices and metrical
details Capece crafted for his audience of literati over a
sustained period provide a basis for examination of Domenico's
musical responses to these valued poetic features. This paper
explores elements of text setting and greater stylistic features in
the two extant drammi per musica, Tolomeo et Alessandro
(1711) and Tetide in Sciro (1712), as well as in aria fragments
from other operas produced by this partnership. The results
attempt to locate Domenico’s operas amongst those of his
contemporaries—not least, those of his prolific father,
Alessandro.
Alison DeSimone, University of Missouri-Kansas City, USA
Variety Concerts and the Cultural Practice of Musical
Miscellany
The emergence of the public concert in eighteenth-century
London coincided with a burgeoning appreciation for cultural
miscellany. Newspapers, literary collections, musical
publications, pasticcio operas, and even the conversational
atmosphere of the coffee houses each provided an endless
assortment of entertainments that catered to the mercurial tastes
and voracious cultural appetites of the English. Yet the
proliferation of pastiche offered more than simple diversion;
variety also juxtaposed new perspectives with old traditions,
and foreign influence with homegrown culture.
In part, the explosion of musical miscellany in early
eighteenth-century London reflected the city’s growing
reputation as a cosmopolitan hub. Foreign performers started
arriving in the city around 1700, bringing their performance
styles and music with them. By 1710, concerts and operas
featuring Continental musicians and singers were fully
integrated into each theatrical season. This paper reveals the
connections and intersections between musical practice and
cultural miscellany in the earliest public concerts given
between 1700 and 1720. I argue that variety concerts fulfilled
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two important roles. For performers, such events became
strategic opportunities to find a niche in an increasingly
competitive theatrical marketplace. For spectators, concerts
juxtaposing foreign and English musical practices stimulated
criticism, debate, and discussion over the relevance and
redefinition of English culture beyond the stage. Musical
miscellany became a way in which Londoners could reconcile
with their transforming culture as the new century—and a new
queen—ushered in a new world order.
Anne Desler, University of Edinburgh
‘La diversità de’ caratteri degli uomini’: Nicolini and the
Development of Metastasio’s Dramatic and Aesthetic Approach
to the dramma per musica
This paper constitutes a sequel to my 2014 ICBM paper,
‘Nicolini and Metastasio’s Meteoric Rise to Fame’, in which I
established the crucial importance of the work of the famous
castrato, Nicola Grimaldi ‘Nicolini’, both as a singer-actor and
as a director, for the early career of Metastasio.
My paper investigates Nicolini’s influence on
Metastasio’s dramatic and aesthetic approach to the dramma
per musica. Whilst the nature of singers’ contributions to the
dramma per musica has been debated for some time, the view
that they did not make authorial contributions to libretti and
scores (Strohm, 2002) remains widespread among
musicologists. However, the fact that dramatic characteristics of
Nicolini’s roles and the drammi per musica he arranged and
directed prior to working with Metastasio also abound in the
Metastasian roles he created suggests that the vastly
experienced star singer exerted considerable influence on the
conception of Siface (1723), Didone abbandonata (1724), Siroe
(1726), Ezio (1728) and Semiramide riconosciuta (1729).
Further comparison with later drammi by Metastasio indicates
that dramatic and rhetorical devices that were typical of
Nicolini’s work became firmly established elements of the poet’s
style. At the same time, changes administered to Metastasian
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libretti in subsequent productions led by Nicolini as well as
Metastasio’s own revisions of his libretti for publication reveal
the differences between the two artists’ aesthetics. They also
shed light on the fascinating relationship between the two
parallel lives of the dramma, i.e., as a commodity in the
operatic production process and a literary work.
Edward Dewhirst, The University of Edinburgh
The ‘Spinettina’: Octave Pitch Keyboard Instruments in Italy
The revival of historic keyboard instruments in the twentieth
century focused on the large elaborately decorated
harpsichords. The smaller, more modest, octave pitch keyboard
instruments, which sound one octave higher than instruments of
their time or later times, were thought to be inferior and were
thus ignored. Large numbers of these instruments, often called
octave spinet/virginal, ottavino or ‘spinettina’ in historic
literature, survive from the seventeenth and early eighteenth
century particularly from Italy. The range of types of octave
pitch stringed keyboard instrument available in the different
regions of the Italian peninsula in this period will be discussed,
and, using Pythagorean mathematics, the instruments will be
analysed and compared with larger lower pitch keyboard
instruments and suggests made about their origins. The position
of these instruments within music practice and society will be
illuminated with discussion of contemporary paintings and
analysis of historic inventories, such as those of Ferdinando II
de’ Medici Grand Duke of Tuscany. The repertoire for such
instruments will be discussed with particular reference to the
works of Girolamo Frescobaldi who specifically wrote for the
‘spinettina’ both solo and in ensemble. The terminology for
keyboard instruments in Italy will be analysed and the
importance and terminology for octave pitch registers within
larger lower pitch instruments will also be described. Finally,
the decline of the octave pitch level will be documented with
contemporary comment. The historical musician invariably had
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access to a range of types and pitches of stringed keyboard
instrument particularly those at octave pitch.
Michael Dodds, Yale University, USA
Internal and External Factors of Seicento Modal Conventions
Seveenteenth-century modal theory is notorious for its lack of
consensus on matters of terminology and classification. The
dominant system of modal classification in Catholic Europe, the
tuoni ecclesiastici arising from the organ’s role in psalmody, was
particularly lambasted for its lack of theoretical cogency and
confusion with the modi. What, then, accounts for its origins
and dominance?
New research indicates that the tuoni arose not from
organ-choir alternatim practice as such but from the
introduction of basso per organo parts to vocal polyphony in
the mid 1590s. Once this occurred, market forces dictated
notation of these parts in the keys of actual performance. The
keys themselves resulted from the interplay of internal factors of
modal labelling, notated transposition level, and performance.
That the tuoni acquired such force of convention (used in
labeling many thousands of works and described in some forty
Baroque treatises) is due to a convergence of statistically
demonstrated external factors. The Pax Hispanica won by the
Peace of Câteau Cambrésis in 1559 brought a half-century of
economic growth to the Italian peninsula. Music printing rose
meteorically; Venetian music publishers exported throughout
Europe. Borne by a tide of post-Tridentine piety, Office music
surged in popularity, surpassing Mass imprints threefold. Italian
printers’ reliance on moveable type, ill-suited to the notational
complexities of stile moderno motets, advantaged the
conservative styles favoured for psalms and canticles, the genres
most tied to the tuoni. In establishing Seicento modal
conventions, economics, religion, publishing trends, printing
technology, and musical style played mutually reinforcing roles.
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Jean Duron, Centre de Musique Baroque de Versailles, France
Opera in Concert: the seventeenth century practices according
to the sources of Lully and Campra
The reception of Parisian Opera in the distant provinces of
France can reserve some nice surprises. Three little-known
manuscript sources of the late seventeenth century show how
Lully’s tragédie en musique or Campra’s opéra-ballet could
liberate themselves from the stage and give rise to concerts in
provincial academies or salons. Without costumes or sets,
without dances, probably without staging, with a number of
musicians very different from those of the Court or of the
Académie royale de musique, these pieces should be reduced
to a concert “about an hour in length”. This brought the
musicians to make a very surprising selection from the original
works, sometimes without considering the roles, to create a
new varied and colourful scheduling. In addition, they had to
rewrite the counterpoint depending on the forces they had.
Tassilo Erhardt, Liverpool Hope University
Travel Diaries as Sources of Early Modern Music History
Charles Burney’s account of his European travels is widely
recognised as one of the most significant eighteenth-century
source texts on music history. What sets it apart from the
majority of travel journals of its time is both its focus on music
and its published—that is, edited—form: The bulk of writing in
this genre was done by travellers with no more than an average
(if any) knowledge music and was never intended for
publication. Thus, whilst the search for references to music in
these texts can resemble that for the proverbial needle in a
haystack, and whilst the type of musical observations in them
may occasionally appear inane, the genre as a whole has much
to offer to the music historian: (a) travellers frequently observe
aspects that locals would consider commonplace and therefore
not worth mentioning; (b) they provide an insight into the
musical experiences of a regular, non-specialist audience—e.g.,
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visitors to an opera tend to focus on costumes and the
representation of characters rather than on vocal or musical
qualities; (c) the vast number of these texts provides a
substantial body of eye-witness reports which has hitherto
remained largely unexplored by scholars.
This paper provides an overview of the extent of the
surviving material and features representative examples from
English, Dutch, and German travel accounts. Furthermore, it
addresses issues of method and hermeneutics in the study of
these texts. Finally, it surveys the growing international attention
for so-called ‘ego-documents’ which provides the necessary
infrastructure for a systematic evaluation of travel journals as
sources for Early Modern music history.
Amanda Eubanks Winkler, Syracuse University, NY, USA
Psalm Singing in Early Modern English Schools
Psalm singing was widespread at early modern English schools:
indeed, the statutes and orders of the grammar schools at
Leicester, Kirkby, Rivington, and Dulwich explicitly mandate
psalm singing. Psalms appear to have been a part of the daily
life of many students, even beyond church services. In a diary
entry of 1687 John Evelyn observed that Christ’s Hospital
students “sung a psalme before they sat downe to supper.” At
many of these institutions the ubiquitous Sternhold and Hopkins
Whole book of Psalmes would have been used; selected texts
from this psalter were copied into educational treatises such as
Edmund Coote’s The English school-master (1630). Other
institutions moved beyond Sternhold and Hopkins, providing
their own customised musical/religious indoctrination. Thomas
Ravenscroft wrote The Whole Booke of Psalmes (1621) while he
had an appointment at Christ’s Hospital and John Patrick, the
preacher at Charterhouse, published A Century of Select Psalms
(1679), which was used at the school. For the charity school at
Christ’s Hospital, as Susi Jeans has documented, a whole
repertory of ‘Easter Psalms’ was composed by the music
masters. This repertory served a tripartite function: to educate
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the children in religion and singing, to publicly display their
talents at the yearly Spital Sermons, and to advertise and
fundraise for the school through the dissemination of the psalms
as printed broadsheets. This paper analyses the choice of psalm
texts and tunes in these school-based repertories, demonstrating
how these selections were designed to inculcate appropriately
moral behaviour in the students.
Don Fader, University of Alabama, USA
French Music in Milan circa 1700 via the Collected Papers of
the Prince de Vaudémont
The papers of Charles-Henri de Lorraine, Prince de Vaudémont
(1649-1723), in the Bibliothèque nationale de France offer a
new picture of French music in Italy and the Italian experience
of French musicians, contributing to the biography of Michel
Pignolet de Montéclair. The documents stem from the years the
prince served as governor of Milan (1698-1706), but also cover
other parts of his life.
They reveal his attempts to introduce French musical
elements, especially the Milan opera. The prince brought an
English dancing master and an oboe trio, but employed
Milanese violinists and singers. He also hired a band of five
violinists from Paris, which was headed by Montéclair.
Correspondence reveals that agents in Paris auditioned
musicians, and the prince paid for their transport and housing.
The band was active from February 1699 to December 1700,
and performed in combination with a Milanese violin band,
probably to train its members in French style. The prince's
musicians took part in many performances throughout his
governorship, including balls, divertissements, and at least one
oratorio. Vaudémont brought his French sensibilities to Milanese
opera, introducing French dance music (including previously
unknown compositions by Montéclair), paying for costumes,
and having scores copied to send to his connections throughout
Europe, some of which can be identified. Montéclair’s Italian
experience influenced his career as a composer, as he went on
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to write vocal and instrumental music in Italian and Italo-French
style.
Thierry Favier, Professor Université de Poitiers, France
Soundscape of a Festive City: celebrating the birth of the
Dauphin in Dijon (1729)
For some decades, festivals and special celebrations in Western
cities has aroused interest of historical anthropologists. They
have brought light on some specific features of such a social
phenomenon which creates its own temporality and its own
space, contributing to group cohesiveness. From four published
chronicles, I propose to shed light on the sacred and secular
musical events celebrating the birth of the Dauphin Louis
Ferdinand in Dijon in 1729. I will study their dissemination in
space and time, their logistical arrangement, and also the kind
of discourse they promoted about music. Finally, I will try to
evaluate the true impact of music on collective psychology,
particularly on group cohesiveness and representations.
Gergely Fazekas, Liszt Academy, Budapest, Hungary
Formal deviation in the Kyrie of the Mass in B Minor
It was Francis Donald Tovey who gave the first accurate
description of the formal design of the first Kyrie of J. S. Bach’s
Mass in B Minor. The movement “is so vast that it seems as if
nothing could control its bulk,” Tovey wrote in 1937. ‘Yet the
listener needs no analysis to confirm his instinctive impression
that it reaches its last note with an astronomical punctuality. The
foundation of this impression is that the form is such as will
seem ridiculously simple when it is correctly described.’ As
Tovey showed, a quite austere ritornello structure is hidden
behind the complex fugal surface of the movement. However,
Tovey and subsequent writers (Buelow, Butt, Stauffer, Wolff) did
not mention that this ritornello form is not as straightforward as
it seems: there is a small, three-bar “deviation” in the structure
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(bars 99–101). As this paper will show, these bars are
concerned with the four-bar introduction of the movement, and
they seem to prove that, contrary to Joshua Rifkin’s hypothesis,
the introduction was already part of the lost, C minor original of
the movement. An attempt will also made to give a stylistic
context for the strange “pseudo-trio-sonata” texture of the Kyrie.
Fred Fehleisen,The Juilliard School / Mannes College, USA
I know, or at least I think I know: Reconsidering the first song in
Part III of Handel’s Messiah

