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ABSTRACT

The contribution of the Italian musicians who came to
Scotland during the period c. 1720-1800 was both vigorous and
influential. It encompassed practically every area of musical
activity: from performance to teaching, from the composition and
arrangement of music to its publication, from the “professional
patronage” of other musicians to the establishment of publishing
companies and businesses dealing in the music and musical
instrument trade.

This thesis reconstructs the Scottish careers of almost all of
those Italian musicians who went to live and work in Edinburgh.
Some of them are already well-known figures, even if most
historians have only given them limited attention. Other Italian
musicians had only been treated in passing, some had been
overlooked completely. This study examines primary documents in
detail, such as the Minute books and Plan Books that were kept by the
Edinburgh Musical Society in the eighteenth century, and also
newspapers that were printed in Edinburgh during this period, in
order to throw light on their musical activities in the Scottish
capital.

Linked with the careers of the Italian musicians in Edinburgh
between c. 1720-1800 is an investigation of the reception and
perception of these musicians in Scotland. This has been based
largely on eighteenth-century accounts, but also includes
nineteenth- and twentieth-century commentaries on Scottish
musical history and culture. This section has included a
consideration of economic, religious and philosophical issues
concerning opera and the production of stage plays in Edinburgh
during this period.

Finally, there is a survey of the music that the Italian
musicians performed, composed and published. This has involved
examining a large amount of published music as well as manuscript
sources. My investigation into this field has revealed a repertoire of
music that was unique to Scotland, with Italian and English classical

music performed alongside arrangements of Scots folk-songs.
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INTRODUCTION

In the eighty years between about 1720 and 1800, some forty
or so Italian musicians travelled to Scotland. Almost all of them were
employed by the Musical Society in Edinburgh to perform at their
weekly concerts. Many of these Italian musicians were singers, but
there were also string players (mainly violinists), keyboard players
and wind players. They were principally performers, but they were
also teachers, composers and arrangers, publishers, dealers in music
and musical instruments and entrepreneurs.

Scholarship on the history of music in Scotland during this
period has tended to concentrate on a handful of these Italian
musicians, principally Lorenzo Bocchi, Francesco Barsanti, Nicolo
Pasquali, Giusto Ferdinando Tenducci, Domenico Corri and Pietro
Urbani. There has also been some comment on the contribution of
musicians such as the Signori Gurrini and Passerini, Giuseppe
Puppo, Girolamo Stabilini and Giovanni Maria Giornovichi. Some of
the other Italian singers and instrumentalists who were engaged to
perform at the Edinburgh Musical Society concerts (particularly the
women), although they have not featured in the work of more
recent historians, were (as is clear from contemporary accounts)
well known and highly regarded. This thesis intends to bring to

light their contribution.

i SOURCES

Information on the Italian musicians who performed in
Edinburgh in the period considered in this thesis is to be found in a
number of different sources. The Edinburgh Musical Society kept a
record of its meetings and financial transactions from their formal
constitution in the late 1720s, to their dissolution at the very end of
the eighteenth century. While these Minutes only occasionally note
the contracts made between the Society and the musicians, they are,
however, useful in establishing the dates that the Italian singers and
instrumentalists were in the employ of the Society. The Minutes also
list the salaries that were paid to the musicians, and note the
concerns and grievances that were occasionally voiced by both the

Musical Society and by the musicians they employed.
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Introduction

Information on the repertoire that the Italian singers and
instrumentalists performed in Edinburgh is found in a number of
sources. The Musical Society noted their programmes in a series of
Plan Books kept by the Society between the 1760s and the 1780s. A
considerable amount of information on the music that the Italian
musicians sang and played is also found in newspapers, such as the
Edinburgh Evening Courant, the Caledonian Mercury and the
Edinburgh Advertiser. Advertisements for concerts in the earlier
part of the eighteenth century (up to the 1750s) tend to be rather
vague, concerning themselves with announcing the date, time and
venue for a concert. Advertisements from the 1750s onwards,
however, include references to specific instrumental and vocal
pieces. From these advertisements it is clear that there was a
common thread to the repertoire that was performed by musicians in
Edinburgh, both local and foreign. Concert programmes featured a
combination of music that was unique to Scotland: there were vocal
and instrumental arrangements of Scots folk songs, arias and purely
instrumental works by Italian composers, and extracts from the
oratorios of Handel, as well as performances of entire oratorios. This
mixture of music was noted by the poet Allan Ramsay in his address
“To the Music Club™

“...Then you whose Symphony of Souls proclaim

Your Kin to Heaven, add to your Country’s Fame,

And shew that Musick may have as good a Fate

In Albion's Glens, as Umbria's green Retreat:

And with Correlli's soft Italian Song
Mix Cowdon Knows, and Winter Nights are Long "l

The activities of the Italian musicians in Edinburgh in the
eighteenth century were the object of observations and comments
by contemporaries, both in Scotland and elsewhere. These important
sources allow us to assess the opinions of eighteenth-century critics

and public.

Ramsay, Allan Poems of Allan Ramsay (Edinburgh: Thomas Ruddiman, 1721-1728), I,
304, “To the Musick Club”. “The Broom of Cowdenknowes” is probably the best known
of these two songs. Chambers states that “Cowdenknowes” dates from the early part of
the eighteenth century and appeared in print in the Tea-table Miscellany of 1724.
Chambers, Robert The Songs of Scotland prior to Burns. With the Tunes (Edinburgh and
London: W. & R Chambers, 1862), 363-364. “Cowdenknowes” also appeared in
Thomson, William Orpheus Caledonius, or a Collection of the Best Scotch Songs set to
Musick by William Thomson (London: for the author, [1726]), 10.
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ii EDINBURGH, LONDON AND DUBLIN

Another common thread in the lives of those Italian
musicians who performed in Edinburgh between c. 1720-1800, is the
link between Edinburgh, London and Dublin. Many of the Italian
musicians travelled from London or Dublin to perform in Edinburgh,
sometimes returning to these cities after singing or playing at the
Musical Society concerts. The relationship between these musical
centres is complex, there being both similarities that tie them
together, and differences which render them distinct from each
other. In the 1720s the writer Daniel Defoe noted that:

“The first Town we came to [in Scotland] is as perfectly Scots, as if
you were 100 Miles North off Edinburgh; nor is there the least
Appearance of any thing English, either in Customs, Habits, Usages
of the People, or in their Way of Living, Eating, Dress, or Behaviour;
any more than if they had never heard of an English Nation; nor was
there an Englishman to be seen, or an English Family to be found
among them.”?2

Over half a century later, in the 1780s, the differences between
England and Scotland were still apparent, as one Italian visitor
noted:

“La Scozia e L'Inghilterra hanno la stessa Costituzione, e formano al
giorno d’oggi realmente un solo Paese cogli stessi beni, cogli stessi
mali, ma sono ancora con tutto cio in forma marcata da non potersi
ingannare, due different! nazioni. Le loro maniere, 1 loro costumi, il
lor carattere, fin la stessa loro fisionomia segnano direi quasi una
traccia visibili che le distingue.””3

Nevertheless, with some of the more obscure Italian musicians who
appeared at the Edinburgh Musical Society concerts, information
about their activities in these other centres 1is essential in

understanding the reasons why they were engaged by the Musical

Defoe, Daniel A Tour thro'the Whole Island of Great Britain, Divided into Circuits or
Journies. Giving a Particular and Diverting Account of whatever is Curious and worth
Observation, viz. L A Description of the Principal Cities and Towns, their Situation,
Magnitude, Government, and Commerce. Il The Customs, Manners, Speech, as also the
Exercises, Diversions, and Employment of the People. Ill. The Produce and Improvement
of the Lands, the Trade, and Manufactures. IV. The Sea Ports and Fortifications, the
Course of Rivers, and the Inland Navigation. V. The Publick Edifices, and Palaces of the
Nobility and Gentry. With useful Observations upon the whole. Particularly fitted for
the Readings of such as desire to Travel over the Island. By a Gentleman (London: G
Strahan, W. Mears, R Francklin, S. Chapman, R Stagg, J. Graves, 1724), III, part II, 6.
Angiolini, Luigi Lettere sull’Inghilterra (Milan: Bompiani, 1944), 362. “Scotland and
England have the same constitution and are, in truth one country, with the same good
and bad things. In spite of this, they are clearly still two different countries - their
customs and manners, their character and even their physical appearance show one to
be different from the other.” (Author’s translation.)
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Society in Edinburgh, and for suggesting the repertoire that they
may have performed in Edinburgh. Almost all of the Italian
musicians who travelled to Scotland in the eighty years from c. 1720-
1800 were affected and influenced by the the music of that country.
The many programmes that have survived show that, shortly after
their arrival in Edinburgh, both singers and instrumentalists began
to include Scots-song settings in their concerts alongside the
repertoire that they had also performed in other centres. This
mixture is also reflected in the music that the Italians composed,
arranged and published in Edinburgh during this period.

The link between Edinburgh and London is particularly
evident from newspaper advertisements of the latter part of the
century.4 Businesses announced that they had received a
consignment of the latest, and most fashionable goods from London
as a way of attracting customers. Items that were advertised in this
way included china, silverware, jewellery, items of clothing and

accessories:
“M AND J. PATISONS,
MILLINERS and HABERDASHERS IN CRICHTON-STREET,
BEG leave to return their sincere thanks to their Friends, and the
Public in general, for the support they have already met with. -
They now beg leave to inform them, that one of their partners is just
now returned from London, from whence she has brought the newest
and most approved fashions...She also, while in London, established
a correspondence, by means of which they will be supplied, in the
course of a few days, with every new fashion as it appears...”.5

Advertisements for music and musical instruments were similarly

worded:
“NEW MUSIC,
AND MUSICAL INSTRUMENTS
Stewart and Co. Music Sellers and Musical Instrument Makers,
Parliament-square - and at their New Warehouse, No. 40, South
Bridge-street - take this method to acquaint their Friends and the
Public, that they have just received from LONDON a large and
elegant assortment of
NEW MUSIC & MUSICAL INSTRUMENTS...”.6

Also:
“MUSIC SHOP.
...J. BRYSON also takes the liberty of acquainting the Public, That
he has just got to hand a large assortment of Music for the
Harpsichord, Violin, and German Flute, &c. and an assortment of
the best Roman Strings, from the warehouses of Mess. Preston and

This is an area that is stressed by Cranmer, John “Concert Life and the Music Trade in
Edinburgh c. 1780-1830”, University of Edinburgh PhD thesis, 1991, 10.

Edinburgh Evening Courant, 8.6.1782 (hereafter EEQ.

EEC 8.12.1788.
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Son, and other eminent music-sellers in London; from whom he will
have a constant supply of the newest and best songs.”7

iii THE ALLURE OF ITALY

The allure of that which was foreign was also used in
advertisements as a method of attracting potential customers:

“LADIES HAIR-DRESSING
BALLINGAL begs leave to acquaint the LADIES, that, from ten years
practice under the first Masters in London and Paris, he flatters
himself he has acquired a knowledge of Taste and Elegance in the
above Art, that will give satisfaction to those Ladies who will do
him the honour to employ him...”.8

For many, Italy and Italian culture held a special fascination, and
much has been written on the Italian part of the Grand Tour in the
eighteenth century.9Visitors to that country admired not only the
art and architecture (particularly that of the Ancient Romans, the
Renaissance and the Baroque), but also the music which they heard
in concerts and in opera houses.10 The Scottish musicians and
composers John Abell and Sir John Clerk of Penicuik both studied in
Italy, the latter urged on by a friend in Rome writing that “The

musique here is divine.”ll The Scots poet Allan Ramsay commented:

“..We'd enter Rome with an uncommon Taste,

And feed our minds on every famous Waste;
Amphitheatres, Columns, Royal Tombs,

Triumphal Arches, Ruines of vast Domes,

Old aerial Aqueducts, and strong pav’d Roads,
Which seem to've been not wrought by man but Gods.
These view’d, we’d then survey with outmost Care
What modem Rome produces fine or rare,

Where Buildings rise with all the Strength of Art,

Caledonian Mercury, 17.10.1789 (hereafter CM).

EEC 9.1.1782; 12.1.1782; 16.1.1782.

“Rome was the goal of many tourists...[it was] both reality and symbol of what was
desirable about foreign travel.” Black, Jeremy The British Abroad. The Grand Tour in
the Eighteenth Century (New York: St. Martin’s Press, 1992), 48. Wilton, Andrew and
Bignamini, llaria Grand Tour. The Lure of Italy in the Eighteenth Century (London: Tate
Gallery Publishing, 1996). Hibbert, Christopher The Grand Tour (London: Guild
Publishing, 1987), 91-193. Jack, Ronald D. S. The Italian Influence on Scottish Literature
(Edinburgh: Edinburgh University Press, 1972). On Scots in Italy in the eighteenth
century, see Jack, Ronald D. S. Farrell, Joseph From Tweed to Tiber: a celebration in
story and verse of the historic and literary links between Scotland and Italy (Edinburgh:
the Authors, 1988).

“La musica era, tra le motivazioni, la piu sovente adottata, se non per il viaggio vero e
proprio, per molte delle tappe.” “Amongst the reasons given for many of the stages of
the tour, if not for the journey as a whole, music was the most cited.” (Author’s
translation.) Pellegrini, Giacomo Coma; Viola, Gianni Eugenio, Scaramellini, Guglielmo
Viaggiatori del Grand Tour in Italia (Milan: Touring Club Italiano, 1987), 107.
GD184536/2 John Paterson to John Clerk, Rome, 6.5.1697, cit. Purser, John Scotland's

Music: a Hisory of the Traditional and Classical Music of Scotland (Edinburgh and
London: Mainstream, 1992), 164.
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Proclaiming their great Architect’s Desert,

Which Citron shades surround and Jessamin,

And all the Soul of Raphael shines within:

Then we’d regale our Ears with sounding Notes,
Which warble tuneful thro’ the beardless Throats,
Join’d with the vib’rating harmonious Strings,

And breathing Tubes, while the soft Eunoch sings.”12

Advertisements from early eighteenth-century newspapers show
that, in Edinburgh, French seems to have been the most widespread
foreign language: language teaching was offered and
advertisements also announced the publication of books in French.13
As the century progressed, lessons in Italian language gained
popularity, with many immigrants offering their services as
teachers.4 These teachers were not any of the Italian musicians that
were in the service of the Musical Society, although in some cases,
the relatives of these musicians taught Italian.15 Newspaper
advertisements notified readers of the publication of books of Italian

poetry and grammar:
“On Monday first will be published, Price 3s.
Inscribed (by permission) to Her Grace the Duchess of Gordon,
RUDIMENTS of the ITALIAN LANGUAGE,
In TEN LESSONS.

With a Select Collection, in Prose and Verse, from some of the best
Italian Authors.
...The Italian, on account of its utility and beauty, becoming every
day more fashionable, it is hoped this attempt to render the study
of it still more extensive, will meet with a favourable reception;
especially as this is the first of the kind that hath appeared in
Scotland.
..N.B. As the Book is but just come from the Press, it could not be
bound without hurting the impression. - It will be sold, when
bound, at 3s. 6d.”16

12 Ramsay, Poems, 1, 355-356, “An Epistle to a Friend at Florence, in his way to Rome”.

13 Eg: EEG 30.4-2.5.1719; 22.12-24.12.1719; 21.3.1748; 24.5.1748; 4.6.1750; 25.12.1773;
31.5.1777; 12.10.1782; 16.11.1782; 14.7.1783; 4.3.1786. CM, 2.5.1789; 19.5.1792;
23.10.1794.

14 E.g: “..[Peter Nicolosi] is to teach [Italian] after a new and easy method, and
particularly the stile of letter on all different branches of commerce, and also the
different coins in Italy..which will be of great use to merchants and others,
commersants.” EEC 13.1.1762; 14.4.1762. Other advertisements for Italian lessons: EEC
22.7.1756; 20.11.1756; 17.11.1757; 19.1.1782; 7.10.1782; CM, 16.10.1788; 16.8.1790;
Edinburgh Advertiser, 7.1.-11.1.1791 (hereafter £4). “LINGUA ITAUANA. SIGNOR LORO,
a native of Italy, respectfully informs the Public, That his public class for teaching the
principles of the Italian Language, opens on Monday the 7th of February next...His
lessons will be explained in French if required...”, CM, 29.1.1791, this would seem to
show that French was indeed the most well-know foreign language in Edinburgh during
this period. Other advertisements for Italian lessons: EEG 17.11.1791; 9.4.1796.

15 “STEFANO PUPPO, Brother to Signor Puppo the musician, having opened a School for
teaching the ITALIAN, SPANISH, and PORTUGUESE Languages...”, EEC 3.1.1776, also
23.7.1777; 5.11.1777.

16 EEC 5.1.1771. In the previous decade Robert Urie in Glasgow had issued English
translations of two works by Francesco Algarotti: An Essay on Painting. Written in
Italian by Count Algarotti (Glasgow: Urie, 1764) and An Essay on the Opera. Written in
Italian By Count Algarotti (Glasgow: Urie, 1768). An extract of this important work is
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iv  ATTITUDES TO THE THEATRE AND OPERA

A comparison of the music that was performed in Edinburgh
by the Italian musicians in the years from c. 1720-1800 with the
music that they performed in other musical centres such as Dublin
and London, shows that there was one musical genre that does not
seem to have been particularly in evidence in Scotland. This was
opera, in the form of Italian opera and opera seria. Performances of
ballad operas, such as The Gentle Shepherd and The Beggar's Opera,
were advertised in Edinburgh throughout the eighteenth century.
Performances of the Italian operas and opere serie that were
popular in London and Dublin were not, however, advertised with
any degree of regularity in Edinburgh. The exception to this was the
short run of operas that were produced by the Signori Gurrini in the
1760s, and the operas that were staged at the Theatre Royal by Giusto
Ferdinando Tenducci on his visits to Edinburgh in the late 1760s and
the 1770s, and by Domenico Corri in 1779.

The question of the production of opera in Edinburgh raises a
number of interesting and diverse issues, which assume a certain

degree of importance in considering the Edinburgh careers of

reprinted in Strunk, Oliver Source Readings in Music History. From Classical Antiquity
to the Romantic Era (London: Faber, 1952), 657-672. The library of the University of
Glasgow also houses an Italian edition of the Algarotti Saggio sopra | Opera in Musica
(Livorno: M Coltellini, 1763), presented by Algarotti to David Hume.

Books of Italian poetry and grammar were also published in Edinburgh: EEC
21.1.1769; 26.10.1770; 4.12.1782. An “Italian Poetry Class”, was advertised EEC
15.11.1786.

“Tomorrow will be published,
BY BELL AND BRADFLUTE,
In one volume duodecimo, price 3s. 6d. in boards,

UPON
POETRY AND MUSIC
OF THE
ITAUAN OPERA;
Addressed to a Friend.

By the late JOHN BROWN, Painter...”,
CM, 16.3.1789.
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Italian musicians, who, almost without exception, were involved in
the production of operas in cities such as Dublin and London. From
contemporary newspapers, it is clear that these issues were related
to the question of the morality of the stage and the production of
stage-plays in Edinburgh in the eighteenth century. There is a
considerable amount of information on this subject, both in the
literature and newspapers of the period.l7 Some historians have
treated this question since the eighteenth century.I8 The edition of
Allan Ramsay’s poetry published in Edinburgh in the late 1720s,

included a number of prologues which included comments on the

presentation of stage plays in Edinburgh:

“...After a Circuit round the Queen of Isles,

To gain your Friendship and approving Smiles,
Experience bids me hope; - tho’ South the Tweed

The Dastards said, “He never will succeed:

What! such a Country look for any Good in!

That does not relish Plays, - nor Pork, - nor Pudding!”’19

The prologues state clearly that the main opposition to the stage in

early eighteenth-century Scotland came from the Kirk:

17

18

19

20

21
22
23
24

“...Braw Lads, and bonny Lasses, Welcome here, -

But wha’s to entertain ye, - never speer20..

Some Body says to some Fowk,21 we’re to blame,

That ‘tis a Scandal and black-burning Shame

To thole22 young Callands23 thus to grow sae snack 24

Particularly: Jackson, John The History of the Scottish Stage, from its first establishment
to the present time; with a distinct narrative of some recent theatrical transactions; the
whole necessarily interspersed with memoirs of his own life, by John Jackson
(Edinburgh: Printed for Peter Hill, G. G. J. and J. Robinson, 1793); Arnot, Hugo The
History of Edinburgh (Edinburgh: W. Creech, 1779), 364 ff. “Of the Stage”; “The Last
Speech, Confession, and dying Words, of the PLAY-HOUSE of Canongate, who was
quartered and drawn on Saturday, January 24. 1767. For the Crimes of robbing and
debauching of Youth.” ([Edinburgh:] s.n., [c. 1767]); “Considerations on the Proposed
Application to His Majesty and to Parliament, for the Establishment of a Licensed
Theatre in Edinburgh” ([Edinburgh:] s.n., 1767).

Dibdin, James C. The Annals of the Edinburgh Stage: with an account of the rise and
progress of dramatic writing in Scotland (Edinburgh: R Cameron, 1888); Graham,
Henry Grey The Social Life of Scotland in the Eghteenth Century (London: Black, 1906),
92-96; Lawson, Robb The Story of the Scots Stage (Paisley: Alexander Gardner, 1917);
Farmer, Henry George A History of Music in Scotland (London: Hinrichsen, 1947), 300
ff; Johnson, David Music and Society in Lowland Scotland in the Eighteenth Century
(London: Oxford University press, 1972), 45-48; Houston, Robert Allan Social Change in
the Age of Enlightenment: Edinburgh, 1660-1760 (Oxford: Clarendon Press, 1994), 205
ff; Finlay, Bill ed. A History of'the Scottish Theatre (Edinburgh: Polygon [c. 1998]).
Ramsay, Poems, 1I, 295 “A Prologue spoke by Mr. Anthony Aston, the first nigh [sic] he
acted in Winter 1726”. Quoted by Amot, History, 366.

Rmasay includes a short dictionary in this edition. Most of the following definitions are
taken from this dictionary. Speer - to ask, inquire. Ramsay, Poems, 1, 395.

People.

Thole - to endure, suffer. Ramsay, Poems, 1, 396.

Callan - boy. Ramsay, Poems, 1, 385.

Snack - nimble, ready, “cliver”. Ramsay, Poems, 1, 395.
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And lear25 - O mighty Crimes! - to speak and act. -
Stage-Plays, quoth Dunce, are unco”6 Things indeed!
He said, - he gloom’d, - and shook his thick boss27 Head.
They’re Papery,28 Papery. - cry’d his Nibour neist,29
Contriv’d at Rome by some malignant Priest,

to witch away Fowks Minds frae doing well...”,30

and:
“...Well may ye further in your leal3l Design,
To thwart the Gowks,32 and gar33 the Brethren tine34
The wrang Opinion which they lang have had,
That a’ which mounts the Stage - is surely bad.
Stupidly dull! But Fools ay Fools will be,
And nane’s sae blind as them that winna see...”.35

That the Kirk did indeed oppose the representation of plays, and
objected to actors is evident from this particularly virulent attack
dating from 1737:

“It is agreed upon by sober pagans themselves that playactors are
the most profligate wretches and the vilest vermin that hell ever
vomited out: that they are the filth and garbage of the earth, the
scum and stain of human nature, the excrement and refuse of all
mankind: the pests and plagues of human society; the debauchers of
man's minds and morals, unclean beasts, idolatrous papists or
atheists, and the most horrid and abandoned villains that ever the
sun shone upon.’36

As late as 1737, an act proclaimed:

25
26
27
28
29
30

31
32
33
34
35
36
37

38

“That every person who should, for hire or reward, act or cause to
be acted, any play, or other entertainment of the stage, without the
special license and authority mentioned in the said Act, should be
deemd a rogue and vagabond, and for every such offence should
forfeit the sum of £50 sterling.”37

In his history of the Scottish stage, Lawson reports that the Kirk had

condemned the stage as a seminary “of vice and folly”,38 that it

Lear - learning, to learn. Ramsay, Poems, I, 391.

Unco, unko - uncouth, strange. Ramsay, Poems, 1, 397.

Boss - empty. Ramsay, Poems, 1, 384.

Popery.

Neist - next. Ramsay, Poems, 1, 392

“Prologue. Spoke by one of the young Gentlemen, who for their Improvement and
Diversion, acted The Orphan, and Cheats of Scapin, the last Night of the Year 1719.”
Ramsay, Poems, 1, 289.

Leal - True, upright, honest, faithful to trust, loyal. A leal Heart never lied Ramsay,
Poems, 1,391.

uGowk, The Cuckrow. In Derision we call a thoughtless Fellow, and one who harps too
long on one subject, a Gowk.” Ramsay, Poems, 1, 389.

Gar - to cause, make or force. Ramsay, Poems, 1, 388.