!
While studying the libretto of Handel’s Messiah, one can draw
upon various tools and information to shape an understanding
of what the oratorio is as a work of art. But what does one do
when one tries to analyse Handel’s musical treatment of its
various texts from within the non-verbal world of his creative
process? One way to begin is by exploring a single piece, from
the ground up, and gathering any musical clues one might find.
This paper is about such an exploration, and entails a
discussion of the evidence found during the process. In essence,
it is about a particular musical idea found in “I know that my
Redeemer liveth.” Handel employed this idea in a number of
different pieces in Messiah and applied it to various related
texts. Its treatment in this song suggests that it forms a part of a
web of associations that unfolds in the oratorio and offers us a
glimpse into the various ways in which Handel’s music and the
words interact. The discussion will be limited to an analysis of
the aria’s grammatical content and musical-rhetorical
possibilities. And, though it will not attempt to address what
Handel or Jennens may have believed, it will focus on aspects
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of the musical language of the piece that – given the evidence
found – appear to have preoccupied the composer while he was
drafting it. Throughout the discussion, I will explore the idea
that the process governing Handel’s compositional approach
constitutes a kind of musical grammar: a language that is
rhetorically primed to project the affective content of the text in
a powerful and coherent way.
Cristina Fernandes, Universidade Nova de Lisboa, Portugal
Ceremonial, music and architectural space in the Patriarchal
Church of the Magnanimous King: remaking roman models in
Lisbon
The paper aims to provide new insights on the relations
between ceremonial, musical performance and the architectural
space of the Royal Chapel of King João V of Portugal (promoted
to the rank of Patriarchal in 1716) through a coordinated study
of these three complementary fields. Considering the adoption
and adaptation of roman aesthetical and ritual models from the
Pontifical Chapels and Basilicas, it intends to address
simultaneously the sound and the visual dimensions of a
symbolic space of representation under a court that aspired to
recreate in Lisbon the splendour of the Vatican and invested in
the hiring of composers such as Domenico Scarlatti and
Giovanni Giorgi. The study will address issues such as
scenographic and decorative elements, the delimitation of
hierarchical and ritual spaces, the place of singers,
instrumentalists and chaplain-singers and the adoption of
repertories, musical styles and performance practices according
to ceremonial norms and the liturgical calendar. Making use of
the remaining plans of the Patriarchal Church before the 1755
earthquake, published by Marie-Thérèse Mandroux-França, and
other sources (liturgical diaries, scores, official documents and
historical reports), it intends to show how the former Royal
Chapel of the Lisbon Palace (Paço da Ribeira) has been
expanded and adapted to the requirements of the new
Patriarchal and how the organisation of the space inside it tried
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to emulate certain features common to the Sistine Chapel and
the St. Peter’s Basilica. Likewise, imported musical repertoires
and local compositions used during the Mass, the Divine Office
and dynastic events, even though strongly marked by Roman
influences, don’t constitute uncritical copies but result from
judicious selection and assimilation under a new context.
Luiz Henrique Fiaminghi, UDESC (State University of Santa
Catarina), Brazil
Rhythmic ambiguity in Bach’s Presto of the Sonata I a Violino
Solo senza Basso (BWV 1001)
The XIX century performing tradition of Bach’s solo violin works
consecrated to the Presto of Sonata BWV 1001, a moto
perpetuo conception that emphasises the virtuosity, the equality
and velocity of playing, having as parameter the idiomatic
violin bravura pieces like the famous Paganini’s moto perpetuo.
Although the Presto time signature clearly shows the 3/8 time,
this tradition of playing usually deliver the endless sequences of
sixteenth notes that characterise this movement mostly in 6/16.
Exceptions are made where there are original slurs marked two
by two, which generate a polymetric sense in the rhythmic
narrative that is strange to the aesthetic ideal of Baroque Era.
In last decades, however, authors like Lester (1999),
Ledbetter (2009) and Schroeder (2007), have argued how
misconceived this conception was, especially on the matter of
rhythmic texture. The whole rhetoric forces would be revealed
only by the use of bow articulation and rhythm subtleties. As
Ledbetter says, “time signature and barring are important
indicators of the metrical feel of this movement”. Indeed,
Bach’s autograph notation shows an unusual albeit precise way
of phrasing the 3/8 time: the bars are grouped two by two with
a particular sign of a small bar between them. This suggests that
the 3/8 time is not a common passepied as it is usual in Bach’s
music, but a special one, where the fluency of the sixteenth
notes would have different degrees of downbeats.
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Despite the evidences pointed out by recent
musicological studies, most violinists still perform this canonic
movement of violin solo music not considering Bach’s own
rhythmic conceptions. They are clearly designed in the
autograph score through precise slurs and an astonishing variety
of articulations, challenging the violinist to another kind of
virtuosity, not the one of dexterity but by the rhetoric qualities
of wittiness and contrasts.
Stephen Foster, Canterbury Cathedral
Identity and Style in the English 'Horn Song' of the1730s
In English Theatre Music in the Eighteenth Century (1973),
Roger Fiske asserts that hunting songs were very popular in
England in the 1730s. Although supported by surviving musical
evidence, hunting music was by no means unique either to
England or to this particular period, therefore Fiske's assertion
raises questions as to why such songs enjoyed this degree of
popularity at the time. Was the hunting song seen as a means of
promoting a native musical voice by portraying the drama of a
recreational pursuit in national terms? Were the horn and horncalls, integral parts of hunting music, symbols of any such
movement? And (inevitably?) where might Handel, England's
greatest 'foreign' composer, fit into the musical picture?
This paper seeks to address these questions by outlining
the history of the horn and 'horn' songs within English dramatic
music in the first half of the eighteenth century. Particular
emphasis will be placed on theatre music and the secular
cantata. The style in which the music was written will also be
discussed, as much English music from this period suggests that
the galant style was being used in England significantly earlier
than many music histories have hitherto implied. Three works
will be highlighted: Galliard's 'The Early Horn' (The Royal
Chace' (1736), Handel's second 'Mirth admit me' aria (L'Allegro
(1740)) and Flackton's cantata The Chace (1743).
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Andrea Garavaglia, Université de Fribourg, Switzerland
Venetian Patronage and Italian social network: the letters of
Michiel family
The Venetian correspondence of Michiel family, housed at the
Biblioteca del Museo Correr in Venice as ‘Mss Dandolo’ and
already partially explored, is a mine of informations not only
about Venetian opera and music, but also about music of other
Italian centres (Rome, Mantua, Milan). Its private nature sheds
light on a different Venetian patronage than the institutional
one, that rightly has prevailed in the studies on the seventeenthcentury Venetian music so far. Actually the institutional
patronage took frequently advantage of an individual,
aristocratic patronage, that could rely on a national network of
contacts for hiring and recommending artists, for music
circulation and consumption, and for exchanging news about
events. The axis between Venice and Rome, for example, has
recently drawn attention of scholars and has yet provided the
first results.
The systematic examination of the seventeenth century
section of the Michiel correspondence has allowed to detect
new patronage episodes, to correct or give further details to
those already known, and to reconstruct the whole family
network devoted to artistic aims. This paper, providing some
examples, will examine the features of Michiel patronage, its
relationships with the institutional one and its several contacts
all over Italy.
Matthew Gardner, Goethe-Universität Frankfurt am Main
Maurice Greene and Mid-Eighteenth-Century English Song:
Spenser’s Amoretti
Maurice Greene (1696–1755) is today perhaps most commonly
remembered as a church musician, having held positions at St
Paul’s Cathedral and the Chapel Royal, and through the
publication of Forty Select Anthems in Score, some of which are
still found in the present-day English choral repertoire. Like
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many church musicians in the first half of the eighteenth
century, Greene, however, also pursued an interest in secular
music, producing a number of English oratorios, pastorals,
moral odes and songs for performance at his musical club, the
Apollo Academy. In 1739, at the height of the Academy’s
activity, the leading London music publisher John Walsh printed
Greene’s most significant collection of solo songs with figured
bass accompaniment. The texts were drawn from a set of 89
sonnets entitled Amoretti by the Elizabethan poet Edmund
Spenser, which had been published in 1595 as a description of
the courtship between himself and his future wife. Greene’s
selection of 25 of the sonnets aims to preserve the narrative of
Spenser’s original, suggesting they could have been performed
as a cycle, yet there has been no detailed study of Greene’s
collection.
This paper considers the position of the songs within
the London music scene of the 1730s, especially in the context
of the fashion for selecting texts by ‘Great English Poets’,
Greene’s reasons for setting the sonnets and who might have
provided assistance in the process, while also assessing the
creative range of compositional techniques employed in the
collection.
Géraldine Gaudefroy-Demombynes, University of Rennes
François CAM, Université de Franche-Comté, Lecturer at Paris
IV Sorbonne
What are the intrinsic qualities and the impact of the practice of
comedy-ballet and opera of the period of Louis XIV in the
cognitive development of students in musicology?
From 2003 to 2013, as head of the department and in charge of
education in musicology at the University of Franche-Comté,
Besançon, I wanted to give more meaning to the program of
studies, to create synergy between disciplines and types of
activities, including the practical, technical, and theoretical.
Each semester is structured according to a period in the history
of music: for example, for the period 'Baroque' in the first
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semester of “Licence 2”, students have the following courses:
music history and techniques of baroque music, vocal and
instrumental ensemble, theatre, singing, dance and baroque
gesture, choral writing and practice of basso continuo. For these
Licence 2 students, the association between the practical
history of early music combined with a synchronic approach to
total performance concepts is applied to semi-professional coproductions combining theatre, music and Baroque dance. Our
department thus much more effectively provides students with a
taste, particularly for those who are having difficulties, of the
effort, work and even the business requirements involved in
production. Through this immersive approach, it appears that
Baroque opera can provide a major tool for processing in
students' intellectual and personal development, stimulating a
wide range of cognitive abilities, especially motivation,
concentration, and memory, not to mention the dramatic
development of their artistic performance and confidence.
Communication is built on many student testimonials, many
unpublished photographs and videos of performing opera.
Gérard Geay, The Leiden University's Faculty of Creative and
Performing Arts (docARTES), The Netherlands
The Evolution of Musical Language in 17th-Century France:
from Eustache Du Caurroy to Marc-Antoine Charpentier
Ever since Glarean demonstrated in his Dodekachordon (Basel,
1547) there are not eight modes but twelve, musical language
progressively developed up until the emergence of the Classical
tonality of which Rameau is one of the very first theorists (Paris,
1722). However, the French style remained mostly independent
of the innovations of the Italian seconda prattica which was
gaining influence on the continent. This paper exposes how
French composers – including the Italian-born Lully – followed
their own course with regard to both their treatises and works.
Contrary to the quite common misconception, the technic of
17th-century French music was closer to that of the Renaissance
than to the standards of Classical tonality.
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Olga Gero, Leipzig University, Germany
Jubilus Bernhardi: German vs. Latin, Kress vs. Capricornus
Johann Mattheson described the Stuttgart Kapellmeister
Albrecht Kress as a ‘hochangesehen Meister’ and yet didn’t
provide an article on him in his Grundlage einer Ehren-Pforte.
Almost his whole life Kress was active at the Würtemberg court
in the close environment of Samuel Capricornus, where he
published in 1681 two large musical collections entitled Der
süsse Nahme Jesu and Musicalische Seelen-Belustigung. The first
one, consisting of 15 pieces for three voices in different
combinations and a basso continuo, is based on the German
translation of the famous hymn ‘Jubilus Bernhardi’, also called
‘Jesu dulcis memoria’. In 1660 – 21 years earlier—Samuel
Friedrich Capricornus published 24 sacred concertos for 5
voices, 4 viols and continuo, entitled Jubilus Bernhardi, too. The
following questions related to both works will be raised in my
paper. Could Capricornus’ cycle have been served as a concrete
model or a source of inspiration for Kress’ compositions? Why
did Kress prefer the German translation over the original Latin
hymn despite of the disseminated using of the Latin text? What
does the fact mean that Kress provided specifically 15 concerts?
Was this decision influenced by the rosary of Child Jesus, a
special form of the rosary? And finally, was Kress’ cycle
intended to serve as a domestic devotional music and therefore
intended to be performed at home?
Christine Getz, The University of Iowa, USA
The Traveler’s Salesmen: Marketing Virtuoso Music in Early
Modern Milan
Stagl (1995), Hester (2008), Delbeke and Morel (2012), and
Ambrose (2013) have shown that travel writing intersected with
the structure and content of encyclopaedias, almanacs,
guidebooks, and histories produced by humanist writers during
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the early modern era. The most prolific author of
encyclopaedias, guidebooks, and histories in early modern
Milan was the Jesuit Paolo Morigia, who produced a series of
diverse volumes organised according to local social and
political strata, governmental institutions, and geographical
markers, all popular methods of approaching travel writing of
the era. In 1619 an expanded edition of Morigia’s well-known
La nobiltà di Milano that included an updated and enlarged
chapter on Milanese musicians was issued by a local printer. An
examination of it reveals not only a deliberate focus on
virtuosity, but also an organisational structure that locates the
musicians included by institutional and geographical affiliation.
The additional chapter on musicians concludes, moreover, with
a brief homage to Filippo Lomazzo, an organist and bibliophile
who entered the Milanese printing market in 1602 and
subsequently established himself as the most prolific editor and
printer of polyphony in the city. Using selected music
collections printed by Lomazzo, the encyclopaedias,
guidebooks, and histories of Morigia, and relevant archival
sources, this paper considers how the personal and public
interaction of printers, booksellers, musicians and the authors of
encyclopaedic volumes active in Milan between 1600 and
1630 affected the collection, presentation, and circulation of
polyphony and the empirical data about it that appeared in
print.
Roseen Giles, University of Toronto, Canada
The Rhetoric of Contrasts in the Seicento Madrigal:
Monteverdi’s terza pratica?
Claudio Monteverdi’s seconda pratica has been characterised as
the union of poetry and music into a single expressive language
—the fulfilment of the Renaissance madrigal’s aesthetic
purpose. Although Monteverdi is best known for having
stretched the rules of sixteenth-century counterpoint in order to
unify text and music, poetic and musical structures are often at
odds in his late secular works. Indeed, Monteverdi’s later
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aesthetic goals are sufficiently different that Denis Stevens once
coined the term terza pratica to describe them. The tension
between music and poetry has fuelled a negative perception of
Monteverdi’s late madrigals as works that do not live up to the
Humanistic ideals of the seconda pratica.
This paper challenges the notion that the discord
between poetry and music in the Seicento madrigal was an
indication that the genre was in decline. In his late madrigals,
Monteverdi, like many of his contemporaries, deliberately
disharmonized music and poetry in order to create a new
rhetoric based upon contrasts. The early seventeenth-century
madrigal embodies the competition between Renaissance ideals
and early-baroque aesthetics by highlighting a fascination with
the limits of human agency: the artist’s power to create
something new by placing materials into a state of conflict.
Giulia Giovani, Hochschule der Künste, Bern and Raffaele
Mellace, Università degli Studi di Genova
Giuseppe Sigismondo's 'Apoteosi' as a Source for Neapolitan
Studies
The Apoteosi della musica nel Regno di Napoli (Apotheosis of
Music in the Kingdom of Naples) by Giuseppe Sigismondo (ca.
1821) is one of the earliest historical sources transmitting
biographies of composers of the Neapolitan school and, though
never printed, inaugurated a particularly successful series of
publications in the 19th century. Based on the study of primary
sources and on the direct acquaintance that Sigismondo had
with many composers and performers, the Apoteosi is a
passionate tale in which the biographies of the characters are
interwoven with information on the reception and circulation of
their music and interesting anecdotes. The Apoteosi was already
the object of interest by some historians, and served as a basis
to studies of Egidio Romualdo Duni (2014), Leonardo Vinci
(2005), Giovanni Battista Pergolesi (1988, 1999), Nicolò
Jommelli (2015), Nicola Sala (2008) and Francesco Durante
(2001), but is still ignored as a source for studies on Carapella,
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Porpora, Cimarosa, Mancini, Cafaro, Sacchini, Leo, Traetta and
Piccinni, whom some remarkable pages are dedicated.
The paper, accompanying the publication of the critical
edition of the Apoteosi, will review some passages of the work
shedding light on some 'hot' issues of musicological research.
In particular, attention will be paid to Porpora's method of
teaching singing, based on the study of ‘modulazione’, the
fundamental role of the singer Ferdinando Mazzanti in
disseminating Jommelli's music, the critical assessment of the
'models' Leo and Durante, and finally the many passages
dedicated, next to opera, to the repertoire of church music.
Beth L. Glixon, University of Kentucky, USA
The Librettist and the Prince: Matteo Noris, Ferdinando de’
Medici, and the Art of the Libretto
My paper looks at connections between Matteo Noris, one of
the most famous and long-lived librettists of seicento Venice,
and the last great Medici patron of the arts, Grand Prince
Ferdinando, born in 1663. The librettist wrote three works for
him, all performed either in Florence or at his villa at Pratolino.
After introducing my two main characters, who may have met
for the first time in 1688 during Ferdinando’s first visit to La
Serenissima, I discuss the correspondence written from Venice
attesting to Noris’s character and his dramatic gifts,
correspondence that won him the commission for Il Greco in
Troia, premiered at Florence’s Teatro della Pergola in 1689 in
honor of the prince’s wedding to Violante Beatrice of Bavaria. I
then focus on Noris’s popular and eminently adaptable Tito
Manlio (now famous because of Vivaldi’s setting), first
performed at Ferdinando’s theater at Pratolino in 1696 with
music by Carlo Francesco Pollarolo. I compare this version to
those performed in Venice in two different carnival seasons,
1696/97 and 1697/98, at the Teatro S. Giovanni Grisostomo.
Noris and Pollarolo adapted the original opera so that the new
productions had dramatic surprises to offer the audiences of
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Venice, not the least of which was the shift in musical power
from Consul Tito to his son, Tito Manlio.
Jonathan Glixon, University of Kentucky, USA
Salvaging Statira, or: If at first you don’t succeed…
“The opera ... has turned out so badly, that it is likely it will
fail.” The writer of this letter to Cornelio Bentivoglio described
the disastrous opening of Busenello’s and Cavalli’s Statira in
Venice in 1656, and the suspension of its performances after the
second night. The plan, according to the letter, was that the
opera could be revived by the addition of some arias. An
unusual range of sources tells us that the story turns out to be
more complicated than that. Cavalli’s autograph score reveals,
in addition to a somewhat tortured process of composition and
revision before the opening of the season, several layers of
subsequent cuts and alterations. Some of those cuts made room
for a first set of additions, recorded in a printed addendum to
the libretto, probably the added arias to which the letter writer
referred. Those changes, however, turned out to be insufficient,
and another set of revisions, including added arias and
replacement scenes, appears in a second printed addendum.
Much of this process of successive attempts to enliven the opera
can be traced in a rare heavily marked-up copy of the libretto.
Whether these efforts succeeded is not known, but Statira was
never revived in subsequent years in Venice, and was produced
elsewhere only once, in a heavily reworked version in Naples a
few years later.
Catherine Gordon, Providence College, Rhode Island
The Ambiguous Role of Jean-Joseph Surin’s Cantiques Spirituels
in the Pursuit of Sacred Mysticism
Recently, I argued that Jesuit priest and mystic Jean-Joseph Surin
composed his cantiques spirituels (1655) to be sung in one’s
search for union with God. In this paper, I offer another
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explanation, positing that he composed them as a means to
describe his experiences and educate devout souls about divine
unification. In his autobiography, he indicates that he composed
his cantiques as he painfully struggled to overcome demonic
possession, feeling assured they would provide “great
consolation to good souls [as they had given him] great strength
by composing them.” Nowhere is there mention of music and
transcendence. Later in the same work, he refers to an image of
“sweet celestial music” that entered his imagination, which was
formed inside him, not by him.
This “celestial harmony
elevated his soul to God.” “It was not that I heard music,” he
writes, “but there was in it a strikingly sweet and supernatural
idea in the soul.” Clearly Surin is referring to heavenly music,
which is silent, ‘heard’ only during moments of divine
unification. At a point in the church’s history when mystics
were suspect and held in contempt, I surmise that the
controversial Surin was permitted to publish his cantiques
because they were meant to educate rather than facilitate
mystical perfection. To demonstrate this I will provide proofs
from Surin’s published and unpublished writings, from the
music itself, and in reference to alterations made in subsequent
publications after his death in 1665 that stress basic Catholic
teachings over references to transcendence.
Ilaria Grippaudo, University of Palermo, Italy
Jesuits, Music, and Power in Eighteenth-Century Palermo
The Jesuits were undoubtedly among the most influential orders
in eighteenth-century Palermo. Their importance is particularly
evident in relation to the promotion of music, which the
Company considered as a powerful instrument of consensus.
Singers and players either were hired in the musical chapel of
the Casa Professa (the main church of the order), or were called
from the outside to play and to compose music on different
occasions.
Among the most important events, the laureling
ceremonies at the Jesuit College stood out for the promotion of
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Latin cantatas, according to a long-standing tradition that dated
back to the early seventeenth century. In Palermo the practice of
performing cantatas for the most prominent degrees was
specifically promoted by the Jesuits and involved different
composers, also belonging to the Neapolitan area (Perez,
Logroscino, Morrione, Catalisano). Archival sources also refer to
the custom of performing musical dialoghi, not only for the
Quarantore devotion, but also for the Christmas novena and
other religious occasions.
Moreover, the year 1728 marked a fundamental change
in the history of musical activities at the Jesuit institutions. In
fact, the creation of the new Collegio dei Nobili further
improved the performance of oratorios, musical plays,
melodrammi, and feste teatrali. The Jesuits offered such
spectacles to celebrate special events, for example the start of
the Habsburg rule in 1720, or the coronation of Charles III in
1735.
Massimiliano Guido, Università degli Studi di Pavia
From Affects to Individual Sensibility: Emotions and subjectivity
from Frescobaldi to Carl Philipp Emanuel Bach
This talk is about the rendering of the emotions at the keyboard
and elaborates on three interrelated aspects: the repertoire (freestyle toccatas, preludes, and fantasias), the dyad composerperformer, and the instrument between Baroque and Gallant
eras. In this time frame there is a significant change of
paradigm, involving aesthetical and philosophical principles
that result in music, performance, and instrument building.
Since the beginning, the paradox of a semantic meaning in
instrumental music has been controversial. The difficulty of
expressing precise emotional contents without a written text
undermines its independence. As a solution, the progressive
elaboration of an Affektenlehre leads to a catalogue of musical
figures, from which one has to choose wisely in order to let
diverse feelings ‘deflagrate’ in the listener. The task of mixing
and contextualising them is shared between the composer and
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the performer. From Frescobaldi on, performance choices are of
extreme importance to the aural and psychological rendering of
the affects.
Especially in free-style music, fundamental parameters
such as tempo, formal articulation, and ornamentation are left
to the good judgment of the performer, who shares the
composer’s capability to excite the souls. The emancipation of
the performance subjectivity becomes more and more evident
in partially notated pieces, such as the préludes non mesurés
and the fantasias (Froberger and Couperin). At the end of the
Eighteenth century, the fantasia becomes a fertile ground to the
emancipation of the individual genius of the (improviser)composer-performer. In the new aesthetics of the
Empfindsamkeit, individuality freely express itself through
harmonic blueprint and figurations.
Greta Haenen, Hochschule für Künste Bremen/Universität des
Saarlandes Saarbrücken
Reconstructing the Emperor’s Library: Leopold I and his Private
Music Collection
In my lecture I will try to give a possible model for the
reconstruction of Leopold I’s bedroom library, one of the major
private music collections of its time. I will try to determine the
approximate shape of the library and its cataloguing principles.
A Verzeichniss of its remainders made in 1825 forms the basis
of the »Leopoldina« collection in the ÖNB. There are however
misattributions and errors and it lacks printed music. No
reliable catalogue from Leopold’s lifetime exists to denote
losses, but many scores still slumber in other holdings of the
library (e.g. Hofkapelle). The system of signatures is widely
believed to have been designed by court librarian Peter
Lambeck. I however have reasons to believe that these shelf
marks date from after his death in 1680.
Among the many problems encountered, the lack of
printed music and treatises is the greatest (so far I have traced
only a small percentage). Library signatures are often lost
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through restoration or even cut out, especially from prints,
making the reconstruction of the library difficult. Only bindings
commissioned by the emperor are uniform; presentation copies
(and removed covers) are often not recognised as belonging to
the cubicularis. Another problem is the reentering of the library
in his sons’ collections, just as Leopold collected music from his
father’s library (e.g. Froberger). School dramas attended by court
members seem to have more recent shelf marks.
My findings and conclusions will give a better insight in
the emperor’s belongings and personal musical taste.
Catherine Harbor, Royal Holloway University of London
The Birth of the Music Business? Public commercial concerts in
London 1660–1750
The public commercial concert arose out of formal and
informal occasions where music often formed part of other
activities — public ceremonial of many kinds, social rituals and
communal celebrations, church services and theatrical
performances — and London played a pioneering rôle in its
development. Here, public commercial concerts emerged in a
fledgling form in the period following the restoration of Charles
II in 1660, developing from private music meetings dominated
by amateur performers and informal public performances by
professionals in taverns via John Banister’s first advertised
concerts in December 1672. Musicians performing in London’s
new public commercial concerts were not acting alone in
creating this new business; they were part of overlapping
networks of creativity, distribution and consumption in which
music was composed and performed: composers, performance
venues, music and newspaper publishers, sellers of musical
instruments and musical supplies and the members of the
audience also formed part of this system.
Based on an in-depth analysis of some 6000 newspaper
advertisements, this paper is a case study in cultural production
and consumption, and of the commodification of culture in
seventeenth- and eighteenth-century England. It explores the
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nature of the relationship between art and commerce, the
emergence of musicians from their dependence on the
patronage of court, aristocracy and church into a more public
sphere, and the overlapping and interconnecting networks
surrounding public commercial concerts in London. In these
early public commercial concerts we can surely see the germ of
what was to come: the birth of music as a business.
Anita Hardeman, Western Illinois University, USA
Cross-casting Cupid: Female singers and the god of love in
French opera
In Jean-Baptiste Lully’s 1673 tragédie en musique, Cadmus et
Hermione, the god Cupid descends at the end of the second act
to console his despairing sister Hermione, proclaiming that
“Tout s’anime à ma voix.” The Frères Parfaict report that in 1678
this animating voice was provided by a castrato but when the
score was copied in the early 1700s, the part of Cupid was not
only notated in the treble clef and all subsequent performers of
the role were female. Thus, Cadmus provides witness to a rare
occurrence on the French Baroque opera stage: female-to-male
cross-casting.
Cross-gender casting in Baroque opera has attracted
previous scholarly attention, but these studies have principally
focused on men playing female roles. Cupid represents a
hitherto unexamined and exceptional circumstance as a male
role embodied primarily by women, such as Marie Fel, who
played Cadmus’s Cupid in 1737. While the choice of a highvoiced singer for this role reflected conventional views of the
god of love as a pre-pubescent male, selecting a female singer
presented a challenge to gender norms. Moreover, Cupid
became increasingly popular in the early eighteenth century,
expanding beyond incidental roles in the divertissement to a
central character in prologues, portrayed most often by virtuoso
female singers. Consequently I assess this cross-casting in terms
of eroticism and its location in the body of the singer, exploring
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the possibility that the erotic qualities of feminine vocal display
did indeed animate the audience through Cupid’s voice.
Noelle Heber, Utrecht University (PhD candidate), The
Netherlands
Freelance Musician and Entrepreneur: How J.S. Bach
Supplemented his Income in Leipzig from 1723 to 1750
Although Bach always remained employed, he engaged in work
throughout his career, and especially in Leipzig, that today
would fall under the category of “freelancing.” Such activity
marked the beginning of what would eventually allow
musicians to work independently. His freelance work included
organ inspections, guest performances, private music lessons,
publication of his compositions, instrumental rentals,
instrumental sales and direction of the Collegium Musicum.
He also received supplemental income that was related
to his job in Leipzig, which made up the difference between his
base annual salary of 100 thaler and his estimated total yearly
income of 700 thaler. The latter figure included payments from
legacies and foundations, funerals, weddings, memorial
services, and church instrument maintenance. As he expressed
in his famous letter to Erdmann in 1730, his salaried post as
cantor in Leipzig and its accompanying duties were sources of
frustration. Yet even though he indicated a desire to “seek his
fortune elsewhere,” Bach remained employed in Leipzig for the
rest of his life while continuing to expand his independent
work.
These various sources of revenue have been mentioned
in biographical works about Bach (Schweitzer, Wolff, etc.), but
have not yet been analysed as a collective whole. In this paper,
I discuss how these different activities contributed to Bach’s
income. The data that I present have been drawn from primary
documentation of financial transactions during Bach’s tenure in
Leipzig. My findings show that Bach’s years in Leipzig became
his most lucrative in terms of freelance activity and income.
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Wendy Heller, Princeton University, USA
Ovidio Travestito: Viewing Seicento Opera through Anguillara’s
Lens
G i o va n n i A n d r e a d e l l ’ A n g u i l l a r a ’s e d i t i o n o f t h e
Metamorphoses, first published in its entirety in 1563, was not
only the most popular Italian translation of Ovid’s poem, but
has been acknowledged as a major source for seventeenthcentury opera librettists. That this should be the case is perhaps
not surprising. Anguillara is arguably more faithful to his model
than many of his predecessors (such as Giovanni Bonsignori or
Lodovico Dolce), retaining Ovid’s organisation and emulating
aspects of his style. Yet Anguillara also expands considerably
on Ovid’s original text, enriching it with a host of imaginative
interpolations. The result is a text that is inherently theatrical:
Ovid’s vivid descriptions are transformed into scenic backdrops;
interior monologues become dialogues; secondary characters
and episodes that are only implicit in the original take centre
stage.
My paper considers the influence of Anguillara’s
Metamorfosi on seicento opera. Considering representative
examples from early and mid-seventeenth-century operas by
such librettists as Ottavio Rinuccini, Giovanni Francesco
Busenello, and Giovanni Faustini, I argue not only that librettists
not only borrowed from Anguillara’s treatment of Ovid—rather
than the Latin original—but demonstrate how they emulated his
methods of expansion and elaboration, rendering opera as yet
another step in the vernacularisation of the Metamorphoses. In
so doing this paper offers new perspectives on operatic
humanism, and the surprisingly modern way in which Ovidian
aesthetic would shape the young genre.
Rebecca Herissone, University of Manchester, UK
“Exactly engrav’d by Tho: Cross’? The Role of single-sheet Prints
in Preserving Performing Practices from the Restoration Stage
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Thomas Cross jr was the first English music printer to capitalise
on the popularity of Restoration stage music by producing
cheap, single-sheet editions of individual theatre songs. Also
England’s first specialist music engraver, he was able to produce
his simple prints unusually quickly. Composers could do little to
compete with him, given the lack of copyright protection.
Some, like Henry Purcell, complained that their music was
‘already common’ by the time their own publications appeared;
others, like Henry Hall, lamented that ‘Whole Reams of single
Songs become our Curse,… While at the Shops we daily
dangling view False Concord, by Tom Cross engraven true’, thus
instigating via sarcasm the (not undeserved) prevailing view that
Cross’s editions are inaccurate. Cross clearly did not enjoy good
relationships with contemporary composers, and we can safely
assume that they did not supply him with his source materials.
How, then, did he acquire his musical texts? In the titles of his
prints, Cross not only habitually identified both play and
composer, but also named the performer(s) who interpreted the
music, while simultaneously claiming that it was ‘exactly
engrav’d’. Treating such marketing tactics with appropriate
scepticism, this paper examines the hypothesis that Cross’s
engravings might indeed sometimes have derived directly from
specific performances, recording the singers’ actual realisations
of the music. Despite accuracy issues, such close relationships
to stage interpretations imply that Cross’s prints might preserve
contemporary performing practices much more closely than we
think, thus indicating that their significance needs to be reevaluated by today’s editors.
Thomas Hochradner, University of Music and Dramatic Arts
Mozarteum Salzburg, Austria
‘Mind the gap.’ The Salzburg Court Music between Biber and
the Mozarts
A look at various publications dealing with Salzburg’s music
history so far conveys the impression that the years between
Heinrich Biber’s activities and those of father and son Mozart
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formed a veritable period of stagnation, or even setback. In
reality, however, these decades ‒ almost identical with the era
of Maestro di Cappella Matthias Siegmund Biechteler (1704‒
1743), Biber’s direct successor—offered a frame for rising
traditions and changes of performance practice. Doubtlessly,
this period contributed a lot to further developments. Though
somehow bound to the panel of late Baroque music in Southern
Germany and Austria, especially to its Viennese pattern, the
Salzburg court music always maintained a certain
independency, as likewise strived for in the archbishop’s
politics. Being surrounded by the mighty neighbours Bavaria
and the Habsburg Empire, which were clearly interested in
expanding their territories, brought about a climate of autarky,
in economics as well as in the arts, and paved the way for the
exceptional artistic achievements by Wolfgang Amadé Mozart
and his Salzburg contemporaries. My paper will give insights
into a hitherto underestimated ‘gap’ by following the career of
its main protagonist, Matthias Siegmund Biechteler (c. 1668‒
1743).
Peter Holman, University of Leeds
‘A Vast Number of Voices and Instruments’: The Performance of
Large-Scale Concerted Music in Early Eighteenth-Century
London
Henry Purcell’s De Deum and Jubilate Z232, written for the St
Cecilia celebrations on 22 November 1694, was the prototype
for a genre of large-scale church music with orchestra written
for special occasions in early eighteenth-century London,
including works by Blow, Turner, Croft, Handel, Greene and
Boyce. Some were written for the Chapel Royal and
Westminster Abbey, though increasingly the focus was the
annual Festival of the Sons of the Clergy in St Paul’s Cathedral.
In this paper I will survey what is known of the way
these works were performed, discussing the size and
composition of the vocal and instrumental groups, their
location in the buildings, and the way they were directed. I will
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focus on the 1735 Festival, partly because it is the earliest for
which we have the complete musical programme and plausible
estimates for the number of singers and instrumentalists. It also
marked the moment when they were moved from the galleries
around the organ in St Paul’s to specially constructed staging in
front of the altar. Most important, the orchestra consisted of
‘above a hundred Gentlemen’, drawn from London’s music
societies. It was almost certainly the first time an amateur
orchestra of that size had been formed for a public performance
in Britain, and it marks an important moment in the
development of English musical life, increasingly distinctive in
European terms for the prominent role played by amateurs.
Minna Hovi, University of Arts, Sibelius Academy, Finland
Blancrocher, marquis de Termes, and Froberger—a rich
bourgeois, a poor nobleman, and a musician?
Molière parodies in his play Le Bourgeois Gentilhomme (1670)
the relationship between a rich bourgeois and a poor
nobleman. Archetypes for his play have been most likely a
wealthy bourgeois Pierre Aubert and a poor nobleman Marquis
de Termes (with his son). During his visit to Paris 1652 Johann
Jacob Froberger (16161–1667) was in contact with marquis de
Termes, and de Termes is mentioned twice in Froberger’s
compositions; Allemande faite pour remercier Monsieur
Marquis de Termes and in the short introduction to Tombeau de
Blancrocher. In addition, Marquis de Termes and the lutenist
Blancrocher were friends with each other.
In my paper I contemplate from micro-historical point
of view not only Froberger’s relationship with marquis de
Termes and Blancrocher, but also the lesser known connection
between de Termes and Blancrocher. Even though their family
background and social status differed from one another, music
can be seen as a common interest. I ask, if Blancrocher’s and de
Termes’ friendship was based on mutual advantage like
Bourgeois Jourdain’s and Count Dorante’s friendship in
Molière’s play? And if so, what kind of a role was then reserved
!83