Tine - to lose. Ramsay, Poems, 1, 396.

“To Mr. Joseph Mitchel on the successfuF Representation of a Tragedy wrote by him.
Ramsay, Poems, 1, 370.

Lawson, Scots Stage, 123.

Lawson, Scots Stage, 120; also quoted in the Scots Magazine in the edition of January
1757. This seems an extraordinarily high sum, bearing in mind that £50 in 1737 was
the yearly salary that the Musical Society in Edinburgh paid Francesco Barsanti.

Scots Magazine, XIX 18, cit Amot, History, 378.

2
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harboured: “idleness, looseness, and sin”,39 and was “a dreadful

corruption of our youth, and an eyelet to prodigality and vanity”40

The attitude of the Kirk to the stage filtered through to society.4l In
the Rules of good deportment, published in Edinburgh in 1720, the

author advised against a number of entertainments, in a chapter

devoted to “Plays and Recreations”, in no uncertain terms:

“..It is indiscreet and sinfull to use such Plays and Recreations as
the Community or Body of which we are Members look upon as
sinfull, and so consequently as offensive. But promiscuous Dancing,
obscene Songs, Stage-Plays, Tragedies, Cards, Dice, Reading of
Profane Books, are offensive to the Body of which we are Members,
or at least to many worthy Saints: Therefore they should be
abstained from.”42

Similarly:

“..Tragedies and Stage-Plays are unlawfull. We are commanded to
shun all Appearances of Evil: But such Recreations have evil
Appearances. Their subject Matter consists of sundry forged Fables
and bitter Scoffings; and we are commanded to put away all
Bitterness, Anger, Wrath, Clamour, evil Speaking,

They are condemned by the Church through all Ages, and
orthodox Divines, as Incendiaries of Wickedness. We have many
councils against Stage-Plays and Play-haunters.”43

According to Petrie, it was particularly important to guard women

against the influence of anything that was immoral:

“..Particular Care should be taken about the Education of Females,
for they sow the first Seeds in the Soul; for if they are Persons of
Fashion and Good Breeding, they will naturally incline to instruct
and teach their offspring.”4

Alexander Monro, the noted Edinburgh physician,45 also warned

against the dangerous, and potentially subversive, effects on women

of the reading of plays. In his Essay on female conduct, dating from

the 1730s, Monro remarked that:

39
40
41
42
43

44
45

Lawson, Scots Stage, 105. Lawson asserts that this criticism dates from the second
decade of the eighteenth century.

Lawson, Scots Stage, 109. Lawson asserts that this criticism dates from 1731.

Linda Colley has stressed the importance of religious belief in shaping the perception of
aspects of material life in the eighteenth century. Colley, Linda Britons Forging the
Nation 1707-1837 (St. Ives: Pimlico, 1992), 18.

Petrie, Adam Rules of good deportment, or of good breeding. For the use ofyouth
(Edinburgh: [s.n.,] 1720), 103.

Petrie, Rules, 104-105.

Petrie, Rules, 3.

1697-1767. After spending a brief period in Paris and studying in Leyden, Monro
returned to Edinburgh, where he was appointed professor of anatomy and surgeiy to
the Surgeon’s Company. Monro was the author of a number of medical works published
in Edinburgh and London. His portrait was painted by Allan Ramsay. Stephen, Leslie ed
The Dictionary of National Biography (London: Smith, Elder, & Co., 1885-1900),
XXXVIII, 179-180 (hereafter DNB).



46

47

48
49
50

Introduction

“An artful Varnish is thrown over Vice, and the vicious are
represented with so many Qualities which are agreable [sic] that
one is in hazard of liking the Complex Character and losing that
Aversion, which is one of the strongest Guards against Vice. The
danger of promiscuous Reading of Plays is so great that no young
Woman ought to allow herself in it, she ought to read none except
such as are recommended to her by one whose judgement and
sincere friendship she can rely on. Many Novels are wrote in the
same bad taste as the faulty Plays and tend greatly to turn the Head
and corrupt the Heart.”46

The influence of the Kirk was still strong in the second half of the

eighteenth century. Edward Topham, who visited Edinburgh in the
mid 1770s, noted that:

“...though the Scotch have no absolution, they have something very
like it - a superstitious reliance on the efficacy of going constantly
to church. Many of them may be said to pass half their lives there;
for they go almost without ceasing, and look as sorrowful at the time
as if they were going, not only to bury their sins, but
themselves.”47

Advertisements that appeared in newspapers reveal that the debate

on the stage was still alive later in the century:

“JUST PUBLISHED, Price 3d.
Sold by T. LUMISDEN and Company, at their Printing-house in the
Fish-Market, Edinburgh,
A DISCOURSE on the DANGER and SINFULNESS of the STAGE.
By an EMINENT AUTHOR...” 48
and:

“This day is published, and sold by J. REID, at his Printing-house
in Bailie Fyfe’s closs, and by W. Gray, front of the Exchange,
Price 4d.

The THEATRE Licentious and perverted,

OR, A

SERMON for the Reformation of Manners.
Preached on the Lord’s Day, Dec. 2. 1770.
...By JAMES BAINE, A. M. Minister of the Gospel at Edinburgh...”.49

Writing in his History of the Scottish stage, Jackson related the
violent enthusiasm of the mid century,50 and the Edinburgh Evening
Courant reported that as late as the 1760s extremists had been known

to bum down theatres in the name of religion:

Monro, Alexander “The Professor’s Daughter. An Essay on female conduct contained in
Letters from a Father to his Daughter” Proceedings of the Royal College of Physicians of
Edinburgh, January 1996, XXVI, 16-17.

Topham, Edward Letters from Edinburgh; Written in the Years 1774 and 1775:
Containing Some Observations on the Diversions, Customs, Manners, and Laws, of the
Scotch Nation, during six months residence in Edinburgh (London: Printed for J.
Dodsley, 1776), 65.

EEC 25.6.1751.

EEC 19.12.1770. Other advertisements for such books, EEG 2.4.1757.

Jackson, History, 418.
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“From Glasgow we are informed, that on Tuesday night last, a
tumultuous mob convened, broke into, and set fire to the New
Concert Hall in the neighbourhood of that town, whereby goods and
effects to a considerable value were spoiled, burned, carried off, or
otherwise destroyed. The magistrates there, in order to suppress
such seditious and dangerous attempts, have offered a reward of one
hundred pounds sterl. to any person or persons who shall discover
any of the actors or accomplices in this most audacious crime...”.51

As a number of historians have already noted, despite the opposition
of the Kirk, plays continued to be performed in Edinburgh as they
were advertised as being performed “gratis” between the acts of a
concert of music.52 In this way, they avoided the penalty that they
would otherwise have faced. It is not known whether these
productions were staged, with costumes and scenery, as many of the
advertisements make no mention of this aspect.

Contemporary newspaper advertisements show that
performances of the ballad opera, The Beggar's Opera, were also

announced in this way:

“By Desire of a Lady of Quality,
For the Benefit of Mr. Hind, at the Taylor’s Hall in the Cowgate, to
Morrow will be performed a Concert of Musick in two Parts, between
which will be rehearsed (Gratis,)
THE BEGGARS OPERA
...To which will be added (Gratis) a new Farce, called,
MISS IN HER TEENS...”.53

Similarly:
“At the CONCERT-HALL in the Canongate,
TOMORROW being Friday the 14th instant, will be performed, a
Concert of Music; between the parts of which will be given gratis,
THE BEGGAR’S OPERA.

...The whole music will be conducted by Sig. PASQUALI, who will
also play a grand CONCERTO for the Violin Solo between the 2d and
3d Acts.”54

This suggests that this work (perhaps along with other works of a
similar nature), was considered as a work for the theatre, rather

than being treated separately as opera. The manner in which this

EEC 28.4.1764. Another such event recorded 25.5.1764, in Gentleman's Magazine,
XXXIV, 245.

This was noted in the late eighteenth century by Amot, History, 370. More recently, e.g:
“We hear that on Monday the 21st [February 1743], at the Taylors Hall, Cowgate, at the
Desire of several Ladies of Distinction, will be performed a concert of Vocal and
Instrumental MUSICK. After which will be given gratis, Richard the Third, containing
several historical Passages. To which will be added gratis, The Mock Lawyer. Tickets for
the concert...to be had at the Exchange and John’s Coffee Houses.”

CM, 17.2.1743, cit. Johnson, Music and Society, 45. Similarly, CM, 13.12.1750, cit.
Graham, Social Life, 95.

EEC 26.3.1747.

EEC 23.11.1752. Other advertisements for “gratis” performances of The Beggar's Opera
advertised, e.g: EEG 26.7.1750; 20.9.1750; 3.8.1757.
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work was sandwiched in between the acts of another, larger scale
work, is reminiscent of the manner in which comic opera was first
performed, although the circumstances in which it was performed
in Scotland were clearly different than they were elsewhere.

To some eighteenth-century observers, the attitude of
previous generations was negative and extreme. In his History,
published in Edinburgh in 1779, Hugo Amot speaks of the “sullen”
and “gloomy fanaticism”55 which pervaded society and which
managed to dissipate “so effectually all ideas of polite or rational
entertainment”.56 Similarly, William Tytler remarked that: “The
spirit of the times was still too much tinctured with fanaticism to
expect that the execrated profane entertainment of the stage would
then succeed. A play-house was always held in abhorrence and
anathematized.”57 Jackson wrote of the “rooted prejudices”S8 that
surrounded the stage and the production of plays.

By the last quarter of the eighteenth century much had
changed in Edinburgh, at least in part, as a result of the legalization
of the theatre and the building of a Theatre Royal in that city in
1768. The writer and publisher William Creech believed that: “So
remarkable a change is not perhaps to be equalled, in so short a
period, in any city in Europe; nor in the same city for two
centuries...”S9 He also remarked that: “The morality of stage-plays, or
their effects on society, are never thought of...”.60 In his history of
the Scots stage, Lawson even goes so far as to ascribe changes in
social customs to the influence of the theatre - he writes that the
time at which the beau monde dined was moved to an hour which
would accommodate the beginning of theatrical performances.6l
Many saw this change as a symptom of the increasing secularization
of society. The anonymous author of a letter dated 1779 wrote of the

13

numerous “..modes of vice we have learned from the people on the

b

Continent...”, observing that:

Amot, History, 364.

Amot, History, 366.

Tytler, William “Edinburgh Fashionable Amusements in the last Century” Transactions
of'the Society of Antiquaries of Scotland (1792), 500.

Jackson, History, 311.

Creech, William Edinburgh Fugitive Pieces: with Letters, containing a Comparative View
of the Modes of Living, Arts, Commerce, Literature, Manners, &c. of Edinburgh, at
different periods. By the Late William Creech, to which is prefixed an Account of his Life
(Edinburgh: Ramsay and Company, 1815), 62.

Creech, Fugitive Pieces, 113.

Lawson, Scots Stage, 134.
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“I have heard...that there was a great change with respect to the
rigorous observation of the Sabbath...A man may now shave himself
on Sunday morning, and powder his hair and walk after church
time, and even visit his neighbours without giving offence, which
was veiy far from being the case in my youth. But I little dreamed
that it would have been possible for Presbyterians to have so far
lowered the ideal of the morality of the Sabbath as to have played at
cards on any part of that day.”62

Creech also observed a change in the twenty years from the 1760s to
the 1780s. He observed that in 1763: “It was fashionable to go to
church, and people were interested about religion. Sunday was
strictly observed by all ranks as a day of devotion; and it was
disgraceful to be seen on the streets during the time of public
worship”.63 Only twenty years later, however: “Attendance at
church was greatly neglected...Sunday was by many made a day of
relaxation...The streets were far from being void of people in the
time of public worship; and, in the evenings, were frequently loose
and riotous”.64 Some observers were even more direct in their
condemnation of the change that they perceived. The author of a
brief comment on the Fugitive Pieces, signing himself ‘Horatius’,
declared fearfully that:
“..[we] follow, with swift pace, our neighbours beyond the Tweed,
and on the Continent...I will not say that in this country we are not
yet arrived at the same pitch of vice; but, as we are daily taking
large strides in following the fashions and manners of our

neighbours, how soon we may reach the same degree in the scale, is
a thought that every person of virtue must shudder to think of!”.65

These changes were, at least in part, an inevitable result of the
improvement in communications that had taken place during the
century between the major cities of Britain. For example, sources
such as newspaper advertisements and the work of contemporary
writers, particularly William Creech, show that the journey time
between Edinburgh and London was cut from sixteen or eighteen

days in 1763, to a mere sixty hours in 1786.66

Cit. Graham, Social Life, 122.