for a musician, Froberger? My interpretation of the social
relationships is based on archive material as well as 17th
century writings.
Alan Howard, Selwyn College, Cambridge
‘The clangour resound’: Canonic Permutations in a Late
Canzona by Purcell
Martin Adams has located Purcell’s full embracing of the
Italianate lingua franca – what Peter Holman recently called the
‘post-watershed’ style of the early eighteenth century – with his
1692 Fairy Queen, ‘in many respects…the clearest stylistic
boundary of Purcell’s career’. Discussing the fourth-act ‘Sonata
while the Sun Rises’, the first of a number of what Michael
Tilmouth once described as ‘trio-sonatas in orchestral garb’
from the 1690s, Adams observes in its canzona ‘a significantly
new level of stylistic conflation’, attributable to ‘Purcell’s
flawless control of proportion, now liberated from that
comparatively uncritical parading of combinatorial possibilities
which affected some sonatas’. Purcell’s late canzonas
nevertheless retain an abiding interest in the combinatorial
possibilities of invertible counterpoint, though as I have shown
in two recent analyses these pieces are far from ‘uncritical’ in
their application of these principles. In this paper I return to the
‘Sonata while the Sun Rises’ itself to show how Purcell
harnesses his skills in canon and invertible counterpoint in
order to interrogate a set of commonplace materials he might
have found in works by Stradella or, more probably, Corelli. The
result, while emphatically in a ‘post-watershed’ style, also
represents the apotheosis of Purcell’s permutational approach to
invertible counterpoint, ringing the changes on a small
collection of subjects whose kaleidoscopic combinations can
be related, remarkably, to a single underlying canonic conceit.
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James Hume, University of Manchester
The Reception of Anthems with Non-Standard Texts in Early
Eighteenth Century London Choral Repertories
During the late seventeenth century, anthems used in the
Chapel Royal and cathedrals overwhelmingly made use of a
single Psalm (whole or extract) taken from The Book of
Common Prayer (the BCP: where Miles Coverdale’s 1535
translation is printed). There are some examples of anthems by
Purcell and his contemporaries which do not use one single
Psalm as a text source but such pieces are predominantly
special or occasional compositions linked to festivals, one-off
events, or use outside of church.
Such non-standard texts can be divided into five categories:
Texts using extracts from multiple Psalms (in
1.
Coverdale’s translation).
Other biblical passages (taken from the Authorised
2.
Version of the Bible).
Combined texts formed from Psalm selections (in
3.
their BCP form) and other biblical passages (in their
Authorised Version form).
Other translations of biblical texts (which included
4.
the use of rhymed translations).
Collects and other liturgical texts (usually as
5.
printed in the BCP).
During the early eighteenth century, anthems in the performing
repertories of choral institutions were more likely to use nonstandard texts than before. As was the case with those in the
seventeenth century, most of these anthems started out as
occasional or seasonal pieces, but it seems that they often
found their place in the regular repertories of such institutions
over time. I explore the use of such texts and consider the
musical implications of anthems moving from special or
occasional usage into standard choral institutions’ performing
repertories.
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William Hunt, Royal College of Music, London
Performance of the pre-Restoration verse anthem
There can be few substantial areas of English musical repertoire
that have been so misunderstood as the pre-Restoration verse
anthem. A mere handful of its huge corpus is heard with any
regularity today, preserved largely in the glutinous aspic of 19th
century choral tradition, which betrays little if any of the
Reformist fervour that begot this remarkable and peculiarly
English musical form. A fusion of secular and sacred models,
born in the last decades of the 16th century, it proved rapidly
successful — by 1635, records of the Chapel Royal show a
balance in regular usage of 132 “single” or verse anthems as
against 65 “full” anthems of the traditional variety. But was this,
as even Grove Online continues to suggest, largely because it
was easier to rehearse (presumably by making lighter demands
on the choral forces depleted by Henrican and Edwardian
massacres of the great choral foundations)? This is wholly to
misunderstand the communicative power of the verse anthem,
that attracted a host of the greatest composers of the period,
from Byrd, through Weelkes, Gibbons and Tomkins, to its
second, post-Restoration flowering in Purcell. To rediscover that
power, we need to identify and appreciate a rich expressive
language of contemporary rhetoric, poetry and musical thought,
and this is a quest that is long overdue.
Christina Hutten, University of British Columbia, Canada
Prayer, Meditation, and Temptation: A creative framework for
Matthias Weckmann’s Sacred Concertos
In 1663, the plague ravaged Hamburg. Weckmann wrote his
own funeral motet, since “during that time he thought about his
blessed end”. His student Johann Kortkamp’s remark invokes the
mindful preparation for a peaceful departure that characterised
the ars moriendi, a foremost concern of Lutheran pastoral care
and piety. Although Weckmann’s motet does not survive, the
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Lüneburg Ratsbücherei preserves his 1663 autograph
manuscript of four funerary concertos.
Meditation was central to Lutheran theology and life.
The doctrine of justification by faith alone emphasised each
believer’s responsibility to cultivate faith until the very moment
of death. Individuals strengthened one another by singing
hymns, praying, and writing scriptural glosses and poetry. As an
organist and the son of a pastor and poet laureate, Weckmann
was intimately familiar with Lutheran devotional culture and
music’s role in fostering emotional engagement with the Word.
In Hamburg, devotional music was actively cultivated under the
influence of the Johann Rist, who published his extensive
pastoral writings as songs.
Luther derived his influential framework for meditation
from Psalm 119: oratio, prayer for the Spirit’s guidance,
meditatio, examination and re-examination of scripture, and
tentatio, the struggle between two poles of sin and salvation. I
argue that Luther’s framework is key to understanding the
manuscript presentation, text organisation, musical form of
Weckmann’s sacred concertos. My research illuminates the
expressive impact of his concertos on contemporary listeners
and the significance of their repeated rehearsal for his fellow
musicians, and enables modern performers and listeners to
better tell and appreciate these concertos’ story.
Rana Iren, Istanbul Technical University, Turkey
Rugge quasi leon by Luigi Rossi - Deconstructing an early 17th
century Roman cantata on an Ottoman subject
Rugge quasi leon—otherwise known as the Lamento of Mustafa
and Bajazet, is a chamber cantata composed by Luigi Rossi, one
of the most important Italian composers of the first half of the
17th century. Luigi Rossi worked under the Borghese and
Barberini patronages in Rome for most of his life and his extant
identified vocal pieces are circa 300. Rugge quasi leon stands
out amongst them for its topic — a lament of the fratricide of
the two brothers of the Ottoman Sultan Murat IV. This paper
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aims to analyse why and how an Italian court composer chose
to set to music a poem on this topic. It treats this cantata as a
source for unravelling information about the musical life, tastes,
political/cultural environment of the first half of the seicento in
Rome. I will begin by briefly recounting the known treatments
of Ottoman topics in Italian vocal music up to the time of this
cantata. I will then present the actual history of the event
recounted in the cantata. A formal analysis of the cantata and of
the treatment of the text will allow me to reconstruct its
performance context. These will lead me to argue that this
cantata represents one of the earliest examples of musical
exoticism as defined in its expansive form by Ralph P. Locke. I
will further suggest that this Cantata represents an early
example of Edward Said’s ‘Orientalism’ paradigm.
Alexander Jakobidze-Gitman, University Witten/Herdecke,
Germany
Cartesian Doubt after Newtonian Gravity? Notes on Rameau’s
Reference to Descartes in “Démonstration du principe de
l'harmonie” (1750)
Jean-Philipphe Rameau was always eager to assimilate new
scientific theories. Regarding this it was quite striking that in his
late treatise Démonstration he made an autobiographical
excursus that paraphrased Descartes´ Discours de la Methode:
by that time Cartesianism was already regarded as obsolete. I
will argue that this seemingly regressive return to a speculative
reason was not so much a step backward as rather a
consequence of his intense engagement with experimental
science. To substantiate this, I will resort to Hannah Arendt’s
thesis from The Human Condition (Chicago, 1958), where she
argues that cartesian doubt was “logically the most plausible
and chronologically the most immediate consequence of
Galileo's discovery“ (p. 287), because the appearance of the
measuring instruments put an end to belief in the power of
reason for the comprehension of the world. Hence the reason
turned inwards towards self-knowledge.
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In the light of this concept the turn of Rameau’s thought
towards an introspection after in Nouveau system (1726) he
paid tribute to the experimental acoustics established by
Sauveur, and then assimilated newtonian corpuscular theory
and tried to explain the tonic attraction as a musical realisation
of the law of the universal gravitation in Generation harmonique
(1737) seems to be not quirk but rather logical. I will show how
some specific difficulties to substantiate harmonic theory with
an experimental scientific apparatus could impel him to resort
to the cartesian introspection.
Tim Janz, Mount Royal University, Conservatory of Music,
Canada
Resonant Tempo, tonality and tempo relationships in J.S. Bach’s
Orchestral Suite No 2 in B minor
This paper will demonstrate the interplay between tonality and
tempo relationships in Bach’s Orchestral Suite No 2 in B minor,
and open a discussion concerning musical analysis and
performance practice with regard to the concept of resonant
tempo.
Sir Isaac Newton believed that forces interact in the
same way regardless of magnitude. The law of universal
gravitation applies to apples just as it applies to planets or stars.
In the musical universe, pitch and tempo both represent the
energy of vibrations, but of considerably different magnitudes.
Resonance, or low integer ratios, is a concept that has been a
mainstay of natural philosophy since the age of antiquity all the
way up through the ‘music of the spheres’ and Newton’s laws.
This paper will explore the notion of a tonal centre, analogous
to a centre of gravity, and its interactions with resonant
relationships around it, most notably, tempo and meter. The
baroque suite provides an excellent example for this, in that it is
comprised of a set of dance movements which all maintain the
same tonal centre, yet interact with variations of tempo and
meter. Thus, a baroque suite is like our solar system, comprised
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of a central star with planets that interact together in a dance of
periodic motion.
Gregory S. Johnston, University of Toronto, Canada
Heinrich Schütz’s Musical Gift to the Wolfenbüttel Court: What
the part-books tell us
The Dresden Hofkapellmeister Heinrich Schütz enjoyed an
enduring relationship with the court of August der Jüngere,
Herzog zu Braunschweig-Wolfenbüttel. He advised the duke on
a wide array of musical matters as Senior Kapellmeister in
absentia, and provided lessons in composition to the duke’s
consort, Sophie Elisabeth. As a gesture of appreciation Schütz
donated copies of his printed music to the duke, and in a letter
dated 10 January 1664 expressed his profound gratitude to
August for according these works a place in the ducal library.
Schütz not only enriched the collection through this donation,
he erected something of a lasting memorial to himself in a
library he rightly described as “supremely famous through all
Europe.”
A contemporary but undated index of the items sent by
the composer was discovered in the Herzog August Bibliothek
by Horst Walter in 1973, allowing us to see what was sent
initially by the composer and what was added later. Some of
the part-books and scores are in pristine condition, whereas
others contain corrections, erasures, emendations, as well as
notational and textual additions. These alterations are
commented on by Horst but he concludes ultimately and
unequivocally that “the prints exhibit no traces of usage
whatsoever – as if they were never used for performance”. On
the basis of the evidence in the part-books, this paper disproves
that notion and considers further what the layout of shared partbooks and coordinated page turns tell us about ensemble,
placement of performers, and specific details of Schütz’s
understanding of performance.
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Deborah Kauffman, University of Northern Colorado, USA
Celebrating Saint Vincent de Paul at Saint-Cyr: A plain-chant
musical mass by Nicolas Clérambault?
A plain-chant musical mass for the feast of Saint Vincent de
Paul, found in several manuscripts from the Maison royale de
Saint-Louis at Saint-Cyr, underlines the close connection
between this royal educational institution for girls and Vincent
de Paul’s Congrégation de la Mission. Louis XIV appointed
priests of the Congrégation—known as “Lazarists”—to several
royal institutions, including his residence at Fontainbleau and
the royal chapel at Versailles. In 1692, priests of the
Congrégation were appointed to the Maison royale at the
request of its founder, Madame de Maintenon. The Lazarists
were charged with directing the Maison’s spiritual matters, and
in 1729 they celebrated the beatification of their founder with a
mass sung in Saint-Cyr’s church.
A number of offices were composed for St. Vincent de
Paul, beginning soon after his beatification. The mass in the
Saint-Cyr sources is almost identical to one published in 1742
—five years after his canonisation—in an Officium S. Vincentii a
Paulo; their shared texts differ from other early masses for St.
Vincent in approved graduals published in 1729 and 1738. The
slight differences between the mass published in 1742 and the
one in Saint-Cyr manuscripts centre on note shapes and
ornaments, and raise the question of which was the original.
Although the mass is transmitted anonymously in both sources,
it is possible that it was composed by Nicolas Clérambault, who
served as music master at Saint-Cyr during this time; the
Lazarists, whose mission was to minister to the rural poor, were
not known to employ in-house composers.
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Kordula Knaus, University of Bayreuth, Germany
Libretto, Music, Performance: Comic Narratives in Early Opera
Buffa
This paper addresses theoretical and analytical approaches to
opera as a plurimedial genre. It deals with comic elements in
early opera buffa and discusses the various layers of meaning
that emerge from opera’s plurimediality. Eighteenth-century
opera analysis strongly refers to preserved libretti and scores
and hereby focuses on text in its broader sense. Elements of
performance are difficult to include into analytical approaches
because utilisable evidence is scarce—in particular for opera
buffa. The present paper suggests considering the production
process and general aspects of performance as far as material
and information is available. Different elements of meaning
often correspond to different media. The libretto text that could
have been read during the performance, the music and sounds
that were heard in an opera house, the visual information that
was available both on stage and in the audience created often
contradictory and ambivalent levels of meaning. Comic effects
frequently originated particularly from these contradictions.
Examples from Baldassare Galuppi’s L’Arcadia in Brenta, one of
the first comic operas that was performed all over Europe,
illustrate how comic narratives in opera buffa materialize in
plurimedial environments.
Evaghelia Kopsalidou, Democritus University of Thrace, Greece
Ornaments and Bowing in French Viola da Gamba Music
(1610-1773)
As far as the ornaments on the viola da gamba are concerned
we can say that the voice is taken again as an example. The
influence of the lute and the harpsichord are, too. There was no
uniformity in the demonstration of ornaments symbols. Around
1685 the viol masters didn’t agree neither on names nor on
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symbols of the ornaments. It was only after Marin Marais that
some uniformity begins.
The aim of this paper is to present French viola da
gamba ornaments as mentioned and explained in treatises and
viol pieces of the time. Were their differences important for
their interpretation? What brought their uniformity? Do we have
enough explanations of their interpretation in treatises? Do we
have enough explanations in the prefaces?
The important role of the bow in the interpretation of
the ornaments will also be examined. Some ornaments like the
enflé give a certain direction to the sound as this ornament is
well interpreted with a progressive acceleration on the speed of
the bow. For other ones like the martèlements and the trilles the
quality of the sound must not be altered. Composers also
frequently mark the direction to which the bow should be
drawn in each ornament. Which is the appropriate bowing for
its ornament? Which is the best bowing for a better sound
according to masters and treatises? Questions will be discussed
also in comparison to other baroque instruments.