Creech, Fugitive Pieces, 100.

Creech, Fugitive Pieces, 100.

Creech, Fugitive Pieces, 132-133.

Creech, Fugitive Pieces, ¢ 8. Creech also noted: “A person may now set out on Sunday
afternoon, after divine service, from Edinburgh to London; may stay a whole day in
London, and be in Edinburgh again on Saturday at six in the momingL.Forty years ago,
it was common for people to make their will before setting out on a London journey.”
Creech, Fugitive Pieces, 68-69, n.
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v ITALIAN MUSICIANS IN EDINBURGH c. 1720-1800:
TEACHERS, COMPOSERS, ARRANGERS,
ENTREPRENEURS AND *PROFESSIONAL PATRONS”

As well as performing, many of the Italian musicians in
Edinburgh between c. 1720-1800 also taught music. Indeed, the
Minutes of the Musical Society record that they used the prospect of
earning a healthy income from teaching in attracting a performer
to Edinburgh. Information on the activities of the Italians as
teachers comes from a variety of sources: from the Minutes of the
Musical Society, in the form of comments and observations by
contemporaries and also from the vocal and instrumental treatises
that they published. While some of these treatises were published in
London and not in Edinburgh, they are useful in gaining an
understanding of teaching methods and in helping to place the
contribution of the Italian musicians in Scotland within a wider,
European, context.

Many of the Italian musicians who travelled to Edinburgh
between c¢. 1720-1800 were also active as composers and arrangers of
music. Some of their works have been lost, some have survived only
in manuscript form, but a great many were also published in
Edinburgh, London and other European centres. This music covers a
wide range of genres, including many vocal and instrumental
arrangements of Scots folk songs, solo and ensemble sonatas and a
number of larger works for the stage. While these works were often
issued by established Scottish publishing houses (by Robert Bremner
and also Alexander Baillie, for example), some of the Edinburgh-
based Italian musicians founded publishing companies and also
became involved in the sale of music and musical instruments.

The Minutes of the Edinburgh Musical Society and newspaper
advertisements show that the Italians who performed in Edinburgh
were also themselves musical patrons and entrepreneurs. Simon
McVeigh has stressed the importance of these professional
contacts,67 and after the dissolution of the Musical Society at the end

of the eighteenth century and the establishment of the Professional

McVeigh, Simon Concert Life in London from Mozart to Haydn (Cambridge: Cambridge
University Press, 1993), 185.
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Concert, these contacts became even more important in continuing

and advancing the careers of musicians.68

vi MODERN SCHOLARSHIP ON ITALIAN MUSICIANS IN
EDINBURGH c¢. 1720-1800

A number of scholars have commented on the lives and work
of the Italian musicians in Edinburgh between c. 1720-1800. These
comments have been penned by those writing on Scottish musical
history during this period and some also by those who have written
more generally on Scottish culture in the eighteenth century. A
study of this literature reveals a wide range of opinion on the
importance of the contribution to Scottish musical life and culture of
these musicians. Some scholars have considered this area in more
detail than others. Writing about music in Edinburgh in the sixty
years between c. 1780-1830, Cranmer has devoted considerable space
to the activities of the Italian musicians in Edinburgh. Along with
Cranmer, Kirsteen McCue is probably amongst the most sympathetic
towards the Italian musicians, noting of the Italian singers and

instrumentalists that:

“..These performers travelled around the country, taking part in
provincial musical society concerts and bringing with them new
European compositions and instrumental techniques. Their
influence was of paramount importance on the development of
Scottish awareness of European music and styles of performance.

It was without a doubt the Italian performers who were most
popular and memorable...The Italian singers made an even greater
impact [than the instrumentalists], for they were also shrewd
businessmen who, in addition to performing and teaching,
frequently opened up music selling and printing shops in the
city.”69

David Johnson has also highlighted the importance of those foreign

musicians in Edinburgh:

“When we turn from the study of music as a culture to the study of
musicians as individuals, we are struck by a paradox: the best
native Scottish musicians left Scotland as soon as they could and
did not return, while the best musicians working in Scotland were
immigrants who had come from elsewhere.”70

John Cranmer has covered the period from the dissolution of the Musical Society and
the various attempts to establish a regular concert series in Edinburgh in his thesis.
McCue, Kirsteen “George Thomson (1757-1851): His Collections of National Airs in their
Scottish Cultural Context” University of Oxford, Balliol College, DPhil thesis 1993, 17-
18.

Johnson, Music and Society, 51.
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Henry George Farmer has also listed some of the most important of
the Italian singers who performed in the Scottish capital during the
eighteenth century, although he underestimated their number
somewhat.71

Some scholars have treated the Italian musicians less

sympathetically, mentioning them only en passant Cedric Thorpe
Davie has stated:

“Subscription concerts were first given in Edinburgh about the
beginning of the [eighteenth] century and later in other Scottish
cities. They were dominated by Italian musicians, and the music
was of the kind which they customarily performed in London and
elsewhere - the standard instrumental and vocal repertoire of their
day. Moving from baroque to classical as the centuiy progressed,
they seldom showed any tendency to promote Scottish music,
despite the occasional sonata or concerto...”.72

Writing in Scotland's Music, John Purser seems to overlook the
contribution which the Italian musicians made to Scottish culture in
the eighteenth century almost altogether, summing up the varied
and wide-ranging careers of the many foreign musicians in only a
few sentences. Citing the names of Barsanti, Pasquali, Domenico and
Natale Corri and Stabilini, he does not consider the input of
musicians such as Lorenzo Bocchi, the Signori Gurrini, Giusto
Ferdinando Tenducci, Pietro Urbani, Giovanni Maria Giornovichi or
any of the many other Italian singers, instrumentalists, teachers,
composers, publishers and entrepreneurs in Edinburgh in the

eighteenth century:

“Among a few [sic!] immigrant continental musicians, Domenico
Corri, whose technique did not stretch to any great complications of
style, was ready enough to publish Scottish airs.”73

Purser does, however, acknowledge the vein of nationalistic feeling
that expressed itself in music:

“There was, however, a definite prejudice against the dominance of
the Italian style in music, perhaps initiated by the presence of the
composer and flautist Barsanti, in Edinburgh from 1735 to 1743;
the composer and violinist Pasquali, who died in Edinburgh in 1757
after five years’ residence; and later in the century, Domenico Corri
and his brother [Natale], and Girolamo Stabilini.”74

“Among the vocal stars were...Tenducci...Pietri [sic] Urbani, Domenico Corri...and his
wife Miss Bacchelli, and a dozen more Italians of lesser account.” Farmer, History, 311.
Davie, Cedric Thorpe Scotland¥ Music (Edinburgh: Blackwood, 1980), 43.

Purser, Scotlands Music, 200.

Purser, Scotland ¥ Music, 174.
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This thesis seeks to rediscover the varied contributions of the
many Italian musicians who travelled to Edinburgh between c. 1720-
1800. Each of these musicians will be considered in turn, drawing
attention not only to common threads in their lives, but also to
recurring ideas of those who have written about the history of music
in Scotland in the eighteenth century. Some of these musicians have
been completely forgotten, and this work will draw attention to their
involvement in the musical life of Edinburgh. The most well-known
musicians will also be considered, analysing their achievements and
the way that they have been viewed by those who have written on
them.



CHAPTER 1
FRANCESCO BARSANTI

The career of Francesco Barsanti is in many ways similar to
that of a great number of the other Italian musicians who visited
Scotland during the course of the eighteenth century. Furthermore,
although there has been some interest in, and analysis of, some of
his works, there has been little assessment of his impact on the
musical life of Scotland. For David Johnson, Barsanti “...was
undoubtedly the finest instrumental composer ever to have resided
in Scotland”,1 while Enrico Careri has ranked Barsanti alongside
Castrucci, Carbonelli, Ariosti and, of course, Geminiani as playing a
central role in the development of late Baroque music in Britain.

The reasons as to why Barsanti should have gone to Scotland
are unclear. In his General History (from where most of the
biographical information about Barsanti comes), John Hawkins
merely states that “...at length, reflecting that there was a respect of
advantage for one of his profession in Scotland, he went thither...”.2
A brief survey of Barsanti’s career in the period before he went to
Scotland would suggest that the Musical Society in Edinburgh might
have been sufficiently impressed with his London achievements to
offer him a position and salary which he found appealing.

Born in 1690 in Lucca, Barsanti studied law at the renowned
University in Padua, before choosing to pursue music, placing
himself “...under the tuition of some of the ablest masters in Italy...”
from which he obtained “...a considerable degree of proficiency in
the science of practical composition...”.3 According to Hawkins,
Barsanti moved to London in 1714 with Francesco Geminiani, where
he established himself playing the oboe in the orchestra of the
Italian Opera and teaching the flute, from which he “...derived
considerable advantages...”.4 Barsanti was evidently both a highly-

regarded and fashionable teacher of music.

Sadie, Stanley ed The New Grove Dictionary of Music and Musicians (London:
Macmillan, 1980), II, 189 (hereafter Grove6).

Hawkins, John A General History of the Science and Practice of Music (London: T. Payne
& Son, 1776) V, 371 (hereafter HawkinsH).

HawkinsH, V, 371.

HawkinsH, V, 371.
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Francesco Barsanti

Among the first works that Barsanti published after his
arrival in London were the Sonate a flauto, o violino solo con basso,
per violone, o cembalo in 1724,5 dedicated to “Riccardo Conte di
Burlington”.6 They clearly met with some measure of success, as the
Sonate were reissued by Walsh three years later, in 1727, as Sonatas
or solos for a flute with a thorough bass for the harpsicord or bass
violin. Barsanti followed these with VI Sonate per la
trasversiera...opera seconda published by Benjamin Cooke in 1728,
and Solos for a German flute...opera terza, another publication by
Walsh, of 1732.7

All six sonatas in the Op. 1 set are in the four-movement
structure (slow-fast-slow-fast), of the sonata da chiesa. There is
evidence of the more traditional elements of this style and form,
such as the imitative writing between the solo and the continuo, for
example: [, ii; III, ii; and IV, ii (see pages 330-7), which all begin with
imitative figures between the upper and lower parts and feature
imitative motifs which permeate the whole of the movement, such as
the three repeated crotchets of I ii (see pages 330-1). In common
with the development of this form by other Italian composers of the
late Baroque period (Corelli for example), these sonatas are part of
the continuing process of fusion of the forms and stylistic writing of
the chiesa with that of the camera. Almost all of Barsanti’s Op. 1
sonatas include features of the latter, including dance movements:
numbers I and I conclude with compound time gigues; numbers III
and V with minuets; and number IV with a gavotta; there are also two
sicilianas in sonatas IV and V.

Despite the similarities (which are perhaps inevitable)
between the sonata genre by Corelli and that by Barsanti, Enrico
Careri has suggested that the evidence of these first sonatas by
Barsanti show that he - along with a number of the Italian musicians
and composers working in Britain in this period - were more than
merely “ambassadors for Corelli”. Careri has described
characteristics (such as the dotted rhythms of V i, and the two dance

No opus number appears on the title page of the Sonatas. It is not, however,

unreasonable to consider them as his opera prima seeing as they were followed by
opera seconda and terza.

Richard Boyle, Earl of Burlington and Cork, Viscount Dungarvan, Baron Clifford &
Clifford of Lanesborough, 1695-1753. Doyle, James The Official Baronage of England
(London: Longmans, 1886), 1, 279.

It seems that a copy of these sonatas were owned by the Edinburgh Musical Society, as
the catalogue of music which was owned by the Society lists “SONATAS OP 3” under
Barsanti. EMS, Index of the Whole Musick Belonging to the Edinburgh Musical Society, 2.
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movements with variations over a ground bass - III, iv, marked
gavotta; V, iv, a minuet), as being compositional features and devices

found in the works of a number of Baroque composers, rather than

just the “specific thumbprint of Corelli”,8 to borrow Careri’s own

phrase. Peter Holman, in his introduction to the modem facsimile
edition of these sonatas, has suggested that Barsanti may have
influenced Handel in the composition of his Op. 1 sonatas.9

Careri has also highlighted important differences between
Barsanti and Corelli in the former’s approach to the choice of keys
for the slow (third) movements within the sonatas, and also in the
treatment of the thematic material in the movements. Citing two
movements from the Op. 1 sonatas (I, iii; III, iii), Careri shows that
Barsanti alters the material from the opening at its return at the end
of the movement, by contracting it, therefore managing to create a
sense of return whilst avoiding a literal repetition.