Tanja Kovačević, Queen’s University Belfast, UK
A New Source of Bach’s Violin Solos from Vienna
Recent explorations of archival material in countries that once
formed part of the Habsburg Empire have yielded a wealth of
formerly inaccessible, hard to access or simply neglected
manuscript sources of the works of J. S. Bach. Among them are
several copies of J. S. Bach’s Sonatas and Partitas for
Unaccompanied Violin (BWV 1001–1006). Research into the
recently resurfaced sources has revealed the existence of two
prominent branches in the work’s transmission, only one of
which has to date been examined in detail. This paper focuses
on a manuscript of the Solos housed in the Gesellschaft der
Musikfreunde in Vienna.
The source, erroneously ascribed to C. P. E. Bach,
belongs to the second, hitherto unexplored branch of the work’s
transmission. Other sources affiliated to this branch include
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Anna Magdalena’s copy, once believed to be the autograph, a
manuscript (today lost) owned by F.-J. Fétis, originally given by
C. P. E. Bach to Boccherini, another manuscript held in Prague,
and the first complete edition of the work by Simrock. The reemergence of these sources points to an enthusiastic reception
of the work, at which Andreas Moser hinted in 1920, but which
was not previously visible and was, as recently as 2008,
disputed. Using text-critical analysis I hope to reconstruct this
branch and offer further insights into the work’s transmission
and reception from c.1730 to c.1800.
Eva Kuhn, Musikschule Ravensburg, Germany
Cantata con L’Arpa: an homage a Laura d’Este?
My paper discusses a manuscript from the Estense Library in
Modena, listed in the modern catalogue as by an unknown
author. With the help of a lesser known yet important catalogue
of the 18th century housed in the Archivio di Stato, I identified
Domenico Gabrielli as the putative composer. A very idiomatic
and virtuoso cello part, using Gabrielli’s favorite scordatura
tuning as well as the appearance of the principal aria from
Gabrielli’s oratorio San Sigismondo re [sic] di Borgogna
substantiate the attribution. Comparing the two different texts
of the same aria confirms yet again both the significance of
Duke Francesco II as a patron of superlative musicians of the
North of Italy in his time and allows us a deeper historical
insight into Gabrielli’s dismissal from the San Petronio Capella
in 1687, namely that the official reason, that he was absent too
often, was a pretext for something else. The question of
instrumentation and the differing uses of a tenor viola-like
instrument and of the “violoncello” of the time will be once
again broached. There was a variety of instrumentation choices
for such music and I intend to shed more light on the plethora
of different-size ‘tenor’ instruments that constituted a colourful
subcategory of the “consort” of bowed string instruments used
in the age of Francesco II.
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Jeffrey Kurtzman, Washington University in St. Louis, USA
A Neo-Platonic Reading of Monteverdi’s Arianna
Although Monteverdi’s Arianna of 1608 has long been known
as a seminal work in the history of opera because of its lament,
famous and imitated even in its own day, it was only with
Suzanne Cusick’s interpretation of the lament (Early Music,
1994) that the meaning of the work became a subject for
modern critical commentary. That commentary has taken its
point of departure from Cusick’s reading of the work as a
warning to women of the dire consequences awaiting the
woman who betrays parental authority for the love of a stranger.
However, a special issue of Early Music (1999) posed several
challenges to this thesis, suggesting other possibilities
underlying the opera’s significance. Indeed, Renaissance arts
typically conveyed multiple symbolic or ‘hidden’ meanings that
were apparent to cognoscenti, such as the humanistically
educated guests at the wedding, but unavailable to the vulgar
crowd who cannot see beyond surface appearances. Since the
subject of Arianna is love and love betrayed, it is the meaning of
love that provides the clue to the most likely (but not exclusive)
perception of the meaning of the opera for the audience at the
first performance. In fact, love was the subject of the most wellknown treatise of the Neo-platonist Marsilio Ficino, a treatise
that was a topic of conversation at courts all across Europe for
some 200 years after it was first published in 1484 and imitated
or discussed in numerous subsequent treatises, with which
many of the 1608 audience would also have been familiar
(including the Mantuan Baldassare Castiglione’s Il Cortigiano).
Viewing Arianna from the perspective of Ficino’s
treatise on love places the message of the opera in a very
different light, shifting the focus from a modern feminist critique
of patriarchy and the betrayal of patriarchal authority to the
place of love in Renaissance cosmology and the consequences
of the violation of that cosmology by Theseus. In this
perspective, supported by the libretto, Arianna herself emerges
as both a victim and victor for the depth and fidelity of her love
while Theseus becomes the ultimate victim of his own betrayal.
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Simone Laghi, Cardiff University, UK
The music of Tommaso Paolo Alberghi (1716-1785), violinist:
new documents from the Scuola delle Nazioni
The violinist Tommaso Paolo Alberghi was born in Faenza, on
31 December 1716. In the year of the 300th anniversary of his
birth, I intend to put a spotlight on the remarkable production of
this violinist. Alberghi spent most of his life in Faenza, a town
situated halfway between Padua and Florence, about forty miles
east of Bologna. He covered the role of Maestro di Cappella in
the city Cathedral, and animated the musical life of the town.
Between 1730 and 1733, Alberghi studied in Padua with
Giuseppe Tartini (1692-1770). There, he met other violinists,
such as Pietro Nardini (1722-1793). His connections with
Padua and Venice are confirmed by the contemporaries’
accounts and by a copy in Alberghi’s hand of Vivaldi’s concerto
for two flutes RV 533.
Alberghi was also active as a violin teacher: among his
pupils we can mention Bartolomeo Campagnoli (1751-1827)
and, possibly, Giuseppe Sarti (1729-1802). The legacy of
Alberghi is a collection of 11 sonatas, 17 trio sonatas and 18
violin concertos, conserved in Berkeley, plus other works at the
Library of Congress. His sacred music in Faenza’s Dome Archive
is yet to be properly analysed.
His violin concertos are of particular interest: shaped
on Tartini’s model, they require a solid technique: long
sequences in double stops, an abundance of trills and passages
in high positions are often present. What is more relevant is the
presence of original written out cadenzas and capriccios that
could give new information on the early eighteenth-century
violin performance practice.
Ester Lebedinski, Uppsala University, Sweden
The Travels of a Tune: Purcell’s ‘If love’s a sweet passion’ and the
Cultural Translation of English 17th-Century Music
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Despite the influx of continental music and musicians to
England, it has long been thought that no late seventeenthcentury English music travelled the other way. However, the
appearance of songs by Henry Purcell (1659–95) and John Abell
(1653–1716) in a songbook in the music collection of the De
Geer family—now preserved in the public library of Norrköping
(Sweden)—suggests that some English songs did indeed find an
audience on the continent. The most interesting of the English
songs in this songbook is a French translation of Purcell’s widely
disseminated ‘If love’s a sweet passion’ (The Fairy Queen,
1692), dated 1697.
This paper discusses how a French translation of a
popular English song could end up in a Dutch songbook kept in
Sweden, illustrating the constant border-crossing of early
modern music and musicians. I argue that the transfer of this
particular song depended on two well-known cultural gobetweens: the singer-composer John Abell, known to have given
a series of concerts in Holland in the late 1690s, and the writer
Abel Boyer (?1667–1729), whose French grammar book The
Complete French-Master (London, 1694) included the same
French version of ‘If love’s a sweet passion’. The inclusion of ‘If
love’s a sweet passion’ in a continental source potentially
contradicts the common scholarly view that Purcell’s music
never spread outside England, and suggests a level of
reciprocity in late seventeenth-century England’s cultural
exchanges hitherto rarely acknowledged.
Fiona Kizzie Lee, The Chinese University of Hong Kong
‘Structural Coherence beneath Surface Contrast’—Motivic
Treatment in Dario Castello’s Sonate Concertate
Dario Castello’s Sonate Concertate in Stil Moderno, Libro Primo
(1621) e Secondo (1629) are pioneer collections in establishing
the genre of concerted sonata in the Stile Moderno. This stylistic
trend is commonly perceived as favouring prominent sectional
contrast over general consistency, with structural coherence
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generally regarded as of minor importance among the
composers’ considerations.
Andrew Dell’ Antonio (1997) has established a model
on analysing Castello’s sonatas, based on identifying the formal
organisation of different subsections. In this paper, I suggest
another aspect, which has hitherto been given little attention.
The presence of complex motivic webs in Castello’s sonatas,
which created unique sonorities, indicates the composer’s
conscious and systematic attempts to connect the otherwise
unrelated subsections. The analysis of Castello’s motivic
treatment thus presents effective means for the understanding of
his compositions, and a comparison of this with Girolamo
Frescobaldi’s variation ricercares further highlights the arbitrary
nature of nomenclature in early seventeenth century
instrumental works.
Appearing in the early Seicento, Castello’s works
feature a balanced dualism between the constantly changing
façade and the underlying pursuit of motivic unity. Castello
adopted substantial motivic transformation, which connects his
works firmly with the aesthetic rubrics of the Stile Moderno. I
posit that a motivic categorisation system for the sonate
collection contributes to the comprehensive understanding of
Castello’s works at that particular historical juncture, a time
when unprecedented innovations flourished, while Stile Antico
and Stile Moderno well-juxtaposed.
Peter Leech, Cardiff University, UK
Thomas Kingsley SJ (1650-1695) – from Canterbury Cathedral
chorister, to Jesuit priest and composer
Recent research has demonstrated that the English Jesuit
college, founded in 1593 by Robert Persons (1546-1610) at
Saint-Omer in the Spanish Netherlands (known in the
Anglophone world as St Omers College), had a thriving liberal
arts culture in the late-seventeenth-century. By 1685 the college
had a sophisticated artistic environment, one which included
the production of theatrical entertainments with music, sacred
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music in the college chapel, and informal recreational
performances. A number of Jesuit composers are now known to
have been associated with St Omers in the second half of the
seventeenth century. Although fragments of their musical works
are extant, much of the evidence of college compositional
activity seems to have been lost. One recently identified
exception is the composer Thomas Kingsley, who began his
musical career as a chorister at Canterbury Cathedral in the
early 1660s, ending his days as a Jesuit priest moving frequently
between St Omers and London during a turbulent political
climate. A recently identified late-seventeenth-century French
music manuscript source – Bibliotheque Municipale de Douai
Ms 785 – contains music almost certainly composed by
Kingsley, including, as far as is known, an extremely rare Latin
motet dedicated to a Nun from an English Benedictine convent
abroad.
This paper traces Kingsley’s career, as well as the
evidence for the attribution in Douai Ms 785, demonstrating
that archives have yet to reveal all of the secrets of music
derived from the late seventeenth-century British Catholic
diaspora.
Raphaëlle Legrand, Paris-Sorbonne University, France
On the trail of a mysterious eighteenth century French opera
composer, Mademoiselle Duval
During the whole eighteenth century, only two women
composers succeeded in getting an opera produced on the
stage of Paris Académie Royale de Musique. Both of them were
singers. Henriette-Adélaïde de Villars, so-called Mademoiselle
Beaumesnil (1748-1813) is not unknown. Mademoiselle Duval,
on the opposite, remains very mysterious. How could an
eighteen year old former chorus singer have a four act opera
like Les Génies (1736) performed at Paris Opera? The patronage
of the Prince de Carignan that she thanks in the dedication of
her score, cannot be the only explanation. When has she
learned composition? What career has she pursued after that
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amazing achievement? Why could she have been so forgotten,
even in her own time, while her work was regularly quoted in
dramatic dictionaries? If there are still grey areas and
uncertainties in Duval’s biography, this paper will provide new
clues in an attempt to illuminate this fascinating figure.
Erica Levenson, Cornell University, USA
‘Vive la Comédie!’: Adapting French Theatre and Music for the
London Stage, 1718 – 1735
Driven from their native fairground theatres in 1718 by rampant
censorship, French actors, musicians, and dancers quickly
became showstoppers in a London already crowded with
international theatrical attractions. Deriving from the Parisian
repertoire of the Théâtre Italien, Comédie Française, and
Théâtres de la foire, French theatrical adaptations for the
London stage are well documented in contemporaneous
accounts as well as in published sources. Although several
studies of popular English theatre cite this general phenomenon,
scholars have yet to explore in detail the performance history of
over 175 French musical comedies produced by French
performers in London between 1718 and 1735.
This paper focuses on the first of four extant French
plays with music published in London soon after their crossChannel debuts. Although on one level testimony to the
Hanoverian patronage of French culture, the content of John
Ozell’s 1718 English translation of Dufresny and Regnard’s La
Foire Saint Germain also provides an important context for
considering the rich field of cultural interplay between French
and English identities. A comparison of French and English
publications demonstrates that the self-conscious removal of
musical jokes—which depended on localised knowledge of
vaudeville tunes and French operatic parodies—along with
recourse to paratextual framing, dramatised the cross-cultural
experiences of actors, audiences, and readers. By attending to
the interactions between French and English productions, we
discover the traditions shared by two seemingly divergent
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cultures; we gain, moreover, a more nuanced perspective on
the London stage as a public forum for engaging conceptions of
national community.
Katherina Lindekens, University of Leuven, Belgium
Words and Music in John Blow’s Venus and Adonis: An
interdisciplinary analysis
Like most operas from the English Restoration period, Venus
and Adonis has come down to us in a range of sources that is
tantalising and frustrating at once. John Blow’s music survives in
several manuscripts dating from the early 1680s to ca. 1710,
while the anonymous libretto – tentatively ascribed by Winn to
Anne Kingsmill-Finch – is extant in a printed copy from 1684.
All these documents have their problems and lacunae, and
several other key sources have evidently been lost. In recent
decades, scholars have started to fill the gaps, through musical
and textual editing, bibliographic and historical reconstruction,
and textual criticism. However, comparatively little attention
has been paid to the formal characteristics of words and music
in Venus and Adonis, and to their interaction as opera. Can we
decipher the architectural design encrypted in the libretto’s
poetic form, metre and rhyme? How does Blow’s setting confirm
or contradict this textual blueprint? And what does this tell us
about the creative origins of Venus and Adonis? These questions
are particularly pertinent since the printed libretto is clearly
derived directly from at least one musical manuscript, thought
to represent the original version of the work (British Library
Add. MS 22100). This paper presents the results of a detailed
and comprehensive musico-poetic analysis of Venus and
Adonis. Rather than reiterating the unresolved issues
surrounding this early English opera, it draws fresh evidence
from the available primary-source material by approaching it
from a formal and interdisciplinary perspective.
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John Lutterman, University of Alaska Anchorage, USA
‘Trading Fours’ in the Seventeenth Century: Christopher
Simpson on Contrapunctus Extemporalis
Christopher Simpson’s The Division Viol is one of the most
comprehensive treatises on improvisation ever written, offering
valuable clues to the nature of a number of historical
improvisatory practices, including instruction in the art of
extemporaneous implied polyphony, which Simpsons calls the
‘mixt’ style of divisions. While the importance of Simpson’s
treatise for understanding the practices of seventeenth-century
British musicians is well known, The Division Viol had a greater
influence on the continent than has generally been recognised.
Copies of the second edition, which included a parallel Latin
translation, can found in important musical archives throughout
Europe, and the treatise continued to be used in Britain well
into the eighteenth century, remaining popular enough to justify
the printing of a third edition in 1712.
Simpson’s approach to counterpoint is more
harmonically conceived than has been recognised, and the
organisation of his treatise shows interesting parallels to
Friedrich Niedt’s Musikalische Handleitung and to Italian
partimento practices. Simpson’s suggestion to use a longer
‘continued ground,’ such as ‘the Through-Bass of some Motet or
Madrigal’ as a framework for improvising divisions foreshadows
the exercises found in Niedt’s treatise and the partimento
sources. Although Simpson does not give written-out examples
of longer pieces, following his advice to use a bass from a preexistent composition as a formal schema, would result in a
structured approach to improvisation similar to that which
German and Italian partimento practices were designed to
cultivate.
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Dr Douglas MacMillan, University of Oxford, UK
The Small Flute Concerto in Early Eighteenth-Century London
My paper will explore a purely English phenomenon—a series
of concerti composed far ‘small flutes’ (recorders) and strings in
the first third of the eighteenth century. The small recorders
include the sixth flute in d’’ and the fifth flute in c’’ (soprano
recorder). Few of these survive in comparison altos and the
paucity of the repertoire for the instruments will be noted.
Seventeen concerti (including four for two recorders) by
William Babell, John Baston, Charles Dieupart and Guiseppe
Sammartini will be described and brief biographies of the
composers given. The concerti will be discussed regarding their
structure, harmonic development and orchestration and the
significance of the transposition of the recorder parts in relation
to the keys of the concerti will be noted. In addition to the
concerti, an anonymous suite for sixth flute and strings will be
included in the discussion. A comparison of English and
continental recorder concerti will reveal that continental
composers favoured altos rather than small recorders, although
Vivaldi’s concerti for the sopranino recorder form an exception.
Many of these works were conceived for performance
as ‘interval music’ in the London theatres as well as in concert
halls and selected examples of documented performances will
be given. The small flute concerti—as short, tuneful works—
were admirably suited to their role both in the theatre and in
the concert hall and, although slight in musical content, they
form a uniquely English contribution to the repertoire of the
recorder.
Alan Maddox, University of Sydney, Australia
‘The notes ... perfectly imitate a natural discourse’: Rhetorical
principles for reading the rhythms of Italian recitative.
Since the consolidation of standardised music notations in the
15th century, few musical genres in the Western tradition have
been as resistant to reliable capture in notation as recitativo
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semplice (simple, or ‘secco’ recitative). Recitative notation is
notoriously sketchy with regard to harmony and timbre, in
particular, yet its specification of rhythm presents, in a sense,
the opposite problem: it provides too much information. While
rhythms in the vocal line were notated with apparent precision,
contemporary commentators were unanimous in saying that
these written rhythms were not to be taken literally. This paper
argues that principles for interpreting the notated rhythms of
recitative in performance were nevertheless well established in
the rhetorical tradition of delivery. Sources on singing, acting
and declamation throughout the early modern period closely
mirror the classical treatises on rhetoric, providing both broad
guidelines on the range of appropriate variation in pacing, and
specific instruction on the management of rhythm in
declamation, based on the intrinsic rhythm of the words, and
the demands of expression. Read together, these sources suggest
an approach which goes beyond simply following either the
notated rhythm on one hand, or conversational “speech
rhythm” on the other, and offers a well-grounded way forward
in making the leap from minimally encoded score to revivified
music drama.
Bill Mann, University of Glasgow, UK
'Et in arcadia Ergastus' - Pastorals, Heroics, Politics in early 18th
century London
Why the newly built Haymarket theatre in London (1705)
should have opened with an unpromising Italian pastoral,
lasting around an hour, with no supporting play, and with a plot
so flimsy, it could have been programmed for disaster, is a
question that has preoccupied or perplexed interested scholars
from the outset. The pastoral in question Gli amori di Ergasto
has gone down in history as one of the worst operas ever put on
a stage. It was followed by two more pastoral operas with
marginally more success, but it was heroic opera that would
win out in the end, nevertheless without losing sight of the
pastoral.
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The years 1702-1718 have been described as a period
of pastoral warfare. In the 'conservative' camp were Knightly
Chetwood, Alexander Pope, John Gay, and Jonathan Swift. The
'progressives' included Ambrose Philips, Thomas Tickell,
Thomas Purney, and Joseph Addison. The former group,
sometimes referred to as the neoclassicists (Congleton), insisted
that Arkady and the classics were the models to be followed.
The latter, the rationalists, preferred English landscapes with
English shepherds. The division soon assumed a political
perspective — Tories vs Whigs.
The conflict raged during the settling-in years of Italian
opera which was soon drawn into the debate. This paper
attempts to show the interaction between English literature/
drama and Italian opera, between politics and culture, a dispute
that was partially resolved with the production of Handel's
Rinaldo in 1711 — an 'English opera' in its dedication to
Queen Anne.