Writing in the third quarter of the eighteenth century,
Hawkins believed Barsanti to have been “an excellent musician”,10
and indeed, the Op. 1 sonatas reveal Barsanti to have been precisely
so. Johnson believes the Op. 1 set to be “among the finest in that
instrument’s repertory”,11 while Maurizio Castellani considers them
works destined not for the amateur, but sonatas which were clearly
aimed at the professional performer.12 Indeed, the sonatas place a
number of very different technical demands on the player: the

faster movements include repeated notes and awkward leaps in

Careri, Enrico “The First Publications in England of Geminiani, Castrucci and Barsanti”
Paper delivered at Conference on Music in Eighteenth-Century Britain (Cardiff) July 9-
12 1996, 10.

“Handel’s Op 1 has traditionally been dated c¢ 1722, but recent research has shown that
it was published around 1730 and that most of the sonatas were composed 1724 and
1728. So Barsanti could well have influenced Handel rather than the other way round,
and his elegant recorder sonatas can certainly stand comparison with most of those by
his great German contemporary.” Barsanti, Francesco Sonate a flauto, o violino solo &
contrabasso, per violone, o cembalo (London: Walsh, 1724, repr Peer: Alamire, 1993),
Introduction.

HawkinsH, 1V, 7.

Grove6, 11, 189.

“Sarebbe...estremamente riduttivo considerarle come composizioni meramente
occasionali, nate per compiacere la moda del flauto dritto imperante in quegli anni
presso i dilettanti di musica londinesi. Le loro caratteristiche tecniche e
formali...presuppongono invece la destinazione anche e sopratutto a esecutori
professionisti, che conoscano a fondo non solo la tecnica strumentale del flauto dritto,
ma anche i principi dell’armonia e del contrappunto.” “It would be extremely
derogatory to regard these as mere background music, born of the fashion for the
German flute which held sway over London amateurs in those years. Their technical
and formal characteristics...reveal, rather, that these were intended for professional
flautists, who had a thorough grounding, not only in that instrument’s technical
requirements, but also in the principles of harmony and counterpoint.” (Author’s
translation.) Castellani, Maurizio cit. Careri, First Publications, n. 17.
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running semiquaver passages (V ii, see pages 338-9; II ii, pages 340-
1), separate/slurred sequences of semiquavers (Il ii)) and semiquaver
arpeggios which cover the range of the instrument (IIl iv, pages
342-3). The slow movements call for an even and controlled tone, as
well as taste and imagination and a knowledge of the rules of
harmony in providing the unwritten embellishments.

While most of the opening adagios are (in common with
performance practices of the period) only lightly ornamented with
appoggiaturas, mordents, and trills, that of the second sonata is fully
written out (see page 344). The melodic outline is decorated with
semiquaver triplets, demi-semi- and hemi-demi-semi- quaver runs
and creeping descending chromatic figurations. The articulation is
carefully indicated, with staccato markings and slurs going against
the usual division of the meter. Barsanti, however, was not the first
composer/musician to publish ornamented versions of movements,
as is evident from: the Adagio from the sonata Op. 5, no. 3, as
published in Sonata's or Solo's for a Violin a Bass Violin or
Harpsichord Compos'd by Arcangelo Corelli His fifth Opera (London:
J. Walsh, 1711), although it is not certain if these are Corelli’s own
ornaments as Walsh claimed; the adagio from Sonate a Violino e
violone o cembalo... (Amsterdam: J. Roger, [c. 1718]) Op. 1, no. 6 by
Pietro Castrucci; and the Largo e nobile from the third of the Sonate
Accademiche Op. 2 by Francesco Maria Veracini.

The first mention of Barsanti in the Minutes of the Edinburgh
Musical Society is in a note dated June the 5th 1735. It states that the
Society agreed:

“..That Mr Barsanti be employed to teach Miss Udall her singing for

one year, and that he be allowed for that service, and for serving in

the concert as the other Masters do, Fifty pounds sterline [sic], and
that he shall have liberty to go abroad when he pleases in the next

Harvest vacance for some six weeks without any deduction of his
Salary during the time of his absence.”13

This arrangement between Barsanti and the Society was clearly

agreeable to both parties, as just over a year later:

EMS, Minutes, 5.6.1735. The problem of singers and musicians employed by the Society
absenting themselves from Edinburgh without permission, and in so doing not fulfilling
the terms of their contract, was one which the Society faced throughout the course of
its existence. Vide minute of 27.7.1734: ‘“Resolved that Mr Benedetto have leave to go
for six weeks to any part of the Country he pleases [commencing?] from the first of
August next; But that hereafter neither he nor any of the other Masters be allowed to be
absent without leave from the Directors in a meeting of the Directors, and even when
such leave is given that there shall be a stop of their salarys in proportion to the time of
their absence.”
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“At a meeting of the Governour and Directors It was agreed that the
Bargain between the Society & Mr Barsanti shall not only be
understood to continue for the present year commencing from the
[blank space] Day of [blank space] But that it shall without being
specially renewed each year be understood to subsist, unless the
Society shall intimate to him, or he to the Society Three months
before the end of any year, that the Society or He incline to be free
of the said bargain respectively. And they Having considered the
Accounts of the Society, Do observe that they are not at present in
condition to give a gratification to Mr Barsanti beyond his fixed
Salary; but are of opinion that as soon as their affairs will permit
them, such gratification should be given him. And they hereby
allow Mr Barsanti leave to go for Two months to the North, To will,
between the end of July and the beginning of October next.” 14

The two months’ leave which the Society granted Barsanti to go
north may well have been opportunities to earn some money by
teaching in the country homes of wealthy families. While there is
some information relating to the pedagogic activities of some of the
other Italian musicians who lived and worked in Edinburgh (most
notably Nicolo Pasquali and Giusto Ferdinando Tenducci),
unfortunately no information has come to light, so far, on either
Barsanti’s teaching method or abilities as a teacher. In his History of
Music in Scotland, Farmer states that Barsanti (along with his fellow
countrymen) was able to earn a “comfortable” living as a teacher,
although he does not provide any evidence to support this
statement.15 Barsanti most probably taught keyboard, thorough bass
and perhaps also elementary composition, as well as singing and -
for the gentlemen - his own instruments, the recorder and the oboe.
The Minutes of the Society show that they paid Barsanti not
only for teaching and performing, but also for the upkeep of the
musical instruments - mending the timpani,16 supplying the strings
for the violins and the double bass,17 and for “writing musick™.18 It
is possible that this simply meant copying out music, particularly
parts. If the Society paid him for composing music for them it is
interesting to speculate on what pieces Barsanti may have written

for the Society.

EMS, Minutes, 24.6.1736.

“...it was not until the vogue of Italian opera [in London] at the opening of the 18th
century, that it became the fashion to look upon the Italian musician himself as
superior to all others. In Edinburgh especially, which seems to have followed English
modes, he reigned supreme. Here we find Barsanti, Passerini, Bocchi, Puppo, Pasquali,
Corri, Stabilini, Urbani, and others, who all made comfortable livings as teachers.”
Farmer, History, 321.

EMS, Minutes, 6.1740-6.1741.

EMS, Minutes, 6.1735-6.1737; 28.2.1740; 19.11.1741.

EMS, Minutes, 6.1735-6.1737; 16.7.1742.
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Johnson asserts that Barsanti’s finest compositions date from
the period which he spent in Edinburgh, and cites the Concerti
Grossi...opera terza and the Nove Overture a quattro...opera quarta,
both published in Edinburgh in 1742. From the I/ndex of the music
belonging to the Society, it is evident that they owned two copies of
the Concerti Grossi.19 This is corroborated by the list of subscribers
which appeared with the published edition of the Concerti, which
shows that the Musical Society in Edinburgh did indeed subscribe to
two sets of the Concerti. A number of other musical societies also
subscribed: the “Charitable Society of Musick” and the
“Philarmonick Society”, both based in Dublin; the “Philarmonick
Society of Musick of Wednesday at the Crown and Anchor” in London
ordered three sets; also listed are the musical societies of Ripon and
of Newcastle-upon-Tyne. In writing on the scattered geographical
locations of the subscribers to these Concerti, Kirakowska has linked
this with the dissemination of music around the British Isles.20
Kirakowska, however, seems to overlook the impressive array of
nobility and gentry who made up the majority of the subscribers on
the list.21 They included: the Earl of Cassilis, Lord Elcho, the Duke and
Duchess of Hamilton, the Earl of Hopetoun, the Duke of Montrose, the
Duke and Duchess of Queensberry, the Marquis of Tweedale and the
Count of Wemyss (the dedicatee of the Concerti). The composer and
theorist Johann Christoph Pepusch subscribed, as did the violinist
and composer Francesco Maria Veracini, as well as the Scottish
composer David Foulis.2 This rather outstanding list leads one to
conclude that Barsanti’s op. 3 Concerti Grossi was considered to be an
important work by one of the leading musicians resident in Scotland
in this period.

Most of the discussion on Barsanti’s work has centred on the

Concerti Grossi23and by far the greatest part of the modern-day

EMS, Index, 1.

“This shows without a doubt that the passage of newly published music up and down
the British Isles was by no means as slow as one might have expected, given the
generally poor state of communications in the [early part of the] eighteenth century.”
Kirakowska, Susan “The Italian Concerto in Britain, 1700-1760” 2 vols University of
Edinburgh MPhil thesis, 1978, 109.

“Most of the individuals included were Scots, men of high rank or members of the
professional classes.” Kirakowska, The Italian Concerto, 109.

Grove6, 1V, 733. Colinton (near Edinburgh) 1710-Edinburgh 1773. In 1737 Foulis was
elected a member of the Musical Society in Edinburgh, Johnson notes that he was a
director of the Edinburgh Musical Society, 1739-1740.

Bonaccorsi, Alfredo “I Concerti Grossi di Francesco Barsanti” Bollettino Storico Lucchese
xi (2) 1930: 101-103; Kirakowska, The Italian Concerto; Barsanti, Francesco; Praetorius,
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critical analysis of the Concerti has focused on exploring the
relationship between the established Corellian aspects of that form
and the more innovative aspects of Barsanti’s handling of this
genre. The instrumentation of the Concerti Grossi is somewhat
unusual and decidedly un-Corellian. The first six in the set are for
two horns and timpani along with the usual parts for strings, while
the second six concerti have parts for two oboes, trumpet and
timpani, as well as those for strings. It is possible that these concerti
were written for the Musical Society, as an inventory of the
instruments belonging to the Society dating from 1747 (i.e., shortly
after the period that Barsanti was in Edinburgh) includes all bar the
trumpet:

“Furniture in Mary’s Chappell Belonging to the Musicall Society
...a Harpsichord, an Organ

a pr. French horns with Crooks
2 double Basses

2 tenor Fiddles

1 Violoncello

1 old [Do?]

1 German Flute

2 Hautboys

2 Octave german Flutes

2 Flagolets

2 Kettledrums

3 Bassoons...”.4

Of the Concerti Grossi, Johnson has written that they have “a
contrapuntal glitter”25 and that they “are all distinguished by

closely argued, brilliantly effective contrapuntal writing”.26

13

Similarly, for Bonaccorsi, they are the work of a skilled composer; “e

ben chiaro che il giuoco dei corni e mosso da mano vigile e

3

sicura...”,27 the outer movements are “..in genere scorrevoli,

loquaci, costanti e pur variabili...”, whilst they are also products of
their period:

Ernst ed Concerto Grosso Op. 3 No. 4 (London: Ernst Eulenburg, [s.a.]); Barsanti,
Francesco; Praetorius, Ernst ed Concerto Grosso Op. 3 No. 10 {London: Ernst Eulenburg,
[s.a.]); Sharman, Ian G. “Francesco Barsanti: A Fuller Biography and a Discussion of his
Concerti Grossi (op. 3)” Brio xxvi, 1989, 4-10. The work is not referred to in either
Farmer, History or Purser, Scotland's Music.

EMS, Minutes, unpaginated.

Groveé, 11, 189.

Johnson, Music and Society, 54.

“It is very clear that the writing for the horns is the work of a skilled and accomplished
composer...” (author’s translation); “...for the most part fluent, eloquent, constant and
yet varied...”, (author’s translation). Bonaccorsi, Alfredo Maestri di Lucca (Florence:
Olschki, 1967), 45.
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“L’energia propulsiva di questi concerti grossi del Barsanti:
I’elemento ritmico fondamentale mentre un ritmo piu sottile sorge,
s’innesta fra eleganti figurazioni, imitazioni e contrappunti, sul
robusto passo generale; la politezza spiccata; la distinzione fra
‘Allegro’ e ‘Adagio’, con I’intervento di una espressione affettiva
nell” ‘Adagio’; I'idea del concertare fra i due gruppi contrapposti di
Concertino e Concerto grosso, si mantengono nello spirito e nello
stile del tempo e dirigono la composizione.”28

The Index belonging to the Edinburgh Musical Society also
lists one copy of the Nove overture a quattro. Also listed in the Index
are the “CONCERTOS FROMTHE 4. 7. 8 & 12TH...THE 11TH OF THE 4TH OP.
OF CORELLI”.29 It is possible that these were arrangements which
Barsanti made but which, unlike the /6] Sonatas of three parts for
two violins, a violoncello and thorough bass made out of Geminianis
Solos, he never published, and so remained in manuscript form.
While most of the music listed in the Society’s Index was printed
music, it is evident that the library also contained manuscript copies:
listed under Corelli is the “4TH CONCERTO, THE HORNS AND TRUMPET
BY PASQUALI”;30 there is a Stabat Mater by Pasquali, which was
probably the overture that he wrote to Pergolesi’s work which was
never published; as well as an “Overture M.S.”;31 and “12 Sonatas
M.S.”;32 and a “CANTANTIBUS, in the other closet, the parts wrote out
in cantica sacra”.33

Dating also from about this period which Barsanti spent in
Edinburgh was the Collection of Old Scots Tunes (published by
Alexander Baillie in 1742). Writing on Barsanti in his General
History, Hawkins stated that “..it may be said of him with greater
truth than of David Rizzio, that he meliorated the music of that
country by collecting and making basses to a great number of the

most popular Scots tunes.”34 Hawkins was referring to the myth that

“A rhythmic energy is the driving force of these concerti grossi by Barsanti. At the same
time, a more subtle rhythm of elegant figurations, imitations and counterpoint emerges,
and is interwoven into the strong forward thrust of the music. The polished style, the
distinction between Allegro and Adagio with its appealing interjection, the dialogue
between the two opposing groups of the Concertino and Concerto Grosso are all in the
style and spirit of the period and govern the work.” (Author’s translation.) Bonaccorsi,
Maestri, 45.

EMS, Index, 2.

EMS, Index, 3.

EMS, Index, 13.

EMS, Index, 17.

EMS, Index, 3.

HawkinsH, V, 372.Also cit. Rees, Abrahamed The Cyclopedia; or, Universal Dictionary
of Arts, Sciences,andLiterature (London: printed for Longman, Hurst, Rees, Orme &
Brown, 1819), III, unpaginated.
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Rizzio had been the composer of a number of the most well-known
Scots melodies. He observed:

“..As to Scottish jigs, and indeed Scottish tunes in general, all men
know that the style and cast of them is unaccountably singular. The
vulgar notion is that the singularity arises from a common mixture
of the primitive rude melody of that country with the more refined
air of the Italians; and that David Rizzio...was not only the author of
this improvement, but that many of the most admired Scottish tunes
yet in use are of his own composition. This is highly improbable,
seeing that none of the writers on music take the least notice of him
as a composer...Besides which it will hereafter be shewn that the
Scottish music, so far from borrowing from it, has enriched the
Italian with some peculiar graces.”35

Some pages later, Hawkins reiterated this, and noted:

“..To speak of the Scots music in the first place; the common
opinion is that it has received a considerable degree of infusion
from the Italians, for that David Ricci or Rizzio...finding the music
of that country of such a kind as rendered it susceptible of a great
improvement, he set himself to polish and refine it; and adopting,
as far as the rules of his art would allow, that desultory melody,
which he found to be its characteristic, composed most of those
tunes to which the Scots songs have for two centuries past, been
commonly sung.

As far as this opinion, which has nothing to support it but
vulgar tradition, it may be urged that David Ricci was not a
composer of any kind. The historians and others who speak of him
represent him as a lutenist and singer...”.36

Scottish writers also commented on this myth. In his Dissertation on
the Scottish Music, published in Edinburgh in 1779, William Tytler
observed that:

“The absurd conjecture, that David Rizzio was either the composer
or reformer of the Scottish melodies, has of late been so fully
exposed, that I need say very little to confute it..He is by no
contemporary writer said to have been [a] composer. He is not even
extolled as a great performer; nor is there tradition of his being the
author of any one particular song.”37

Some twenty years after, Alexander Campbell declared:

“How it came to enter the brain of any rational being...that Rizzio
was the author of, our national melodies, is to me a matter of much
surprise. The notion is so absurd, as to merit no serious
refutation.”38

HawkinsH, 11, 509, n.

HawkinsH, 1I, 562. Writing in the first half of the ninteenth century Busby also
dismissed this myth. Busby, Thomas Concert room and orchestra anecdotes of music
and musicians ancient and modern (London: Clementi & Co., 1825), II, 272-275.

Tytler, William “A Dissertation on the Scottish Music”, in Amot, History, 624-625.
Campbell, Alexander An Introduction to the history of Poetry in Scotland, from the
beginning of the thirteenth century Down to the present time together with a
conversation on Scotish [sic] song, by Alexander Campbell, author of odes and
miscellaneous poems, &c. To which are subjoined, sangs of the Lowlands of Scotland,
carefully compared with the original editions, and embellished with characteristic

46
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According to Elliott in the entry on Rizzio in the New Grove,39 this
myth appears to date from the 1720s, with the publication of the first
edition of William Thomson’s Orpheus Caledonius. In the Index to this
work, Thomson stated that “The Songs mark’d thus (*) were
composed by David Rezzio 40 and marked with an asterisk: “The Lass
of Patie’s Mill”, “Bessie Bell”, “The Bush Aboon Traquair”, “The
Bonny Boatman”, “Ann thou were my ain thing”, “Auld Robin
Morris” and “Down the Bum Davie”. Although Thomson omitted this
in the later (1733) edition of the Orpheus Caledonius, the myth was
perpetuated in a number of other eighteenth-century publications,
most notably in The Musical Miscellany4l and in Oswald’s Collection
of Curious Scots Tunes.42 The table of contents in volumes V and VI of
the Miscellany notes that “Pinkie House”, “The Bonniest Lass in all
the World”and “Lesly’s March” are all by Rizzio. Curiously enough
“The Bush Aboon Traquair”, which Thomson ascribes to Rizzio, while
it is included in the Miscellany is not singled out as being composed
by the Italian.

With this in mind, it is not surprising to find Geminiani
ascribing a number of Scots tunes to Rizzio - it is possible that among
his music he possessed one of the editions which ascribed some Scots
tunes to Rizzio. In the preface to his Treatise of Good Taste in the Art
of Musick, published in 1749, Geminiani went so far as to declare
that:

“TWO Composers of Musick have appear’d in the World, who in their
different Kinds of Melody, have rais’d my Admiration; namely
David Rizzio and Gio. Baptista Lulli; of these which stands highest
in Reputation, or deserves to stand highest, is none of my Business
to pronounce: But when I consider, that Rizzio was foremost in point
of Time, that till then Melody was intirely rude and barbarous, and
that he found means at once to civilize and inspire it with all the
native Gallantry of the SCOTISH Nation, I am inclinable to give him
the Preference.

But Melody, tho’ pleasing to All, seldom communicates the
highest Degree of Pleasure; and it was owing to this Reflection, that
I lately have undertaken to improve the Melody of Rizzio into
Harmony, by converting some of the Airs into two, three, and four
Parts; and by making such Additions and Accompanyments to

designs, composed and engraved by the late David Allan, Historical painter (Edinburgh:
A. Foulis, 1798), 12.

Grove6, XVI, 64-65.

Thomson Orpheus Caledonius, Index.

The Musical Miscellany (London: Watts, 1729-1731).

Oswald, James A Curious Collection ofScots Tunes (Edinburgh: Author, 1740).
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others as should give them all the Variety and Fullness required in
a Concert.”43

In his discussion on Geminiani, Careri does not investigate this
statement further, and indeed seems somewhat to fuel the myth of
Rizzio as composer. Careri states that “One thing that the two
composers [Barsanti and Geminiani] had in common was a liking for
Scottish music: in 1742 Barsanti published a set of ‘Old Scots Tunes’,
while in 1749 Geminiani based a whole treatise on the Scottish
Melodies of David Rizzio.”#4 A number of writers on Scottish music
have explored this myth,45 including, most recently, John Purser,
who has remarked that:

“.[James Oswald and William Thomson] seem to have fooled

Geminiani with that ploy. But it did not fool many Scots; they knew

no Italian could have written such tunes, no matter how much
Geminiani liked to believe it...”.46

Geminiani did visit Scotland, but not until some eleven years after
the publication of the Treatise. A note in the Minutes of the
Edinburgh Musical Society from 1760 records two payments to

Geminiani:
“Aug Sth By Expences with Mr Geminiani
& the Masters in the tavern
Trying over his Musick £1.12.6
11th By Mr Geminiani
for his concertos £10.10.0

[total transactions £798.16.[7]]” 47
It is clear that (unlike Barsanti) Geminiani did not remain in
Scotland for long, as two years later we find him back in the Irish
capital. A comparison of Barsanti’s Collection with Geminiani’s
Treatise of Good Taste would seem to suggest that the aims of the two
works are different from their very conception, as is indicated by

their respective titles: one a collection, the other a treatise for the

Geminiani, Francesco A Treatise of Good Taste in the Art of Musick (London: [s.n.,]
1749), Preface.

Careri, Enrico Francesco Geminiani (Oxford: Clarendon Press, 1993), 18. Also “The four
melodies used by Geminiani in Taste 1 [Rules for Playing in a True Taste on the Violin]
are a Scottish air by David Rizzio (‘Ann thou were my ain Thing’), an air by Henry
Purcell...a popular Irish tune, and an English tune.” Careri, Geminiani, 163; “The
melodies used by Geminiani in Taste 2 [A Treatise of Good Taste in the Art of Musick)
were composed by David Rizzio (c. 1525-66), an Italian composer [my italics]...his
Scottish songs enjoyed great popularity during the eighteenth century, thanks to the
publication of Orpheus Caledonius...” . Careri, Geminiani, 171.

Farmer, History, 124, 250, 252. Grove6, XVI, 64-65. Rimmer, Frederick and Elliott,
Kenneth A History of Scottish Music (London: British Broadcasting Corporation, 1973),
3s.

Purser, Scotland ¥ Music, 179.

EMS, Minutes, 5.6.1760; 11.6.1760.



48
49
50

51
52

Francesco Barsanti

student prefaced by an introduction giving examples of the most
common ornaments (the “plain shake”, the “turned shake”, and
appoggiature) and musical terms (diminuendo and crescendo).
Barsanti’s settings appear as melody and figured bass, while
Geminiani’s arrangements are followed by a number of variations
on the melody, which show the student how to arrange and
“diversify” (to borrow Geminiani’s term) in “good taste”.

Barsanti’s Collection seems to have gained general
approbation from those who have written on the history of music in
Scotland in this period. In his General History, Hawkins noted that it
was a “good collection”.48 For Farmer “..it is a commendable work, as
one might reasonably expect from a composer of his ability, and
there is actually a minimum of embellishment in his work, which is
far different from the efforts of his fellow countrymen later.”49
While for Johnson it is “an exciting collection”,50he believes the
arrangements to be “probably the most sensitive ones ever made by
a foreigner”,51 noting that they are “full of unexpected yet
impeccably correct harmonic twists”.52 Only Purser has ignored
Barsanti’s Collection completely, not only in the main text of his
Scotland’'s Music, but also in the section dedicated to the eighteenth
century in the select bibliography of music.

The Collection 1s made up of thirty melodies arranged with a
figured bass, as the title page states, “for Violoncello or
Harpsichord”. It is dedicated to Lady Erskine - whose name is also to
be found amongst the list of subscribers to the Op. 3 Concerti Grossi.

An examination of the melodies in the Collection reveals that
almost all of them had appeared in many seventeenth-century
manuscripts and eighteenth-century printed collections of Scots
tunes. “Dumbarton’s Drums”, “Ettrick Banks”, “Lochaber”, “The Lass
of Patie’s Mill”, “Katherine Ogie” and “The Bush Aboon Traquair”
had all featured in Thomson’s Orpheus Caledonius published in
London and Edinburgh in 1725 and 1733 respectively. “Katherine
Ogie” had also appeared in a number of other sources; in John

Young’s Collection of Original Scotch Tunes for the Violin issued in

HawkinsH, 1V, 7, n.