Licia Mari, Catholic University of the Sacred Heart, Brescia,
Italy
Maurizio Cazzati and Mantua
After the plague in 1630, Mantua tried to rebuild its life, in a
difficult economic and political situation. The three main
churches – the Cathedral, the Basilica of St. Andrew, and the
Palatine Basilica of St. Barbara—maintained, with some
difficulties, their important role for the citizens and for the
Gonzaga duke. The musical chapel of the court was reorganised
and represented the ensemble that solemnised the great
celebrations, giving help to the less numerous musicians of the
churches. In this context Maurizio Cazzati arrived in Mantua as
organist and chapel master of the Basilica of St. Andrew,
according to the frontispiece of his opera I (1641).
Unfortunately, the damage to St. Andrew's ancient archive
prevents us from finding significant evidence of this moment,
but we know that at the end of 1640 great ceremonies were
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organised in this church and in the Cathedral to celebrate the
coronation of an ancient image of the Virgin Mary. My paper
intends to summarise sacred music in Mantua in these years,
the role of the chapel master Francesco Dognazzi and presence
of Giulio Cesare Antonelli (from Luzzara) and Pietro
Crescimbeni, in order to focus on the musical education and
experiences of the young Maurizio, realised in his first two
prints. Cazzati returned to Mantua in 1671, as chapel master of
the duchess and then of the Cathedral. He also worked for
Santa Barbara: in the church's archive is preserved a manuscript
with some of his pieces, from a collection of 1654, another sign
of his lasting link with the town.
Nadya Markovska, University of Southampton, UK
Bach's Suites for Solo Cello (BWV 1007–1012): Textuality and
Beyond in the Search for ‘Truth’
Bach's Cello Suites have long been a subject of musicological
controversy. Its central concern is the composer's missing
autograph score. The Suites gained their popularity via four
different manuscript copies, each suggesting a different
interpretive reading. Established research paradigms assume the
existence of a single, ‘correct’ model of this music, prioritising
the composer's authority.
This paper challenges this perspective and proposes to
consider the Suites as an open and flexible text. My aim is not
to identify an authoritative source that needs to be preserved
and reproduced as it is. My goal, instead, is to suggest an
alternative understanding of Bach's music: as a process of
creative thinking and not as a fixed historical artefact.
A key point in my discussion is the idea of expressive
variety in music, which many writers on music from the time
related with rhetorical thinking. Borrowing from rhetorical
practices in Bach’s time, mastering variety in music used
repetition and variation to stimulate musical creativity. It was a
reserved area for masters. Central to my discussion is Anna
Magdalena Bach's free treatment of articulation in her copy of
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the Cello Suites. I take the Prelude from Suite 1 as a case study
and examine Anna’s unsymmetrical slurs from the perspective
of the versatile nature of rhetoric to stimulate creative thinking.
Considered in the context of rhetorical variety, the musical
surface in Anna’s copy suggests a more complex musical
thinking: taking music beyond the boundaries of its written text.
Lawrence Molinaro, Live Arts Maryland, USA
Variations in Practice: The Minuets from the Notenbuch dal
Signor Kittell (1789)
This presentation will compare the elements of instructional
models for composition and improvisation found in a largely
unexamined notebook (after Johann Christian Kittel) with those
from similar manuscripts, such as the Clavier-Buchlein of
Wilhelm Friedemann Bach (1720) and published works such as
Friederich Erhardt Niedt’s Musicalische Handleitung (1708).
Johann Christian Kittel (1732-1809), acknowledged as
Bach's last student even in his own lifetime, is regarded as a
preserver of his famous teacher’s musical ideals. In particular,
Kittel’s three-volume treatise on organ playing, Der angehende
praktische Organist (1801–8), was, according to the preface,
fully grounded in the principles of Bach. Kittel was highly
regarded as a teacher and composer during his lifetime and for
several generations after his death.
The manuscript Notenbuch dal Signor Kittell (1789)
[Library of Congress, Washington, DC] consists of basic
elements of musical instruction, including descriptions of keys,
diatonic and chromatic notes, rest values, descriptions of
ornaments, and application of fingerings.
Notably, in this
manuscript there are two sets of variations—Menuetto con
Variazioni (minuet with five variations) and Tema con variazoni
(theme with three variations). These examples of variation
involving diminution, imitation and ornamentation around a
repeated bass or melodic line provide clues as to the skills that
keyboardists would have internalised as part of a common
practice of improvisation. With these instructional examples,
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the notebook contributes to our understanding of the pedagogy
supporting composition and improvisation as part of the basic
skill set of working musicians during the eighteenth century.
Margaret Murata, University of California, Irvine, USA
Non-Venetian Arias in the Fondo Barberini
Over a third of the 119 music manuscripts in the Fondo
Barberini are miscellanies and anthologies of arias from operas
dating from 1659 to 1700, years in which Maffeo Barberini (d.
1685) and his son Urbano (d.1722) headed the family as
princes of Palestrina. Most of the arias were anonymous when
they were bound up and have largely remained so to now.
Lowell Lindgren discusses the Barberini arias from operas that
premiered in Venice in a forthcoming article. This paper
identifies the non-Venetian arias, which came from Milan,
Piacenza, Ferrara, Modena, Bologna, Genoa, Fano, Florence,
Viterbo, Rome, Velletri, and Naples, that are preserved in six
volumes with arias before 1685 and in 25 volumes with arias
dating 1686–1700. The paper then hypothesises which of
several Barberini—or their household musicians— might have
been responsible for which sets of arias and attempts to place
the volumes in the context of other Barberini interests in opera
after mid-century. Arias from Milan, Piacenza and Modena may
have been connected with two Barberini aunts there, the
Countess Camilla Borromeo-Arese (d.1740) and the dowager
Duchess Lucrezia d’Este (d.1699). For example, the unique ‘Le
cime de’ fiori’ was a new aria (composer still unknown) added
in 1673 to a Bolognese production of Giovanni Legrenzi’s
Achille in Sciro (orig. Ferrara 1663). That production was
dedicated to Rinaldo d’Este, a Barberini nephew. Similarly the
1693 revival of Lisimaco in Ferrara was dedicated to Cardinal
Francesco Barberini, jr.
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Estelle Murphy, Maynooth University, Ireland
‘In the VICEROY, bless the KING!’: Reuse and Revision in
Matthew Dubourg’s Dublin Odes
Musical borrowing was commonplace throughout the Baroque
period. Rarely, however, have such practices been observed in
the case of the annual royal birthday ode. Matthew Dubourg’s
odes for Dublin present a curious and perhaps unique example
of simultaneous self-borrowing and self-revision.
The violinist and composer Matthew Dubourg (1703–
1767) first visited Dublin in 1724 and four years later, following
the death of J. S. Cousser, was appointed Master of the State
Musick in Ireland. He remained in Dublin (with frequent visits
to London) for the next twenty-five years. As Master, Dubourg
had the task of composing the musical ode for the celebration
of the monarch’s birthday in Dublin. Performed at Dublin Castle
before the viceroy and nobility, these odes were one of the
highlights of the social calendar. Their poetry was often
published and repeat performances of the works for charitable
events were common.
However, unlike the odes composed for the London
court, Dubourg’s exhibit significant instances of various types of
musical and poetical self-borrowing and recycling. Curiously,
and at odds with the practice of self-borrowing, some of his
odes have alternative settings of the same verses. This paper
seeks to uncover why these seemingly incongruous instances of
recycling and revision appear in Dubourg’s odes and asks what
unique social and musical expectations might have justified
these practices.
David Newsholme, Canterbury Cathedral
Worcester’s William Davis: assisting ‘mighty sons of art’?
William Davis (c.1675/6–1745) spent the majority of his life in
the employ of the musical foundation at Worcester Cathedral,
eventually achieving the position of Master of the Choristers in
1721. He is generally known to scholars today as the copyist of
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Lbl Add. 31468, a collection which is significant for being the
only extant source of Purcell’s Voluntary in d in the version for
double organ. The manuscript also contains a fine keyboard
suite by Davis himself, a performance of which will form the
first part of this lecture-recital.
Davis was evidently very active as a copyist at the turn
of the eighteenth century: a large portion of repertoire entered
into the part books at Worcester Cathedral during this period is
in his hand. Additionally, these books contain a number of
Davis’ own original compositions, while further sacred pieces,
as well as a number of secular songs and two short odes, are to
be found in his autograph manuscript, Ob MS Mus. C.16. In the
second part of this presentation, I will consider Davis’ creative
significance and contributions both as a copyist and as a
composer, while attempting to set his achievements within the
broader context of his time.
Michael O’Loghlin, University of Queensland, Brisbane,
Australia
Some performance practice questions posed by a unique
treatise from the early eighteenth century
The author has translated the anonymous treatise Instruction
oder eine anweisung auff der Violadigamba for first publication.
This work occupies a unique position and raises some
interesting performance practice issues, not confined to the
gamba or to stringed instruments. Dated to around 1730 and of
Saxon origin, it is the only known German Baroque treatise
devoted to this instrument. This paper commences with a brief
discussion of unusual fingering and bowing rules. The
Instruction offers some quite different bowing solutions from the
many French viol treatises, and appears to owe more to an
adaption of Muffat’s violin rules. The paper continues with a
discussion of some aspects of wider interest. The Instruction has
a list of tempi which among other things supports the notion,
also found in several other German sources, that vivace is
slower than allegro. Its advice on the essential ornaments
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includes the terms Fal, Gegenfal and Schlag, which are
otherwise unknown in German writing, but appear to be
translations of the English backfall, forefall and beat. There is
some surprising advice on the application of these. The
Instruction concludes with a section which presents 46 different
standard melodic patterns, and gives several different
suggestions for extempore ornamentations for each of them.
This format was archaic, but was later taken up again by
Quantz, who may even have encountered the Instruction during
his time in Dresden and modelled Tables IX–XVI in his Versuch
on it.
Janet K. Page, University of Memphis, USA
Time, Space, and Community: Performing Plainchant in the
Viennese Convent of St. Laurenz in the Early Eighteenth Century
When Lady Mary Wortley Montagu visited Vienna in 1716, she
named the convent of St. Laurenz as her favorite. Life was
pleasant at this Augustinian convent, and the choir nuns spent
their days playing cards and gossiping with women visitors.
Lady Mary particularly noted the relaxed nature of enclosure at
this convent. St. Laurenz was, unsurprisingly, soon being
criticised for its lax practices, and in 1724 the Viennese church
authorities produced a lengthy document detailing how the
convent’s daily life was to be ordered.
The document contains instructions concerning music,
illuminating practices for the conduct of the daily services of
mass and hours. The Chormeisterin organized the roster of
readers and choir leaders, and ensured that the music was
suited to the day, performed in appropriate style, and well
rehearsed. The document describes how antiphons, psalms, and
other chants were to be performed, with details of antiphonal
practices appropriate to the convent church. All choir nuns
were expected to lead the services in turn, and the duties of the
choir leaders varied according to the importance of the day. In
everything, the convent’s hierarchies of age and rank were
stressed, and clarity of the words was the primary aim.
!111

Directions for or descriptions of musical practices, less detailed
than those for St. Laurenz, survive from several other Viennese
female convents; these will be compared with the directions for
St. Laurenz to determine practices common to these convents
and how well the directives for St. Laurenz might have been
realised.
Agnese Pavanello, Hochschule für Alte Musik, Basel,
Switzerland
An Unknown Trio Sonata by Corelli? Problems and chances of a
rediscovered piece
Recent studies have opened new questions and perspectives
concerning Corelli’s music by focusing on doubtful works
ascribed to the composer. A consideration of neglected sources
for Corelli’s sonatas, including manuscripts copies from printed
collections, provides further evidence that Corelli’s works
spread throughout Europe (and especially that they reached
England) thanks to multifarious circulation channels, not always
directly connected with his printed output. Manuscript sources
which at first glance look like mere copies from printed
collections were in fact often derived from other manuscripts.
They show divergences and variants, and sometimes even
contain otherwise unknown works.
In an English manuscript containing Corelli’s trio
sonatas, an unknown trio sonata is included, which is probably
to be added to the authentic works by the composer. In this
paper I will discuss the possibility of an ascription and address
the criteria by means of which such attribution matters should
be judged. Are stylistic elements sufficient to prove authenticity,
when they combine with clues regarding the transmission? This
case study will provide a reflection on attribution criteria,
pondering also the meaning and aim of such kind of endeavour
in today’s musicological agenda.
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Adrian Powney, Birmingham Conservatoire, UK
A Time of Transition: The French and Italian roots of MarcAntoine Charpentier’s Time Signatures Explored
Recent literature on the seventeenth-century French composer
Marc-Antoine Charpentier draws attention to the skilful ways in
which he combines French and Italian elements in his musical
language. Commentators including Hitchcock, Thompson and
Sadler have shown that arioso writing, void notation, harmonic
language and continuo figuring clearly show this plurality of
national styles; a key factor to consider when examining both
his compositional style and performing practices.
One area yet to receive detailed attention is that of
metre and tempo indications in Charpentier’s works,
particularly his use of time signatures. Such a study generates
interesting lines of enquiry when we consider both the era in
which he worked and the aforementioned plurality of styles.
On the one hand, Charpentier’s composing career (from the late
1660s to 1704) falls at both the centre of the Baroque period
and the transition from the mensural to the metrical system of
notating rhythm: that is from the use of time signatures and
signs of mensuration to the system of using time words to
indicate tempo. On the other hand, Charpentier not only uses
time signatures and styles of notation considered archaic for the
time, but he also employs a range of metres (including 2/4, 4/8
and 12/8) more diverse than any of his French counterparts, and
more commonplace in Italy during this time.
Given the
precedent for his notation to provide clues on his performing
practices, this paper seeks to explore the purpose and contexts
to his use of these metres and ultimately if there is a wider
significance for performance beyond the metrical make-up they
indicate.
Chris Price, Canterbury Christ Church University, UK
‘Useless in the Choir’: the music and musicians of Canterbury
Cathedral 1700–1760
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The archives of Canterbury Cathedral, in common with most
cathedrals and collegiate churches, hold a number of 17th- and
18th-century part-books which give a clear idea of the
repertoire in the cathedral at that time. As usual, they include
music in common currency, but also a number of pieces which
seem never to have travelled beyond Canterbury’s precincts,
composed by the incumbent organists of the day, including
Daniel Henstridge and William Raylton.
The archives also hold some fascinating source material
which complements the music, contributing to a fuller
understanding of the ecclesiastical, musical and social milieu in
which it was composed and sung. Twenty-four ‘Dean’s
Books”’and ‘Chapter Act Books’ record the Dean and Chapter’s
deliberations – and disagreements – for a period of 200 years
from 1694, and a series of ‘Precentor’s Books’ patiently record
the many absences of Minor Canons and Lay Clerks for the
same period, and beyond. The result paints a fascinating picture
of the clergy, men and boys who performed the daily offices
(twice a day, every day of the year, without holidays) and the
arrangements made behind the scenes for their care – or lack of
it. Considering some of the appalling behaviour – including
thieving choristers and utterly reprehensible men – it is quite
remarkable that the Anglican liturgical tradition was
maintained, and this paper will attempt to bring these
remarkable sources together, along with some later perspectives
(including the Revd. John Jebb, Maria Hackett, Anthony
Trollope and the Canterbury notary, Charles Sandys), to
understand how.
Théodora Psychoyou, Université Paris-Sorbonne, France
Joseph Sauveur, Bernard de Fontenelle, and the entrance of
Acoustics in the French Royal Academy of Science: a new
overview and perspectives
From 1697, until his death, in 1716, Joseph Sauveur established
and developed several topics on “acoustics and music”,
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presenting them as public courses (notably in 1697 at the
Collège Royal, the Royal College of Paris), or as ‘mémoires’,
submitted and published, from 1700 to 1713, at the royal
Academy of sciences, institution into which Sauveur introduces
the new discipline and occupies the very first chair of
Acoustics. Bernard de Fontenelle, who was then the ‘Perpetual
Secretary’ of this Academy, established the proceedings of
Sauveur’s experiments and – sometimes arduous – memoirs.
Fontenelle’s role was crucial in the scholarly mediation that he
ensured, and in the implementation of the aesthetic and
philosophical backgrounds of the new scientific discipline.
Sauveur’s experiences (some of them led with the
assistance of music theorist and performer Etienne Louilé) and
memoirs concern issues related to the nature and properties of
sound: of its generation, propagation and perception. They also
concern the division of the octave, temperament, and the main
organological issues.
After the contributions by Albert Cohen (on music in
the French Royal Academy of Science, 1982) or Rudolf Rasch
(1984) and Richard Semmens (1987) on Sauveur’s writings, this
paper proposes, on the occasion of the 350th anniversary of the
foundation of the French Royal Academy of Science (1666), and
the 300th anniversary of Sauveur’s death, a new overview of
Sauveur’s work (including a newly discovered source), and
examines its inscription in the context of the deliberate
construction of a ‘National Modernity’, whose Fontenelle was
the leading figure.
Maria Anne Purciello, University of Delaware
Reading Madness, Singing Madness: Verisimilitude and the
Operatic Mad Scene in 1640s Venice
With its inherent reversals and transgressions of the natural
order, madness was closely linked to verisimilitude in early
opera. Its unpredictability provided opera’s creators the
opportunity to engage with a broad range of psychological
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states while demanding imaginative, yet ‘realistic,’ uses of
poetry, gesture, and song. As scholars have noted, the result was
often a prescribed style of composition – an established topos
for madness that featured disconnected instances of musical
mimesis first described in the Monteverdi-Striggio
correspondence of 1627 and later found in works such as
Giulio Strozzi and Francesco Sacrati’s La finta pazza (1641).
Such artificial representations were not the sole means of
depicting the malady, however.
My paper examines operas in which the mad scene
begins to transition away from normative compositional
devices, and instead focuses on unique musical and poetic
renderings of a character’s maddened voice. For example, in
Giovanni Francesco Busenello and Francesco Cavalli’s La
Didone (1641), madness is presented through King Iarbas’
vocalised stream of consciousness, which frequently subverts
the role of his music. Alternately, the protagonist of Cavalli and
Giovanni Faustini’s L’Egisto (1643) loses his musical and poetic
identity as he descends deeper into madness, ultimately
envoicing the identities of Orpheus (the mythological hero
whose amorous plight is most analogous to his own) and Cupid
(his divine tormentor). These distinctly expressive vocal modes
increase the dramatic potential for verisimilar representations of
the unpredictable and incomprehensible affliction well beyond
those made possible by the more typical operatic conventions
of the day.
Dora Queiroz De Albuquerque, Université Paris-Sorbonne,
France
The Chiaroscuro in the Magic Opera Seria Repertoire of Georg
Friedrich Haendel
During the eighteenth century, the imitative arts were governed
by shared concepts. Regarding music, composers used to follow
the usual process of artistic creation. Namely, the compositional
devices of that time required that before designing a stage work
in his mind, the composer would draw the outline, choose
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specific colours suited to the characters and at least he would
decide where to place the appropriate chiaroscuro acoustic
effects. It is worth noting that during this century, the musical
terms, as well as those referring to painting and sculpture were
interchangeable. The reason lies in the fact that music theorists
were using painting terminology to illustrate purely musical
intentions and that, in turn, theorists of painting made extensive
use of musical terms to define and explain the content of
paintings.
For instance, the concept of chiaroscuro was widely
used as a musically-inspired artistic medium, indispensable to
create the variety needed for a musical work originating in
nature, this item being the source of imitative arts. Several
theorists defined the art of chiaroscuro as the contrast between
the forte-piano dynamics, their intermediary shades, the
increase and the decrease required for long vocal sounds, the
duality of dissonance and consonance, the difference between
bass and treble. They also emphasised the sequenced contrast
between arias and vocal intensity related to the meaning of the
words.
In order to enter the world of the magic opera seria, I
will first discuss the concept of chiaroscuro in music and then I
will submit an analysis and sing excerpts of the aria ‘Ah, mio
cor’ from tAlcina (1735) Haendel, which features the lead role
in the eighth scene of the second act.