Farmer, History, 254.

Johnson, David Scottish Fiddle Music in the 18th Century (Edinburgh: John Donald,
1984), 36.

Johnson, Scottish Fiddle Music, 35.

Groveb6, 11, 189.
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London in 1720; in Alexander Stuart’s Musick for Allan Ramsay's
Collection of ¢. 1728; and in the first volume of William McGibbon’s
Collection of Scots Tunes which had appeared in Edinburgh in 1742 -
the same year that Barsanti published his Collection.

An outstanding feature of Barsanti’s Collection of Old Scots
Tunes is the unusually demanding writing for bass. This is an aspect
which seems to have been overlooked somewhat by scholars of
Barsanti and of the Scots song genre, although it is almost certainly
this aspect which Johnson is referring to, when he remarks that
“the settings are virtuosic and extremely personal”.53

Comparison with other collections of Scots songs issued up to
the early 1740s reveals the complexity of Barsanti’s writing for the
bass. Barsanti’s writing has a rhythmic interest and vitality which,
when compared with the settings by William Thomson and Alexander
Stuart, show the latter (heavily dependent on simple
crotchet/quaver motion) to be somewhat pedestrian by comparison.
Compare Stuart and both of Thomson’s versions (1726 and 1733) of
“Katherine Ogie”,54 with Barsanti’s,55 or the different versions of
“The Last Time I came o’er the Moor” by the three composers (see
pages 345-354).

McGibbon’s writing is perhaps closer in spirit to Barsanti’s
than either Stuart or Thomson’s. This is particularly the case when
one considers not only the arrangement of the melody line (with the
groups of slurred/separate semiquavers carefully marked), but
especially so in the rather classical variations of the melody that are
sometimes to be found in McGibbon’s collection - those to “Katharine
Ogie”,57 “The Lass of Paties Mill”’58 or to “Peggy I must love thee”,59
for example (see pages 355-357).

It is interesting to note that the simplicity of a Scots song was
regarded (by Scottish judges) certainly as part of its appeal, but also
as one of its essential characteristics. While most of the criticism of

performances and published arrangements of Scots songs (both in

Johnson, Scottish Fiddle Music, 36.

Stuart, Alexander Musick for Allan Ramsay's Collection of Scots Songs (Edinburgh: Allan
Ramsay, c. 1728), 136-137; Thomson, Orpheus Caledonius, 22; Thomson, Orpheus
Caledonius, 1, 44.

Barsanti, Collection, 1.

Stuart, Musick for Allan Ramsay's Collection, 78-79; Thomson, Orpheus Caledonius, 10;
Barsanti, Collection, 4.

McGibbon, William A Collection ofScots Tunes (Edinburgh: Richard Cooper, 1742), 20.
McGibbon, Collection, 16-17.

McGibbon, Collection, 16.
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the eighteenth century and after) has perhaps inevitably focused on
the treatment of the melody line, it is interesting to find William

Tytler remarking, in the late eighteenth century, that:

“The proper accompaniment of a Scots song, is a plain thin,
dropping bass, on the harpsichord or guittar. The fine breathings,
these heart-felt touches, which genius alone can express in our
songs, are lost in a noisy accompaniment of instruments. The full
chords of a thorough bass should be used sparingly, and with
judgement, not to overpower, but to support and raise the voice at
proper pauses.”60

Tyler added:

“...the air, by way of symphony, or introduction to the song, should
always be first played over; and, at the close of every stanza, the
last part of the air should be repeated, as a relief for the voice,
which it gracefully sets off. In this symphonic part, the performer
may show his taste and fancy on the instrument by varying it ad

libitum. 6l
Writing in the preface to his collection Albyn's Anthology, which
was published in Edinburgh in the second decade of the nineteenth

century, Alexander Campbell declared that:

“In 1770, the late NEIL STEWART, music-seller and dancing-master
in Edinburgh, published a volume (in folio) of Scotish [sic] Songs, in
imitation of BREMNER’S Collection, mentioned above. In these
collections, the melodies are harmonized with what was called a
dropping base [sic]; that is, a thinly-scattered accompaniment, so as
to support the voice of the performer; and, considered in this point
of view, it perhaps may yield more pleasure to a person of
unsophisticated taste, than more laboured harmony, in which the
subtleties of chromatick trick are commingled, to please the dainty,
and delight the exquisitely nice ear of a deeply-skilled and
fastidious musician.”62

Both these eighteenth-century Scottish writers on music, therefore,
highlight the taste for simple accompaniments to Scots songs.
From the Minutes of the Society it is clear that Barsanti was

employed by the Musical Society until 1743.63 During this period, he

Tytler, Dissertation, 640.

Tytler, Dissertation, 640.

Campbell, Alexander Albyns Anthology or A Select Collection of the Melodies & Local
Poetry Peculiar to Scotland and the Isles hitherto Unpublished. Collected and Arranged
by Alexander Campbell Author of the History of Poetry in Scotland, a Journey through
the different parts of Scotland &c. &c. The Modern Scotish [sic] & English Verses
adapted to the Highland, Hebridean & Lowland Melodies Written by Walter Scott Esq.
and other living Poets of the First Eminence (Edinburgh: Oliver & Boyd, 1816-1818),
preface, vii. Phrases from this passage are quoted by Farmer (History, 254) who noted
their author but not, however, their provenance.

“...By a years Salary to Mr Barsanti preceeding 5th May 1736 £50.0. 0

By do to him preceeding [sic] Sth May 1737 £50.0. 0

...By Cash to Mr Barsanti for writing music pr order £ 4.0. 0

By Do to him for Do £ 3.16.6
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made a number of requests to have his salary augmented. In 1736 the
Minutes record that the Society “...Having considered the Accounts
of the Society, Do observe that they are not at present in condition to
give a gratification to Mr Barsanti beyond his fixed Salary...”.64 The
Society decided to halve Barsanti’s salary in 1740,65 though not from
any displeasure with his conduct, or malpractice on Barsanti’s part,
but most probably as a result of engaging a new singer,66 Signora
Avoglio.67 Some years later, in 1743, the Society recorded “...A Second
Application having been made for Mr Barsanti to have his Sallary
Augmented...Ordered the Treasurer to Commune with Mr Barsanti [?]
purchasing his Kettledrums”.68 This was followed by two notes, the

first stating:

[total expenditure £604.4.127],
EMS, Minutes, 6.1735-6.1737;
“..To a years sallary to Mr Barsanti preceeding May 5th 1738 £50.0. 0

...To Mr Barsanti per order [?] [?] £ 12.12.0

To Mr Barsanti for Fidle [sic] Strings £ 5.0.0
[total expenditure £374.9.8 V2],

EMS, Minutes, 6.1737-6.1738;

“..Mr Barsanti for performance and keeping the musick £40.0.0”,

EMS, Minutes, 14.2.1739;

“..To Mr Barsanti £4.2.4”
[total expenditure £285.2.977”,

EMS, Minutes, 6.1738-6.1739;

“..To Mr Barsanti half a years Sallary due Novemr. S5th 1738 £25.0.0”
[total expenditure £402.15.31%”,

EMS, Minutes, 6.1738-6.1739;
“...To Mr Barsanti his Sallary from 1st Nov. to 1st May pr [order?] £25.0.0

To Ditto pr Acct. & order £4.24

To Ditto for double bass Strings pr. order & receipt £-.15.-

...To Mr Barsanti his Sallary to 1st. Novr 1740 pr receipt £20.0.0

...To Mr Barsanti his Sallary due 1st May pr. discharge £20. 0.0
[total expenditure £414.15.6]”,

EMS, Minutes, 6.1739-6.1740;
“..To Mr Barsanti half a years Sallary to 1st Novr. 1740 pr Disch £12.10.-

To Mr Barsanti for mending the Kettle drums pr Discharge £-.18.6
...To Mr Barsanti his Sallary “till 1st May 1741 £12.10.-
[total expenditure £438.19.9V2]”,

EMS, Minutes, 6.1740-6.1741;
‘June 12 To Mr Barsanti the first [?] for his Concertos

pr Order & Receipt £ 1.1.-

Novr. 19 To Mr Barsanti his Sallary till 1st Current pr Receipt £ 12.10.0

To Do. for a string to the Double Bass £ - 15.6

Apr. 8 To Mr Barsanti his Sallary till 1st Curr.t pr Receipt £ 12.10.0
[total expenditure £423.2.0 |7,

EMS, Minutes, 6.1741-7.1742;

“July Is..To Mr Barsanti for writing Musick pr order £ 1.16.0

Novr. 22 To Mr Barsanti his second [?] for his Concertos £1.1.0

...1743 May 1 To Mr Barsanti his years Sallary to this date £25.0.0
[total expenditure £321.0. 2 v2f

EMS, Minutes, 7.1742-6.1743.

EMS, Minutes, 24.6.1736.

EMS, Minutes, 28.2.1740.

EMS, Minutes, 14.2.1739.

Cristina Maria Avoglio, see chapter 3, iv, 89.
EMS, Minutes, 23.3.1743.
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“May 15 To Mr Larini69
his half years Sallary
a new Agreement being
made with him on his
undertaking to put the Harpsicord
in order; whereby he was

to have £12 yearly £ 6.0.0
To Mr Barsanti
for his kettle drums £ 10.0.0

[total expenditure  £321.0.2V2]”.70

What eventually lead Barsanti to quit his position at the
Society is unknown. It is possible that he had become dissatisfied
with his salary from the Society and decided to return to London in
the hope of continuing from where he had left off and earning more
than he had done in Edinburgh. Johnson suggests that Barsanti
became “tired” of Scotland,7l and decided to go back south. He states
that the appeal which Edinburgh offered - “...local kudos, warm
personal appreciation, indifferent performances, publication (with
luck), and no money...[which] were to be shared on equal terms with
inferior composers”72 - were in the long run, insufficient.

Whatever the motivations and reasons for Barsanti’s move, it
is clear that it was not a successful decision. A single entry in the
London Stage dating from this period, reveals that the theatre in
Drury Lane paid £1.11.6 to “Mr. Barsanti for music by order of
Garrick...”.73 Hawkins compounds this rather pitiful view of
Barsanti, writing that having arrived in London and “...being
advanced in years, he was glad to be taken into the opera band as a
performer on the tenor violin; and in the summer season into that of
Vauxhall.”74

After leaving Edinburgh Barsanti continued to compose and
publish music. The Minutes of the Musical Society record that in the
late 1760s they paid Barsanti for some music:

“..By Mr Barsanti for a sett

of Martini’s noturnos [sic] MS £ 33.0
[total expenditure  £955.11.2]”.75

Signor Larini, see chapter 3, vii, 95.

EMS, Minutes, 15.5.1743.

Johnson, Music and Society, 54.

Johnson, Music and Society, 64.

The London Stage 1660-1800 (Carbondale: Southern Illinois University Press, 1979),
20.4.1750 (hereafter London Stage).

HawkinsH, V, 372.

EMS, Minutes, 6.1766-1767.
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Barsanti also issued two sets of his own works, Sei Antifone...opera
quinta issued by Welcker c¢. 1750 and Six Sonatas for two violins and
a bass...opera sesta of 1769 and, according to Hawkins, “twelve
concertos for violins”.76 These, however, seem to have been
unsuccessful ventures, as Hawkins observed that: “...from these
publications so little profit resulted, that, towards the end of his life,
the industry and oeconomy of an excellent wife...and the labours of a
daughter77..were his chief support”.78 Similarly, the entry on
Barsanti in the Cyclopedia noted:

“..the profits arising from these publications were so small, that
the sale did not cover the expense of printing them...towards the
end of his life, he subsisted chiefly by the industry and economy of
an excellent wife...and the studies and talents of a worthy and
ingenious daughter...”.79

The exact date of Barsanti’s death is not known. Most of his
biographers, however, seem to agree that it was in the first five
years of the 1770s.80 Johnson states that was in late 1772.81

In many ways Barsanti’s Scottish career was similar to those
of a great number of the Italian musicians who travelled to Scotland
in the eighteenth century. He was admired as a performer, as a

teacher and a composer, writing instrumental works in a number of

HawkinsH, V, 372. These concertos seem to have been lost. The Index to the library of
the Musical Society in Edinburgh mentions three copies of <6 concertos da Notturni by
Barsanti Op. ¢ 7, EMS, Index, 11. It is possible that the concertos mentioned by Hawkins
and the ones listed in the Index are the Concerti Grossi con due Violini, Viola e
Violoncello obligati con due altri Violini e Basso di Ripieno. Opera Sesta...Questi
Concerti sono composti da diversi Notturni del St. Martini (London: Walsh, [1757])
cited in the Dizionario Biografico degli Italiani (Rome: Istituto della Enciclopedia
Italiana, 1960-), hereafter DBL According to both the Repertoire Internationale des
Sources Musicales (Kassel: Barenreiter-Verlag, 1971-1981) and Schnapper, Edith B ed
British Union-Catalogue of Early Printed Music Before the Year 1800 (London:
Butterworths, 1957), hereafter RISMand BUCEMrespectively, Barsanti’s op. ¢ is a set of
Six sonatas for two violins and a bass... (London: [s.n., 1769]). RISM, 1, 218; BUCEM, 87.