Robert Rawson, Canterbury Christ Church University, UK
Pepusch’s Venus and Adonis (1715)—a Tercentenary
Metamorphosis
The Berlin native Johann Christoph Pepusch arrived in Britain
sometime around 1700. Within a few years he was regarded as
an ‘Eminent Master’ in the London press and enjoyed a fine
reputation across Europe for his concertos and other concert

!117

music. In addition to this, Pepusch quickly established himself,
alongside Nicola Haym and a few others, as a leading musician
in London’s busy theatrical scene. His initial involvement was in
arranging arias and composing recitatives for pasticcios. His
breakthrough work, however, was not at the Opera, but at the
Theatre Royal in Dury Lane with his Venus and Adonis, the first
of four English masques composed during his tenure as Director
of Music there from 1714–1716. The label of ‘masque’ hides an
entirely up-to-date opera seria in two acts.
This paper will argue for a reconsideration of Venus
and Adonis as the most important, and probably finest, piece of
theatrical music in the English language between Purcell and
Handel. In particular, I argue that it was Pepusch’s commitment
to reconciling Italian opera seria and cantata styles with the
English language that provided Handel a model for his Acis and
Galatea (1718). Finally, the shared casts between Venus and
Acis, together with Handel’s adopting aspects of Pepusch’s
approach to recitative in English, imply a degree of cooperation
that should help debunk the myths of a bitter rivalry between
the composers.
Christopher Riedo, Harvard University/Universität Freiburg/CH
Unveiling the mystery of violin improvisation
Polyphonic improvisation has recently attracted particular
academic attention. However, ‘contrappunto alla mente’ and
‘cantare super librum’ are concepts we still mostly associate
with the Renaissance and vocal genres. My paper, in contrast,
aims to disclose the not less widespread prevalence of bowed
instrumental improvisation during the Baroque.
In The Division Viol (London, 1659) Christopher
Simpson gives ‘An Introduction to the Playing upon a Ground’.
In a very detailed report, Simpson reveals the mystery of
extempore playing in trio, namely of how two viols could
improvise together upon a ground bass. Although Simpson’s
Introduction, the only such precise source throwing light on
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polyphonic instrumental improvisation, is addressed to viol
players, I will suggest that his instruction was actually relevant
at the time to violinists throughout Europe too. Historians of the
book point out, we should not forget to consider why and for
which audience texts were published and what the motivation
behind them was. Following these questions, it will become
clear why violinists had no interest in unveiling the
improvisational techniques they were implementing in their
everyday practice. In fact, understanding why in England the
viol player Simpson revealed a secret that violinists on the
continent kept unrevealed, enables us to really understand the
‘Highest Degree of Excellency’ in 17th century violin playing.
Michael Robertson, University of Leeds, UK
The Consort Suites of Johann Christoph Pez
This paper deals with the consort suites of Johann Christoph Pez
that were widely disseminated throughout much of Europe at
the start of the eighteenth century.
Pez’s suite output can be divided into two parts: trios
for two recorders and bass and often-substantial works for
larger-scale ensembles. The former probably come from the
composer’s time at the court of the Prince-bishop Joseph
Clemens. Some were published in both Amsterdam and London
– but most exist solely in manuscript copies. Problems of dating
and authorship abound; scribes seem to have been particularly
free in bringing together movements from a wide variety of
sources. As a result, many of the trio suites exist in a number of
different versions, not all likely to have been sanctioned by the
composer.
No such problems arise with the later larger-scale
consort suites written for the Württemberg-Stuttgart court of
Eberhard Ludwig where Pez was Oberkapellmeister from 1706
until his death in 1716. Under his music-loving employer, Pez
had the opportunity to expand the size of the Hofkapelle and
the resulting suites employ a particularly wide range of
instrumentation.
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Pez was clearly interested in bringing together elements
of both French and Italian styles, and this paper will concentrate
on this feature of his output, comparing it with suites by Muffat
and Venturini. I will argue that Pez was more willing to
experiment with different combinations of style, even within
movements, than any of his contemporaries and that it is hardly
surprising that his works were so highly prized.
Alex Robinson, Paris-Sorbonne University, France
The Performance of Praetorius’s Terpsichore (1612): a reexamination of the sources
The importance of Praetorius’s Terpsichore (1612), the largest
collection of French courtly dances from the early seventeenth
century, has long been recognised. It was once assumed that
this repertoire was appropriate for all manner of instruments, an
impression further compounded by the recordings of David
Munrow, Philip Pickett and others. However, research recently
undertaken by Peter Holman, based on investigation of both the
types of ensembles associated with courtly dance music and
analysis of Terpsichore itself, has indicated that this collection
was primarily intended for violins. The purpose of this paper is
twofold. Firstly, it provides additional material in support of
Holman’s theory of a link between Terpsichore and violin
bands. Nevertheless, re-examination of the surviving sources,
notably archive records held in the BNF in Paris, suggests that
Praetorius’s publication may not necessarily contain music
exclusively intended for violins, even though the connection to
these instruments cannot be doubted. For example, not only
were many violinists also employed at court as wind players
(particularly on shawm), but several continue to appear in
accounts for the Stables after violins were transferred to the
Chamber (in around 1571). This seemingly imprecise distinction
between violinists and other musicians working at the French
court seems to be reinforced by evidence from other sources,
both literary and music, including Terpsichore itself. Overall,
this suggests that the dances in Praetorius’s collection most
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likely comprise a repertoire which, although frequently
associated with violins, was occasionally performed by other
ensembles active at the French court around 1600 as well.
Stephen Rose, Royal Holloway, University of London, UK
Protected Property: Schütz, Schein and the Saxon printing
privileges
Publishers and copyists in seventeenth-century Europe rarely
felt any obligation to get the permission of composers before
making copies of their music. Many German musicians,
however, sought to protect their printed works with a privilege,
usually issued by either the Holy Roman Emperor or the Elector
of Saxony. A privilege gave its holder an exclusive right to
publish their music for a limited time period (typically ten to
twelve years). Anyone making or selling unauthorised editions
would be fined and have their copies confiscated.
This paper uses newly discovered archival documents
to shed light on the Saxon printing privileges held by Heinrich
Schütz, Johann Hermann Schein, Seth Calvisius, Michael
Praetorius and Andreas Hammerschmidt. Applicants for a
privilege typically justified their petition by asking to be
rewarded for their hard work in making music available for the
common good. A privilege therefore did not carry any
assumptions of intellectual property, and could be held by
editors, arrangers or publishers, as well as by authors. Applying
for a privilege was a complex procedure, often involving the
lobbying of court officials, payment of a fee, and censorship of
the planned publication. Some musicians may have applied for
a privilege primarily for the prestige of the Elector’s imprimatur;
but in other cases, composers sought a privilege to authenticate
their publications and protect them against pirates. In the 1620s
and 1630s Schein and Schütz applied for privileges in response
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to the appearance of their compositions in unauthorised
anthologies or pirated partbook editions.
Elam Rotem, Schola Cantorum Basiliensis / University of
Würzburg, Germany
The Carlo G. Manuscript
The recently surfaced ‘Carlo G.’ manuscript sheds light on early
17th century performance practices and constitutes a most
important finding both in the field of early continuo and of
vocal ornamentation. Containing more than 300 pages of
written-out keyboard accompaniments for highly ornamented
monodies and duets, it is probably one of the most concrete
and substantial sources that we have from that time. Dating
from the beginning of the 17th century, this “new” manuscript
can be seen as a missing link between the accompaniment
traditions of the Renaissance and the early basso continuo
notation.
Graham Sadler, Birmingham Conservatoire, UK
Rameau and the Tax Farmers: the curious case of the Paroles qui
ont précédé le Te Deum (1744)
In 1744, to mark Louis XV’s convalescence after a near-fatal
illness, the company of tax-farmers (fermiers généraux)
organised a service of thanksgiving at the Augustinian church in
Paris. During this event, an unidentified Te Deum was
performed, preceded by parodies of choruses from Rameau’s
operas: two Latin texts, ‘Qui gemitus, quae lachrimae’ and
‘Sperate non in vanum’, were set, respectively, to the music of
‘Que tout gémisse’ (Castor et Pollux) and ‘Clair flambeau du
monde’ (Les Indes galantes). These parodies were subsequently
published at the tax-farmers’ expense in a luxuriously engraved
score, which nevertheless failed to identify either the composer
or the arranger.
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This presentation explores the nature of these attractive
but neglected re-workings, and assesses the evidence for and
against Rameau’s involvement in their preparation. On the one
hand, certain notational details are uncharacteristic of the
composer’s standard practice, as is the style of newly composed
music linking the two movements. On the other, he was already
firmly established as France’s leading composer, and it is thus
unthinkable that anyone else would dare to adapt or publish
such pieces without his consent. Moreover, Rameau’s patron La
Pouplinière is known to have been involved in the event and
would surely have expected his protégé to participate in a highprofile display of the tax-farmers’ largesse. Whatever the case,
these opera choruses prove ideal material for adaptation as
motets.
Alessandro Sanguineti, Independent scholar
Realising the bass on the cello? The early years 1650–1700
At some point during its history, the cello provided harmonic
realisation of bass lines. There is definitive proof that cellists
added lateral and vertical harmonisation in the second half of
the eighteenth and nineteenth centuries. However, scholars
offer different views on whether they did the same in the period
1650–1750.
Focusing on Northern-Italian musical evidence from
the second half of the seventeenth century, this paper explores
David Watkin’s proposition that early cellists provided harmonic
realisation as well. A study of selected repertoire reveals that
only a handful of composers, all skilled bass violin players,
included double-stops and chords in cello parts. Indicatively,
they used these techniques in pieces that they would have
presumably performed themselves and only in unaccompanied
and chamber or dramatic solo/obbligato works. Interestingly,
contemporary violin repertoire presents analogies, i.e. only
when solo, certain violinist-composers used chords and double/
triple-stops and virtuoso lateral embellishments covering the
harmonic notes between the bass line and the melodic line.
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Cello partbooks in other contexts, including secular
instrumental music, where the cellist could stand as lone
accompaniment, remain in the vast majority without figures,
double-stops or chords. In this repertoire cellists mainly stood
as bass players in the string group or added continuo
reinforcement. Drawing on this evidence the paper will discuss
whether the practice of harmonic embellishment was
widespread in Northern Italy in the second half of the
seventeenth century.
Alberto Sanna, Liverpool Hope University, UK
‘How to flee from sorrow’: Alessandro Stradella at the
intersection between the academia and the creative industry
‘Ceaselessly I wonder, how to flee from sorrow, I know not the
way’ – sings Artemisia in ‘Ardo, sospiro e piango’ (‘I burn, sigh
and weep’) from the music dramas La Calisto by Giovanni
Faustini (Venice, 1651) and L’Artemisia by Nicolò Minato
(Venice, 1675), both set to music by Francesco Cavalli. Whether
Alessandro Stradella knew Cavalli’s arias or Luigi Rossi’s earlier
setting of the text as a duet is not clear. It is however significant
that, although Artemisia’s is a soliloquy, like Rossi Stradella
decided to set it as a duet.
In this paper I present the results of four years of
practice-based research on Stradella’s extraordinary life and
work. The project began in July 2012 with the first-ever periodinstrument recording of Stradella’s two-part sinfonias. It
continued with a live musical-literary show – How to Flee from
Sorrow – based on Stradella’s letters to patrons and friends,
written by Frank Cottrell Boyce and premiered in November
2013. It culminated in a radio drama of the same title written by
Cottrell Boyce and broadcast by BBC Radio 4 in January 2016.
I hope to stimulate a fruitful discussion on, on the one
hand, the relationship between historical musicology and
historically informed performance and, on the other hand, that
between the academic world and the creative industries. I am
especially interested in knowing whether, in the current
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economic and political climate, innovative ways of conveying
the findings of scholarly investigations may help reach out to a
wider public without compromising the integrity of the
research.
Alon Schab, University of Haifa, Israel
Purcell’s Instrumental Music and the Issue of Temperament
What is the temperament appropriate for the performance of
Purcell’s instrumental music? In some cases, the division of
Purcell’s oeuvre according to genre and scoring seems helpful:
the limited variety of keys used in his keyboard works hints that
Purcell sought to enjoy the merits (and avoid the pitfalls) of
meantone-tempered keyboard.
To take another example, the bold chromaticism of
Purcell’s fantazias suggests that the composer relied on the
viols’ ability to play in near-equal temperament. However, the
trio sonatas present contrasting evidence: the title page of the
1683 Sonnata’s of III Parts intends the figured bass part for ‘the
Organ or Harpsecord’ (and hence should be tempered).
However, these works explore sharp and flat keys beyond those
facilitated by twelve-keys, or even fourteen-keys, meantonetempered keyboard. If Purcell indulged in chromaticism beyond
meantone, does the exclusion of the sonatas that use the most
extreme keys from his 1683 set (the B minor and Eb major
sonatas were published posthumously) hint that the performers
who were most likely to buy his sonatas would have used
meantone temperament? My presentation will focus on
evidence within the music in order to test the suitability of
meantone temperaments to the sonatas. In addition, I will
examine those passages in the music that hint that Purcell
knowingly exploited the particulars of that temperament in
order to achieve greater variety and ‘edge’.
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Maria Schildt, Uppsala University, Sweden
Italian Music Appropriated for Protestant Europe: The Role of
Madeleine and Marie Phalèse in Antwerp, 1629–75
The role of German and English anthologies in the
dissemination of Italian sacred music in seventeenth-century
Protestant Europe has attracted much attention. This paper will
instead highlight the significance of the hitherto rather
neglected Antwerp sisters Madeleine and Marie Phalèse as
intermediaries for Italian sacred music in northern Europe. The
daughters of Pierre Phalèse (jr) ran the famous music printing
house in 1629–75, most often using the joint name ‘Heirs of
Phalèse’. Their output was considerably larger than has
previously been estimated. At least 220 editions were issued
during the period. Approximately two thirds have survived,
many in a fragmentary state, while entries in catalogues and
inventories give proof of a now lost additional third. More than
100 editions—about half of the entire output—contain Italian
music, preferably small-scale sacred concertos by a single
composer, such as Gasparo Casati, Maurizio Cazzati, Giovanni
Rovetta or Simone Vesi. Almost all were more or less direct
reprints of collections which had previously been printed in
Italy, evidence of the importance of unauthorised reprinting in
the music trade of the Low Countries. The Antwerp editions
were brought out often remarkably soon after the Italian
originals were published, suggesting efficient trade routes, and
the many reissues show their attraction for consumers. The role
of Phalèse’s editions in the dissemination of Italian sacred music
can moreover be illustrated by a detailed examination of extant
music collections and inventories of now-lost music at courts,
churches and schools in England and Lutheran areas of northern
Europe.
Stephan Schönlau, University of Manchester (PhD candidate),
UK
‘En Maniere de Chaconne’: Keyboard Chaconnes in English
Sources from around 1700
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This paper investigates the use of the term ‘chaconne’ in
keyboard pieces found in sources of English provenance from
1689 to 1705. Taking my lead from the unusual title given to a
keyboard ground in Lbl Add. 39569 (f. 24v) by the French-born
copyist Charles Babel, ‘Prelude en Maniere de Chaconne Mr.
Purcel’, I ask what constituted a chaconne in this period.
Incidentally, the chaconnes in the same manuscript represent
just over half of all keyboard chaconnes found in English
sources in this period; none of these is found in any other
source of English provenance with the exception of Babel’s
slightly earlier manuscript Ob Tenbury 1508. In other words,
there seems to be no overlap between the chaconne repertories
in Babel’s keyboard manuscripts and those found elsewhere.
I will discuss a small number of keyboard pieces
entitled ‘chaconne’ (or a variant thereof) to demonstrate the
breadth of meaning associated with the generic term. While a
few chaconnes use a relatively consistent ground bass, others
use rondeau structures typically associated with French music;
the overwhelming majority of pieces, however, use neither. In
fact, at least a couple of pieces are so far removed from the
regularity typically associated with the chaconne that they call
into question our understanding of what stylistic and structural
elements were necessary for this genre label.

David Schulenberg, Wagner College, NY, USA
Four Hundred Years of Froberger: Science and Subjectivity in
Seventeenth-Century Keyboard Music
Early musicologists, living in a post-Romantic age, understood
Froberger’s historical significance: he imbued the impersonal
medium of the keyboard, previously used chiefly for
accompaniment and counterpoint exercises, with selfexpression and subjectivity. Four hundred years after Froberger’s
birth, it is fitting to revisit this romantic view of music history.
Long-standing impediments to understanding Froberger and his
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music remain. Biographical information is scarce, the
chronology and transmission of his music unclear. Some
progress has been made, however.
Several anonymously transmitted toccatas have been
shown to be Frescobaldi’s—with implications for Froberger’s
musical biography. Aspects of his toccatas once thought
characteristic of his generation are present in late works of his
teacher; this paper proposes a clearer differentiation of their
styles.
Although works by both composers are improvisatory,
the marking ‘à discrétion’ in some Froberger sources makes
explicit the absence of a time-measuring pulse in certain pieces.
Dances so marked, sometimes with programmatic or
autobiographical titles, cease to be vehicles of public display (as
in court ballet) and become instruments of self-expression.
The avoidance of strict time-measuring suggests
resistance to the new mechanical science. Yet Froberger’s
contrapuntal fantasias, canzoni, and capricci explore newly
invented modes as well as chromatic and enharmonic genera.
Their forbidding surfaces are antithetical to subjective
expression, but as science of a sort they form a parallel with
Poussin’s exploration of modes and orders in painting.
The presentation demonstrates these points in specific
examples, concluding that the paradoxes in Froberger’s music
mirror the shattered subjectivity characteristic of the European
Baroque.
Randall Scotting, Royal College of Music, London
A double début: the singer Senesino in Giovanni Maria
Ruggieri’s Armida abbandonata (Venice, 1707)
The 1707 operatic début of the castrato singer Francesco
Bernardi (Senesino) was as the crusading hero Rinaldo in
A r m i d a a b b a n d o n a t a by G i ova n n i M a r i a R u g g i e r i
([1665]-1724). However, extant libretti for Ruggieri’s opera tell
of variable possibilities; alternately assigning the role of Rinaldo
or the imprisoned soldier Tancredi to Senesino. In one instance,
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both parts are simultaneously allocated to him in the same
evening.
Though certainly a challenge, the staging does not
necessarily inhibit Senesino from concurrently playing both
roles. In fact, the young singer embodying two characters would
have been a bold statement of virtuosity for his début. In
keeping with an established seventeenth century Venetian-opera
practice, the same performer often highlighted contrasting skills
by utilising quick shifts in character type, costuming, and even
vocal range and style.
In this paper, selections of music composed for Rinaldo
and Tancredi will be assessed and their suitability to Senesino
established. Elements of musico-dramatic facility, vocal range,
tessitura, coloratura, and stamina will be ascertained giving
credence to the theory that Senesino may have been viewed as
singing soprano in 1707 (rather than the ‘sweet contralto voice’
for which he was later celebrated).
Dramatic aspects will be assessed and the possibility of
heightened allegorical meaning in the opera on the whole—by
the inclusion of two roles for Senesino—will be considered.
Comparisons will additionally be made between Ruggieri’s
opera and later works composed for Senesino’s voice addressing
the heroic, yet often lamenting nature of the characters.
Megumi Shichijo, Aichi University of the Arts, Japan / University
of Paris-Sorbonne, France
What reveal the sale catalogs: the classification of instrumental
pieces and the stylistic judgment by the music publisher in
Amsterdam Estienne Roger (1696–1716)
The research on the music publisher in Amsterdam Estienne
Roger (1665/66–1722) has aimed to reveal his repertoire of
publication and to put it into the context of the diffusion of the
famous composers such as Lully and Corelli. So far, his
advantage as a bookseller – a diverse repertoire and the
international sale through the catalogs, the announcements and
the agents—has been brought into daylight. Nevertheless, his
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editorial works supported by the musical- and non-musical
sources remain ambiguous. However, when we study his
manner of classification in the catalogs, we notice that the
instrumental music is divided into à la française, à l’anglaise and
à l’italienne. Moreover, several pieces belong to both French
and Italian groups. Sometimes, they are even described
differently from each other, as if they were individual
publications. This would prove that Roger distinguished them by
their musical character, when he published the catalogs.
This paper deals with the change of classification in the
catalogs between 1696 and 1716 and analyses the style of the
common repertoire in the French and the Italian groups. The
goal is to clarify the criteria of classification through which he
formed his publication. The findings of this analysis will
demonstrate that Roger grouped various compositions by simple
descriptions – trios, suites, and sonatas – and distinguished the
repertoire which reconciles French and Italian style. Thus, we
can assume that he gave much importance to commercial
advantages and to musical credibility as well.

Jana Michálková Slimáčková, Janáček Academy of Performing
Arts, Brno, Czech Republic
Fugue as the main musical organ form of the Czech lands in the
context of organ music in Central Europe
It was only in the late Baroque when organ music began to be
composed in the Czech lands. From the 18th century there are
preserved not only individual organ pieces but more ones,
mostly in the form of fugue which was cultivated and written
out as most organ playing during Catholic services was
improvised. Further from the 1740s flourished not only fugues
but gradually also other forms of organ music. The types of
organ pieces, including fugues, were written usually for small
(double manual) organs without independent pedal and without
reeds. Comparing to Austrian and South German regions it is
surprising that there were no great composers´ names and even
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organ music itself was not so diversified in the Czech lands
although they were part of the Habsburg Monarchy.
Kenneth Owen Smith, University of Nicosia, Cyprus
Bartolomeo Grassi’s Trasgressione e Pentimento di David: A
Newly Discovered Oratorio Volgare
A recently discovered manuscript held at the Bibliothèque
Sainte-Geneviève in Paris (ms. 3354) contains a previously
unknown oratorio Volgare, Trasgressione e Pentimento di David,
by Roman composer Bartolomeo Grassi and Cypriot-Italian
librettist Pietro de Norres.
Grassi, who was organist at Rome’s Santa Maria in
Aquiro, is primarily known as a student of Frescobaldi, whose
Primo libro delle canzoni he edited in 1628. De Norres, whose
family fled Cyprus after the Ottoman conquest in 1570, was
educated in Venice and Padua before settling in Rome in 1591.
There he enjoyed a prominent literary and diplomatic career at
the Curia, employed at various times by the Aldobrandini,
Ludovisi, and Barberini families. The manuscript’s elaborately
decorated frontispiece displays the arms of France and Navarre
and a dedication to Louis XIII. Louis’s death in 1643 provides
the manuscript’s terminus ante quem and marks Grassi’s
composition as roughly contemporary with vernacular oratorios
by other Roman composers (e.g., Mazzochi, Carissimi). The text
presents a dialogue between a Poet and Chorus of Muses,
wherein individual Muses are given solo parts. The composition
is in a two-part format, with each part including recitative,
arioso, aria, and ensemble passages and concluding with a
chorus. Comparison with other extant sources of the libretto
shows that the Sainte-Geneviève manuscript includes two
important textual insertions. One of these, in the first part of the
setting, explicitly exhorts Louis XIII to take up arms against the
enemies of Italy and the Catholic Church. The manuscript may
thus be understood as intended to persuade Louis XIII to reverse
his pro-Protestant and pro-Ottoman policies in the context of
the Thirty Years’ War.
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Jana Spáčilová, Institut of Musicology, Palacký University
Olomouc, Czech Republic
Wandering of Orlandini’s Antigona—a contribution to the
aesthetics of opera pasticcio in the 18th Century
The paper focuses on the reception of the opera Antigona by
Giuseppe Maria Orlandini since its premiere in Venice in 1718
to the production in Breslau 1728 and Brno 1736. On the basis
of newly discovered unique sources (libretto in the Moravian
Museum Brno, the score in the Czech Museum of Music
Prague, the score of premiere version in Library of San
Francisco State University, reviews in the contemporary press)
will be presented changes which work has passed on its way
across Europe, and the problem of the aesthetic categories of
the pasticcio in the context of transalpine production of Italian
opera seria will be restored.
Arne Spohr, Bowling Green State University, Ohio, USA
Privileged Dependency: The Legal and Social Position of Black
Court Trumpeters in 17th-century Germany
By the end of the 17th century, many large and medium-sized
courts in the Holy Roman Empire employed black trumpeters
and drummers, using them for both ceremonial and military
purposes. Particularly their legal and social position within the
court hierarchy and German society as a whole has been
debated among historians. According to a frequently held view,
black musicians, who had been bought on the international
slave market and who had been sent as 'gifts' to princely
patrons, were considered free citizens and were fully integrated
in German society, once they had entered court service. In the
case of black trumpeters, their membership in the Imperial
Trumpeters' Guild (requiring proof of free birth) is usually cited
as an argument for their free legal status.
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In my paper I am going to complicate this view from
the perspective of music sociology, by building on Lars E.
Laubhold's recent critical research on this guild, calling into
question its legally binding character, and, particularly, by
closely examining the lives of two black trumpeters, Christian
Real (born ca. 1640, active at the Württemberg court) and
Christian Gottlieb (died 1690, active in Schleswig-Holstein) as
case studies. As my study of these little-known, yet welldocumented careers seeks to demonstrate, the legal and social
status of black musicians was far more fragile than that of their
white colleagues. I will illustrate how this fragility becomes
particularly apparent whenever they moved out of the courtly
sphere, in which they were privileged and protected.
Nigel Springthorpe, Royal Holloway College, London
University, UK
Johann Christian Roellig and the early Divertimento in Dresden
Only formally identified in an article published in 2008, the
composer Johann Christian Roellig (b1716) has proved to be
one of the most prolific composers of instrumental music
Dresden in the period 1745-1760. Roellig is most associated
with the symphony and the recently identified ‘Dresden partita’
but has proved also to be one of the earliest proponents of the
divertimento in Germany, a genre most associated with
composers of the early classical period in Austria. A recent
study of the materials in the Klipfel collection in the library of
the Singakademie zu Berlin (an important collection of mostly
unica sources of music by Saxon composers of the period
1740-1763, amassed by the Meissen artist Carl Jacob Christian
Klipfel (1727–1802)) has made it possible to date a large
proportion of manuscripts in this collection to within just a few
years. As a result, it has been possible to trace the fascinating
evolution of the divertimento in Dresden in the 1750s in the
hands of J.C. Roellig from a work indistinguishable from the
prevalent Dresden partita, to one that adopts the structure and
style of early Austrian examples by Wagenseil et al.
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This discussion will examine structure, texture and
instrumentation to demonstrate the manner in which Roellig
adopted more than purely structural cues from works by
Austrian composers in his works entitled ‘divertimento’.
Ana Stefanovic, University of Arts, Faculty of Music, Belgrade/
IReMus, Paris
Renaud ou La suite d’Armide by Henry Desmarest: dramaturgic
and narrative analysis
The paper proposes an examination of the opera Renaud ou La
suite d’Armide by Henry Desmarest (1661-1741), composed in
1722 on the libretto by Joseph-Simon Pellegrin (1663-1745). As
the libretto of abbée Pellegrin was the subject of our previous
studies, this consideration will be focused on the musical text of
the last Desmarest’s tragédie lyrique.
The analysis will be particularly focused on the
examination of dramaturgical and narrative strategies in the
articulation of the inherited generic model. Specifically,
conceived as a sequel, on the level of the plot, to Lully’s opera
Armide (1686), Desmarest’s work refers to the last Lully’s
tragédie lyrique, as well as to the opera Suite d’Armide ou
Jérusalem délivrée by Philippe duc d’Orleans (1674-1723),
composed on the libretto by Hilaire Bernard de Requeleyne,
Baron Longepierre (1659-1721), and first presented in 1704. In
this regard, the announced examination of Desmarest’s opera
shall be carried out in triple comparative procedure: in relation
to Lully’s genre model and its’s first thematic ‘suite’ in the opera
by duc d’Orleans. Within the dramaturgical and narrative
considerations, the analysis will be particularly focused on the
disposition of topoi and rhetorical strategies. It will point out,
on the one hand, the constants of the genre, and on the other,
its internal modifications, both literary and musical, in historical
continuity of its development.

!134

Louise K. Stein, University of Michigan, USA
Alessandro Scarlatti’s Clearco in Negroponte (Naples, 1686) and
the Politics of Production
Two new operas by Alessandro Scarlatti initiated the 1686-7
season in Naples, the last full season produced by the operaloving Spanish viceroy marquis del Carpio before his last illness
weakened him and finally removed him from the stage of
human affairs.
These operas on strongly contrasting stories were
produced for the Spanish king’s November 6 birthday (Il
Nerone) and the queen mother’s December 22 birthday
(Clearco in Negroponte). Both libretti had been produced
previously in Venice, in musical settings by other composers,
but Scarlatti and his librettist revised the texts for Naples. In the
first section of my paper, I consider the revisions they made for
new singers, new theatres, and new occasions in Naples, and
explain the myriad practical problems that encumbered the
production team in August through December of 1686.
The second section of my paper focuses on Scarlatti’s
music for the revised Neapolitan Clearco in Negroponte.
Scarlatti’s brilliant music for the role of Asteria shaped her
character to suit a singer-actress of particular talent and
fortitude. Thus, within the new staging, Asteria shines as a
stronger female protagonist worthy of the queen mother’s
birthday. But Scarlatti’s opera also resonates with positive
statements about female intelligence and agency that echo
those in Carpio’s earlier Spanish theatrical productions and that
are reflected in Carpio’s activity as a patron and collector of
visual art. Responding to the viceroy’s public agenda and
personal history, Scarlatti thus usefully advances Carpio’s
transformation of Neapolitan public life.
Christopher Suckling, Guildhall School of Music and Drama,
London
The realisation of recitative accompaniment by the cello:
historical and current practices
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Documentation of the performance practices of the cello as its
repertoire and techniques matured during the first half of the
eighteenth century is sparse. Anecdotes suggest that the
professional Italian cellists who migrated across Europe's
musical centres were performing beyond the page, but the
nature of their extemporisation is unclear. In particular, the art
of the accompaniment of recitative in Italianate opera,
described later in the century as the zenith of the cellist's craft,
remains obscure and is rarely heard today. Although there
exists, from 1774 forwards, over a hundred years of pedagogical
and analytical description of the techniques employed by
cellists, this practice is first described in its maturity. The origins
and the development of the skill remain uncertain.
This paper will explore the relationship between my
own practices as a continuo cellist and my investigation of
historical sources encompassing the cello in the first half of the
eighteenth century. The confluence of research and practice has
allowed me to potentially locate the development of the
accompaniment of recitative by the cello in the increasingly
substantial theatres of the early-eighteenth century.
Simultaneously, I have developed a practice that is conceivably
reminiscent of one that may have been heard, say, in London in
the 1730s. The paper will conclude by noting that current
practices require a far greater plurality of realisation than would
have been expected in the eighteenth century; the recording
studio demands a separate set of techniques from theatrical
performance.
Marjo Suominen, University of Helsinki, Finland
Versification in Handel´s opera Giulio Cesare in Egitto
I examine musical, performative and versification features in
some representations of Handel´s opera Giulio Cesare via
rhetoric based musical emotive theories. The opera was first
performed in London in 1724, it is in three acts by Georg
!136

Friedrich Handel to a libretto written by Nicola Francesco
Haym adapted from Giacomo Francesco Bussani´s namesake in
1677 and a later version of the same libretto in 1685.
By studying the emotive methods utilised by the
composer in the opera, I imagine what the messages by the
composer to his audience were and how contemporary listener
in the 18th century might have experienced the performances of
the work. Handel operates with musical motifs as versification
and signifying the thematic meanings of Giulio Cesare. For
example in Cornelia´s aria “Cessa omai di sospirare”, an end
now to sighing, she determinedly emphasises words heaven,
hope and constancy, which have corresponding musical figures.
The characterisations follow the themes of the work. The
frameworks of this study include emotive theories derived from
antiquity, Eero Tarasti´s existential semiotical Soi-Moi-modal
model, and Raymond Monelle’s pastoral-epoque, huntingprotest, military-colonialist musical tropes.
My focus is on the overlapping surfaces of Giulio
Cesare´s performativity, timelessness and flexibility in its 20th
and 21st century performances, seen as acts of realisation of the
work, the composer is viewed as one of the performers of it.
Handel utilised musical rhetoric via emotive tools intertextually,
so the renderings form out models, representing instances of
basic readings of the work.
Ruth Tatlow, Swedish Performing Arts Agency
Magnificent Measurements: Significance in the Structure of C. P.
E. Bach’s Magnificat
In 1749 C.P.E. Bach constructed a Magnificat that was perfectly
proportioned and literally symmetrical, using a design typical of
his father’s large-scale compositions. Its numerical perfection
was destroyed in 1779, however, when he exchanged the
original ‘Et misericordia’ for a movement that was 71 bars
shorter. Since J. S. Bach’s use of perfect proportional ordering
was motivated by his theology of music, a change that rendered
the work proportionally imperfect begs many questions: Did his
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father’s beliefs influence Emanuel’s compositional technique?
Did proportional ordering hold any significance for Emmanuel
Bach? And how did these beliefs change as he developed as an
artist and thinker in the cultural climate of northern Germany?
The notion of proportional ordering in Bach studies has
most recently been addressed in my theory of proportional
parallelism, which shows how J. S. Bach revised and polished
compositions to make them numerically perfect, and what
motivated him to develop the practice. That Emmanuel
employed the same technique in his 1749 Magnificat suggests
he knew his father’s practice, and that he used it because he
believed in the theological significance of proportions in music.
His destruction of that numerical perfection in 1779 may,
therefore, indicate a move away from inherited beliefs.
Taking the two versions of the Magnificat as
illustrations, the discussion will consider the broader
implications of the numerical structures of scores by composers
taught by J. S. Bach, and how these structures might
complement conventional source studies and enable scholars to
literally measure beliefs about music.
Carole Taylor, Visiting Research Fellow with the School of
Music, Humanities & Media, University of Huddersfield
Directors of Italian Opera in London in 1733: Who Was Who?
Italian opera during Handel’s lifetime was a patronage exercise
rather than a commercial one, but the 1730s were a pivotal
decade when the pendulum swung back and forth between
aristocratic patronage as set up under the Royal Academy of
Music in 1720, and growing efforts by theatre managers to run
the opera on a more secure financial base. In his well-known
letter written to the Duke of Richmond in June 1733, Lord
Delawarr listed 13 directors chosen to head what he described
as “a spirit got up against the dominion of Mr Handel”. The
present paper will examine personal and professional links,
both musical and non-musical, of these directors with a view to
identifying the circumstances that brought them together. How
!138

did Italian opera patronage fit into their lives in 1733, and how
was it akin to other forms of patronage they undertook? What
kind of association was this “spirit got up”, and just how
‘clubbable’ were these directors? Italian opera is well-known to
have been run in conjunction with the Parliamentary season, for
example, but opera patronage was clearly more than an
exclusively political undertaking. Italian opera in Handel’s
lifetime appears to have been the first endeavour in which a
substantial portion of the British elite acted collectively in
financing and promoting a common cultural objective. Placing
direction of Italian opera in the broader context of their lives
will help us better to understand how Italian opera fit into
London’s C18 world.
Shirley Thompson, Birmingham Conservatoire, UK
Spatial awareness and performance planning in the music of
Marc-Antoine Charpentier
Although a huge amount of Marc-Antoine Charpentier’s music
has survived, written for a wide range of performance venues
and organisations, there exists little external evidence to
indicate how it was performed in terms of the spatial
arrangement of the musicians. At the same time, a number of
clues to such matters can be found in various forms in the
composer’s autograph manuscripts. Most notably there is clear
evidence that Charpentier, on some occasions at least, intended
the physical separation of choirs in the manner of the Italian
cori spezzati that he is likely to have experienced for himself
during his youthful sojourn in Rome. In addition, there are a
number of other indications to suggest that he gave careful
thought to how musicians within an ensemble functioned
alongside each other in performance, whether to enhance a
work’s dramatic content or because of practical necessity.
Furthermore, his particular treatment of one particular female
singer in relation to her regular co-performers is intriguing. This
presentation assembles a range of clues from across
Charpentier’s manuscripts connected with the positioning of or
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relationship between the performers, focusing largely but not
exclusively on his sacred music, and providing an insight into
an aspect of performance for which evidence is otherwise rare
in seventeenth-century French sources.
Janette Tilley, Lehman College, City University of New York,
USA
Reconsidering the ‘Feminization of Piety’: Schütz, the Song of
Songs, and the Metaphysics of Sacred Love
Recent writings about Schütz’s settings of passages from the
Song of Songs, namely SWV 265 ‘O quam tu pulchra’ and SWV
263 ‘Anima mea liquifacta est’ have put forward the proposition
that Schütz’s highly expressive musical settings evince a shift in
the nature of pious expression. These ‘ravishing’ settings both
privilege feminine expression of desire, and establish the
feminine as desired object, whose sexuality itself is treated with
a “blend of awe and fear”. This fascination with the unique
nature of female desire has led some to associate Schütz’s
settings with a ‘feminization of piety’ and others with a brand of
mysticism, stemming from the ecstasy of St. Teresa, which
weakened under increasing ‘secularization’ in Europe.
While the “feminization” theory has been successfully
problematised with respect to nineteenth-century religious
practice, the validity of its use in describing a process at work in
early modern Protestantism likewise requires reappraisal.
Drawing on theological interpretations of the canticles along
with other contemporary writings, this paper seeks to situate
Schütz’s engagement with Song of Song texts within the
framework of mid-seventeenth-century German Lutheran pious
practice and mystical traditions. An understanding of gender as
it relates to Protestant metaphysics will challenge prevailing
suppositions of female objectification and explore what it
meant to perform gender in a sacred, specifically Lutheran,
context.
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Yo Tomita, Queen’s University Belfast, Northern Ireland
Towards the accurate understanding of J. C. Altnickol’s copies of
Bach’s works
Johann Christoph Altnickol (1720-1759) is one of Bach’s most
important private students from his final decade. He made a
number of copies of Bach’s works that had significant impact on
our understanding of Bach’s composition and revision. The
earliest manuscript in his hand, the 1744 copy of the second
book of The Well-Tempered Clavier (D-B, Mus. ms. Bach P
430), appears as a definitive fair copy commissioned by his
master. Many other copies in Altnickol’s hand are not so
straightforward to interpret, however. Still awaiting a thorough
and systematic assessment, whether or not they reflect Bach’s
view of then shape of the collection or the version of individual
movements, or both, includes the two organ chorales BWV 666
and 667 in the so-called the Great Eighteen Chorales
manuscript (D-B, Mus. ms. Bach P 271), the French Suites (USWc ML96.B186 Case), Violin Sonata (D-B, Mus. ms. Bach P
229), and the 1755 copy of The Well-Tempered Clavier (D-B,
Mus. ms. Bach P 402), all of which are most likely made after
his departure from Leipzig in 1748.
Through the examination of all the surviving
manuscripts in his hand, this paper updates the conclusions
reached in 1970 by Alfred Dürr, and attempts to explain how
the musical text in his copies ended up in the state that we
know today.
Sandra Tuppen, The British Library, London, UK
Love and sweet passion: Le Triomphe de l’Amour as a musical
source for Purcell’s The Fairy Queen
Roger Savage first noted textual similarities between the sleep
scenes in Lully’s Le Triomphe de l’Amour (1681) and Purcell’s
The Fairy Queen (1692).
I have shown elsewhere that the
French work was also a source of scenic and textual material for
Purcell’s Dioclesian (1690), and demonstrated that some of
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Purcell’s vocal and instrumental effects in Dioclesian and The
Fairy Queen were modelled on similar effects in Le Triomphe.
In the present paper I will investigate in more depth the
musical connections between The Fairy Queen and Le
Triomphe, focusing this time on Purcell’s harmonic and melodic
language and his treatment of French dance forms. I will show
that he modelled certain movements, among them ‘If love’s a
sweet passion’, on music from Le Triomphe, and consider why
this should have been the case. I will reconsider the nature of
the collaboration between Purcell and Thomas Betterton and
suggest that Purcell, like Locke in his collaboration with Thomas
Shadwell over Psyche, might have had his way ‘chalked out’ for
him by his collaborator. Finally I will show that an incorrect
character designation in the partly autograph manuscript of The
Fairy Queen derives from Le Triomphe and confirms that Purcell
had the latter’s score on hand as he composed his music for The
Fairy Queen.
Andreas Vejvar, University of Music and Performing Arts
Vienna, Austria
‘Apparition’: an adequate metaphor for Froberger’s music?
We know the notion ‘apparition’ not least from readings of
Theodor W. Adorno and Vladimir Jankélévitch. In his
Ästhetische Theorie (published 1970), Adorno reflects on
fireworks as the prototype for work of art, using the term
‘apparition. In La musique et l’ineffable (1961), later in Debussy
et le mystere de l’instant (1976), Jankélévitch reflects on the
‘apparition disparaissante’. Adorno refers to Paul Valery;
Jankélévitch started his considerations about the ‘disappearing
apparition’ in Le Je-ne-sais-quoi et le presque-rien (1957). Both
are neither interested in baroque theory of pyrotechnic nor in
baroque music; for them important music begins with Chopin
(Jankélévitch) or Beethoven (Adorno).
In my contribution I will try to bring together baroque
theory of fireworks with Froberger’s music in a certain way.
Unlike Frescobaldi, his teacher in Rome, but like Kafka, he
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explicitly did not want to have his work saved for posterity. I
would like to discuss, under which premises and in which sense
i t c o u l d b e p r o l i fi c t o c o n s i d e r m e t a p h o r s l i k e
‘fulguration’ (Leibniz: La Monadologie, 1714) and ‘apparition’
concerning Froberger.
Giada Viviani, Università di Pavia, Dipartimento di Musicologia
e Beni Culturali, Italy
Cesti's Tito on stage (1666-1676)
Cesti’s Tito, a ‘melodrama’ with a libretto by the Venetian
lawyer and poet Nicolò Beregan, was premiered in Venice
during the Carnival season in 1666. During the next ten years Il
Tito was revived in various Italian cities and underwent
progressively greater alterations vis-à-vis its original form, the
aim of which was to keep pace with the changes that were
occurring during those years to the actual structure of the
dramma per musica.
The creative and productive process for the Venetian
performance of Il Tito is well documented; therefore we are able
to reconstruct the practical reasons on which the composer
based some of his choices. The problems which occurred
during the last months before the opera’s première also explain
the important differences existing between the 1666 printed
libretto and the manuscript score preserved at the Marciana
National Library in Venice: due to lack of time, the score
underwent several cuts, especially in the third Act.
Various literary and musical sources of Il Tito have
survived, relating to five revivals of the opera which took place
in different Italian cities from 1668 to 1676. The three extant
manuscript scores have a problematic relationship with each
other and with the printed librettos: the discrepancies among
them reflect the different taste and performance practice
existing in each city and the changes which occurred during ten
years. The present paper aims to illustrate how a philological
approach can contribute to reconstructing the history of 17thcentury performances of Cesti’s Tito.
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Steffen Voss, Répertoire International des Sources Musicales
(RISM), Munich, Germany
Il Tricerbero umiliato: A Handel aria from London as a “suitcase
piece” for Nicolo Grimaldi in Naples
The Gerald Coke collection, today housed by the Foundling
Hospital museum in London, owns a Neapolitan manuscript
from ca. 1714 (Accession Number 542) with opera arias,
among them 10 pieces from Handel’s Venetian opera Agrippina
(which had been performed in Naples in 1713) and one single
aria from his Rinaldo. The only other composer identified in this
collection was—until recently—Francesco Feo, as there are
several arias from his first opera, L’amor tirannico. My paper will
show that Winton Dean was correct when he assumed that the
unknown arias from the volume were taken from Neapolitan
operas produced in the above mentioned years. They belong
mainly to Alessandro Scarlatti’s Scipione nelle Spagne and
Mancini’s Il Gran Mogol. The odd presence of an aria from
Rinaldo, ‘Il Tricerbero umiliato’ in this volume has to be seen in
this context too, as it was performed by Nicolo Grimaldi
(Nicolini) in a new production of Antonio Lotti’s Venetian opera
Il tradimento traditor di se stesso, restaged in Naples under the
title Artaserse Re di Persia, with Nicolini playing the part of
Oronte. As Nicolini took also part in the productions of the
above mentioned operas by Feo, Mancini and Scarlatti, the
content of the manuscript might be linked to his influence.
The collection sheds some light on the dissemination of
Venetian repertoire in Naples in the first decades of the 18th
century. The 1713 Naples production of Agrippina, arranged by
Francesco Mancini, has to be seen in this context, as several
other operas from the teatro San Giovanni Grisostomo had been
adapted for later Neapolitan productions, like Lotti’s
Tradimento.
Bryan White, University of Leeds, UK
Compiling occasional texts for Purcell’s anthems
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A significant minority of Purcell’s anthems are known to have
been composed for specific occasions. Such occasions required
texts fitted to their circumstances through the selection of
appropriate Biblical verses. The most obvious such texts are
those for coronations, which often knit together verses from
multiple Psalms and other books of the Bible. Another feature of
occasional texts is the use of discontinuous verses from a single
Psalm.
In the case of ‘The way of God is an undefiled way’,
which marked William III’s return from the campaign of 1694,
the compiler selected verses from Psalm 18 in which the
psalmist triumphs over his foes with God’s aid. The resulting text
shares characteristics with the court ode: topicality and royal
flattery. The construction of occasional texts has been little
explored, and no consideration has been given to verses
rejected by the compiler. In the case of ‘The way of God’, the
omission of verses suggests a concern to avoid depicting
William as a foreign king. Purcell’s ‘My song shall be alway’
has, on the strength of a date on a contemporary manuscript,
been associated with William III’s return to England after the
Siege of Limerick. A consideration of the text, both of verses
included and excluded, tends to confirm this identification.
Attentive consideration of the construction of discontinuous
anthem texts offers a tool for investigating other anthems for
which a particular occasion is suspected, and indeed for
developing a more nuanced understanding of the anthem as a
tool of royal propaganda in the Restoration period.
Sigrid Wirth, Independent scholar, Wolfenbüttel, Germany
‘With promise that if I would serve him he would give me as
much as any prince in the world’: John Dowland’s visit at the
Wolfenbüttel Court of Duke Heinrich Julius
When John Dowland left England to travel abroad in
1594, having failed to obtain a post as Queen Elizabeth’s court
lutenist, his aims were not limited merely to acquiring musical
experience and financial security. As an agent within the
European network of English musicians, comedians, tradesmen
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and politicians, he had to find ways for raising his profile and
the kinds of connections that would enable him to rise to that
desired position. One such possibility for him existed at the
Wolfenbüttel Court of Duke Heinrich Julius zu BraunschweigLüneburg and his consort, Elisabeth of Denmark. During the
early 1590s Heinrich Julius proved to be an enthusiastic patron
of the arts, making his court something of a cultural hot spot in
Northern Europe. Whereas some have written about Dowland’s
stay in Kassel and Copenhagen, little has been said about his
time in Wolfenbüttel.
I argue that Dowland’s Wolfenbüttel visit was perfectly
timed by the duke to coincide with the 1594 re-opening of his
imposing residence in Gröningen. By trying to appoint
Dowland as second court lutenist, the duke aimed to enhance
his own reputation. Dowland’s instructions to collect political
information on the continent made the duke, James VI of
Scotland’s brother-in-law, a promising target. On the other
hand, Heinrich Julius’s position as Administrator of the Catholic
Bishopric of Halberstadt could have jeopardised Dowland’s
personal safety in anti-Catholic England. Drawing on newly
uncovered archival material, this paper broadens and deepens
our knowledge and understanding of the political and cultural
environment of Dowland’s travels.
Bruce Wood & Andrew Pinnock, Bangor University, University
of Southampton
Upsetting a Cherished Apple-Cart
When a work is canonic, its musical text tends to become timehonoured, acquiring a comparably iconic status. This occurs
especially when it is presented as part of a collected scholarly
edition, and remains true even if the earliest sources of the
music date from long after the composer’s lifetime. Truly radical
revision of a received text of this kind is rare, and is normally
occasioned only by the discovery of authoritative but previously
unknown source materials; it is hardly ever prompted by the
emergence of fresh information which is purely contextual.
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Precisely such information about Purcell’s Dido and Aeneas,
however, demands the confronting of a considerable number
and variety of stark editorial dilemmas, concerning not only the
musical text itself but also the manner of its presentation –
dilemmas whose resolution is certain to prove controversial.
Andrew Woolley, CESEM (Research Center in the Sociology and
Aesthetics of Music at Universidade Nova de Lisboa), Portugal
William Babell, Jean-François Dandrieu and HWV 441
William Babell (d.1723) has attracted attention primarily for his
instrumental music with recorder parts and for his keyboard
arrangements of opera arias. However, an overlooked
manuscript in the Biblioteca Musicale Gaetano Donizetti,
Bergamo, sheds much new light on him, and although
anonymous throughout, appears to be a copyist’s collection of
his keyboard music. It includes a set of eleven toccatas, most of
which are unique, and, within a suite in C minor, one of
Babell’s borrowings (adapted to varying degrees) of complete
pieces from Jean-François Dandrieu’s Livre de Sonates à Violon
Seul, Op. 2 (1710).
The Bergamo manuscript contains every movement
except for the first from HWV 441, which appeared in Walsh’s
Suites de Pieces ... par G. F. Handel. Second Volume (c.1733); it
pairs them with the C minor pieces. Terence Best has already
suggested Babell’s authorship, at least in part, because two of
the pieces are found in a Babell autograph, or in other sources
where they are attributed to him. The Bergamo source seems to
strengthen the case for Babellian origin. Further evidence is
suggested by his Dandrieu borrowings; although no Dandrieu
prototype apparently survives, the Gavotta (HWV 441/6) could
have had one to judge from its style.
Most of the Dandrieu pieces Babell adopted were later
published in Dandrieu’s Troisième livre de pièces de clavecin
(1734); they were thus deemed suitable as keyboard pieces by
the French composer. While Babell undoubtedly made some
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changes he likely obtained them from a lost keyboard
manuscript and may not have known Livre de Sonates.
Lawrence Zazzo, Royal College of Music, UK
‘Troppo audace’: Handel, Rolli, and Milton in the Italian-texted
1741 revival of L'Allegro
Winton Dean has called Handel's 1740 ode L'Allegro, il
Moderato, ed il Penseroso (HWV 55), with its pastoral texts by
Milton, ‘perhaps the profoundest tribute Handel ever paid to the
land of his adoption.’ Yet, into this quintessentially ‘English’ ode,
Handel was compelled in his 1741 revival to prepare Italiantexted movements to accommodate his star castrato of the
season, Giovanni Battista Andreoni. With the help of Paolo
Rolli, a librettist long associated with Handel and a respected
translator of Milton, Handel reset four English-texted arias and
one accompagnato with Italian contrafacta, and newly
composed an Italian accompagnato and a bravura aria for
Andreoni, which the soprano castrato performed at the very end
of the ode. This paper will demonstrate that, despite known
contemporary reservations (echoing Dean) to this ‘mixture of
languages’, the Italian-texted revisions are not only tastefully
executed by Handel but improve the lacklustre third part, Il
Moderato, which Handel abandoned soon after this revival in
favour of the Ode to St. Cecilia. More specifically, a textual and
musical analysis of the accompagnato ‘L'insaziabili fantasia’
and the aria ‘Troppo audace’ reveals not only a carefully
constructed dramatic mini scena for Andreoni on the cautionary
theme of Icarus' doomed flight, but also a personal manifesto
by Paolo Rolli on the role of a poet/translator in the mid-18th
century European world of letters.
Rodolfo Zitellini, RISM, Fribourg, Switzerland
Nuovamente Ristampata e con Nuove Aggiunte: Maurizio
Cazzati as the Editor of Himself
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Maurizio Cazzati is the unacknowledged founder of the socalled Bolognese school at the end of the 17th century. His
contributions to instrumental and sacred music are extensively
studied and his influence over his contemporaries is somewhat
accepted. But Cazzati’s extra-musical activities are less known
nowadays. When beginning his turbulent 14-year tenure in
1657 as Maestro di Cappella in S. Petronio in Bologna his
reformations did not touch only the crystallized musical life of
the chapel. Cazzati brought with him a fundamental enterprise
missing in this city: the musical printing press. He devoted all
his energies to create, publish and promote his own music
using a print shop purposely set in his own house, entirely
dominating the musical scene of Bologna, and giving impetus
to other printers to enter the market, finally making this city an
important publication centre.
Having the facility of his own press, Cazzati could also
endure in reprinting and editing his own music. Many of his
collections were reprinted and extensively modified in his shop,
making Cazzati an unique example of an Author correcting
himself in print.
In-depth study of the refinements and their purpose is
possible not only to pinpoint the evolution of the musical taste
during the mid-seventeenth century, but also to appreciate how
the well-known criticism of his contemporaries was absorbed
and elaborated, in a never-ending journey towards musical
refinement.
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—Roundtables—
Stephen Rose, Royal Holloway, University of London, UK
Other participants: Manuel Bärwald, Bernd Koska, Ester
Lebedinski, Maria Schildt
Cultural exchange in European music during the long 17th
century: theories, problems, potential
The concept of cultural exchange is a powerful one for the
study of music in the long 17th century. In European culture in
general this period was one of fragmentation, as the universal
Latin culture of 16th-century humanism was replaced by
different confessional groupings, rival vernacular cultures and
increasingly absolutist states. War, economic crisis and social
revolution added to the sense of division. Yet within this
fragmented world, music had a unique ability to cross
boundaries. Propelled by its sonic nature or its cultural prestige,
music travelled between territories, across religious divisions,
and over temporal boundaries (as the emergence of the seconda
pratica intensified a sense of a musical past).
This panel session debates to what extent concepts of
cultural exchange (drawn in part from social and
anthropological theory) can illuminate musical life of the long
seventeenth century. It includes scholars from a research
network funded by the Swedish Foundation for International
Co-Operation in Research and Higher Education. We will ask
whether a model of cultural exchange assumes a centre and
periphery (for instance, Italian music spreading to other regions
of Europe, or the subsequent dominance of French music in the
late 17th century), and whether musical imports were passively
received or actively appropriated. The session will comprise a
theoretical introduction, examining the significance of
difference/distance and categories of reception in the processes
of cultural exchange, and also showing how compositional
practices were shaped by cultural mobility. There will then be a
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sequence of empirical case-studies that show the relevance of
such theories yet also problematise their apparent simplicity:
• reception versus appropriation of Italian music (Ester
Lebedinski)
• exchange in the international manuscript trade (Maria
Schildt)
• transfer from centres to periphery in central Germany
(Bernd Koska)
The session aims not only to expose interdisciplinary tools and
concepts of use to a wide range of musicologists, but also to
explore how musical history can be written in a way that speaks
to the wider concerns of cultural historians.

Fiona Smith, University of Leeds, UK
Other participants: Donald Burrows, Rebecca Herissone, Alan
Howard, Estelle Murphy, Fiona Smith, Andrew Woolley
The Future of Research into Scribal Hands
Donald Burrows, Rebecca Herissone, Alan Howard, Estelle
Murphy, Fiona Smith, Andrew Woolley. All have already been
approached and agreed to participate.
Peter Holman has
offered to chair the session.
Much important work has already been done in the field of
music scribal hands, particularly over the past 60 years.
However, the increasing availability of digital technology has
the potential to revolutionise the study of scribal hands. This
session would have two purposes: firstly, to discuss the current
state of research and the specific areas that remain incompletely
explored, their particular challenges and how digital technology
might assist research in these areas. A second purpose is to
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introduce a new project, on which work has already begun.
English Music Hands Online is an as-yet-unfunded
collaborative project that will provide a digital hub for research
into English scribal hands. It will include a searchable database
of hands; articles; a discussion forum; bibliography and
teaching material. As it will bring together a large number of
high-quality images of hands on a scale that has not previously
been possible, it should enable cross-matching of hands more
quickly and in greater numbers than before, allowing, for
example, identification both of individual scribes and of
previously unknown circles of scribal hands. This in turn will
provide new types of data on scribal hands, the analysis of
which will increase our knowledge of the trade in manuscripts
and enable us to better understand the production of
manuscript scores and sets of parts. Further discussion will
therefore centre on the following topics: what possibilities are
offered both by the gathering and analysis of such large
amounts of data, and by the collaborative digital model
proposed? What features and capabilities would researchers
wish such a project to provide them with? And finally, how will
this field of research develop in the future?
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