Neither RISM nor BUCEM list any other concertos by Barsanti other than the Concerti
Grossiop. 3 (Edinburgh: Author, 1742).

Jane Barsanti (1755-1795), singer and actress. Her original training was as a singer -
she was clearly talented, as Burney, the author of the article on her father which
appeared in the Cyclopedia in 1819, remembered that she had “...the most promising
voice and disposition for music...” and that with study “..she had vanquished all the
difficulties of the art in point of execution...”. Rees, Cyclopedia, unpaginated.
Unfortunately, on going to sing for Dr. Burney’s doctoral ceremony in Oxford in 1769,
“..she totally lost her singing voice...by sickness in a stage-coach” and was unable to
sing again. She then turned to acting, appearing in comic parts at the Haymarket
Theatre. Bowers, Garry; Grant, Kerry S. and Klima, Slava eds Memoirs of Dr. Charles
Burney 1726-1769 (Lincoln and London: University of Nebraska Press, 1988) 172, 178;
Highfill, Philip H; Bumim, Kalman A. and Langhans Edward A. A Biographical Dictionary
of Actors, Actresses, Musicians, Dancers, Managers and other Stage Personnel in London
1660-1800 (Carbondale: Southern Illinois University Press, 1973-1993) (hereafter BDA),
I, 358-362. HawkinsH, V, 372.

HawkinsH, V, 372.

Rees, Cyclopedia, 111, unpaginated.

See, for example, the DBI VI, 534.

Grove6, 189.
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genres (including sonate and concerti grossi). In common with most
of the Italian musicians in Scotland in this period, Barsanti was also
responsive to the culture in which he found himself, publishing a
collection of Scots folk-song settings. These arrangements, unlike
those made by many of the other Italian musicians, have been well-

received by critics and historians of music in eighteenth-century
Scotland.
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CHAPTER 2
NICOLO’ PASQUALI

“On Thursday last died Signior Nicolo Pasquali, master of music in
this city, a person eminent in his profession as a composer,
performer and teacher. He joined to a singular probity of manners,
good sense and knowledge of mankind, free from the smallest
tincture of caprice. One qualification most remarkable in him was,
that altho’ he did the greatest justice as a teacher, yet he seemed to
act in his profession, more from real delight in music, and regard to
same, than profit or gain. Under his conduct the spirit for this
branch of the fine arts has diffused itself through all ranks, and is
now arrived to a degree never before known in this kingdom. Signior
Pasquali’s death is a public loss to this city, that will not soon be
supplied.”1

This was the obituary that appeared in the Edinburgh Evening
Courant in October 1757 to mark the death of Nicolo Pasquali. It is a
lengthy obituary of an entire paragraph, of the kind which was
reserved to mark the death of a notable or respected citizen, rather
than the few lines which usually appeared when announcing a
death. The high personal and professional regard in which Pasquali
was held in Edinburgh is clearly evident. What the obituary does not
mention, was that Pasquali was a mere 39 years old when he died
quite suddenly, and had been living in Edinburgh for only five
years. Johnson has summarised his achievements, observing that
“Pasquali’s brilliant career was thus cut off before he reached
forty”.2

Unlike almost all of the other foreign musicians who went to
Scotland, Pasquali had not gone to Edinburgh at the invitation of the
Musical Society there. A minute of the Society states that he had

3

originally been “...engaged to come here from Dublin by the

managers of the play house...”3 Pasquali seems to have been
engaged as part of the upgrading and modernisation of the
Canongate Theatre in 1752,4 as Mr Storer (the manager) announced
in a puff that he:

“...takes this Opportunity of acquainting the Public, that he is
engaging a good regular Company of Performers from London and
Dublin, for the Entertainment of the Nobility and Gentry in

EEG 15.10.1757.

Johnson, Music and Society, 55.

EMS, Minutes, 27.2.1759.

Scholars have not previously known the reason for Pasquali quitting Dublin for
Edinburgh: “It would be interesting to know what turned him [Pasquali]...to make a
permanent home in the northern capital but I have not come across anything that
suggests a reason.” Pasquali, Nicolo; Churchill, John ed Thorough-Bass Made Easy
(London: Oxford University Press, 1974), iii.
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EDINBURGH next Winter. The Concert-hall will be enlarged, made
more commodious, and entirely new painted. Signor PASQUALI is
engaged to conduct the Operas and other Musical Entertainments,
who, for his elegant composition and fine Taste on the VIOLIN, is
justly esteem’d one of the first Performers in Europe.

NB. For encouraging the above undertaking, there is a subscription
carrying on for sixteen Performances.”>

It is clear it was only later that Pasquali was employed by the Musical
Society. The Society’s records state that “..[he] continued here [the
play house] for 6 or 8 months without any Scholler but no sooner did
he appear in the musical room then he had every hour Employed
and continued so till his dying day”.6

The reasons as to why the theatre, and then the Society, in
Edinburgh should have employed Pasquali become clear on briefly
surveying his career in the period before he arrived in that city.
Unfortunately, very little seems to be known so far of his
background, beyond the place and the year of his birth (Cosenza,
1718). There is no information about his musical education, which
one assumes was in his native country - one presumes that as a
talented youngster he would have been sent to study in Naples,
Rome, or one of the other musical centres there. His later fluency in
writing for the theatre would lead one to suggest that he studied in a
centre with a strong operatic tradition, such as Naples. However,
until further evidence is uncovered such conclusions are purely
speculative.

There is a little more information about the five years from
about 1743 which Nicolo Pasquali spent in London with his younger
brother, Francesco, a ‘cellist.7 There are references to performances
by the two brothers in London, but they are vague, mentioning only
“a solo on the Violin by Sg. Pasquali” and a concerto on the
violoncello “by Sg. Pasquali Jr.” as part of a benefit concert for two
other musicians at the New Haymarket Theatre in April 1745.8
Charles Burney praised Nicolo’s music, saying that he had written
“two pretty airs” for the singer Caterina Ruini Galli9 in the pasticcio

opera L'Incostanza Delusa given at the New Theatre.10 The

EECG 18.6.1752.

EMS, Minutes, 27.2.1759.

Francesco Pasquali was often referred to by the English version of his name, Francis.
London Stage, 1.4.1745.

c. 1723-1804. Grove6, VI, 103-104; BDA, V, 437-439.

BurneyH, 1V, 458. The opera was given in February 1745 and performed 10 times
between then and April of that year. Deutsch states that Pasquali led the orchestra.
Deutsch, Otto Erich Handel: a Documentary Biography (London: Adam & Charles Black,
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Biographical Dictionary of Actors also states that Pasquali was
probably a member of the King’s Theatre orchestra.ll

It is from these years which Pasquali spent in London that his
compositions began to appear in print: the opus one Sonate a Violino
e Basso published by Walsh in 1744 and reprinted in Paris.12 A
number of pieces by Pasquali were included in collections issued by
Walsh: in The Comic Tunes to the celebrated dances perform'd at both
theatres by Sgr & Sigra Fausan, Mons. Desnoyer and Sigra Barberini,
Mons & Madam. Michel. For the harpsichord, violin or german flute,
an eight-volume collection begun in 1744, which also included music
by Arne, Galuppi, Geminiani and Hasse; in the Select Minuets. Second
Book of about the same period;13 and in The Favourite Songs in the
Opera call'd La Ingratitudine Punita (c. 1747), which included
compositions by Hasse, Lampugnani and Pergolesi.

Nicolo Pasquali arrived in the Irish capital in September
1748,14 and remained there into the 1750s.15 Fortunately, there is a
great deal of information about this period that Pasquali spent in
Dublin, and it is this information which provides important evidence
in helping to understand Pasquali’s contribution to Scottish musical
life, and also in eventually helping to assess it.

The Dublin Musical Calendar details Pasquali’s appearances in
that city for the years in which he was there. It can be seen from
the Calendar that the Italian was principally - and perhaps almost

exclusively - involved with the theatre. At Sheridan’s request he led

1955), 606. One of the arias that Pasquali composed is to be found in a manuscript
collection of songs dating from 1773 in the Euing Music Collection at Glasgow
University Library (R.d. 26). The aria, “When first I saw thee”, is attributed to Signora
Galli in the collection, but is by Pasquali, as comparison with printed versions show (see
pages 358-360).

BDAXI, 231.

In 1747 the Edinburgh Evening Courant advertised the sale of “Pasquali’s Solos” for five
shillings under the heading of “MUSICK LATELY brought Home, by Messrs. HAMILTON
and BALFOUR”. EECG 6.3.1747. It is possible that these solos were the opus one sonatas
by Pasquali that had, three years previously, been issued in London.

Select Minuets. Second Book. Collected from the late Operas, the Balls at Court, the
Masquerades, and all the Publick Entertainments for the Harpsichord, German Flute, or
Violin by Mr Handel, Sigr St Martini, Sigr Pasquali, Sigr. Hasse. To which are added
Twenty Six Venetian Tunes. See page 361.

Pasquali’s arrival announced in Faulkners Dublin Journal, 10-13.9.48, cit. Boydell,
Brian A Dublin Musical Calendar, 1700-1760 (Blackrock: Irish Academic Press, 1988),
116.

From the evidence which Churchill provides, it seems as if, from Dublin, Pasquali went
back to London in 1751, before moving to Edinburgh in 1752. The entry on Pasquali in
the BDA, Xl, 231, is rather vague about this period, stating that “‘During his tenure in
Dublin, Pasquali made at least one return trip to England”. It is possible, as Churchill
hints, that Pasquali was trying to establish himself in London, after the years there
when he made little impression on musical society there and appears not to have been
particularly successful. He believes that it was this lack of success which drove Pasquali
to move to Dublin.
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the orchestra at the Smock Alley Theatre, which the Dublin Journal
believed to be “the best Band of Instrumental Performers ever heard
in this Kingdom”.16 He was involved in performances of the popular
music of his day - oratorios by Handel, such as Messiah, Esther, Judas
Maccabeus, Deborah and Acis and Galatea.

From the evidence of the Calendar, Pasquali was not only an
orchestral musician, but also a frequent solo performer in the Irish
capital. The Calendar does not, however, specify what pieces he
played on these occasions - whether these were his own
compositions or those of others. Nonetheless, he was clearly an
accomplished performer, as Mrs Delany observed of him that “..he
plays very neatly and with good taste...”.17

Pasquali was also a prolific composer. Whilst he was in Dublin,
he premiered three masques that he had written: The Triumphs of
Hibernia (given on 4.11.1748), The Temple of Peace (9.2.1749) and
Apollo and Daphne (14.4.1749). According to the Dublin Musical
Calendar, I8 Pasquali also contributed music to performances of a
number of Shakespeare’s plays which were given in the Irish
capital, such as Hamlet, Julius Caesar, Macbeth, Romeo and Juliet,
Othello and the Merchant of Venice. He added “Entertainments of
Musick”19 to The Beggar's Opera, and overtures to the ballad opera
Jack the Giant Queller and Pergolesi’s Stabat Mater - of which he
conducted the first performance in Ireland in October 1749.

In London Pasquali continued to publish the music that he
had written: XII English Songs in Score. Collected from Several
Masques and other Entertainments (London: Author, 1750); Six
Sonatas for two violins with a tenor and thorough bass for the
harpsichord or violoncello (London: John Johnson, [c. 1750]); and
the Raccolta di Overture, e Symphonie (London: Author, 1751). The
Raccolta comprised twelve short, three-movement works in all: six
Symphonie and six Overture (in the three-movement mould of the
Italian opera overture of the first half of theeighteenth century).
The Overture included some of those writtenfor themasques which
had been given a couple of years previously: The Triumphs of

Dublin Journal, 24-27.9.1748, cit. BDA, XI, 231.

Delany, Mary The Autobiography and Correspondence of Mary Granville, Mrs Delany;
with interesting reminiscences of King George the Third and Queen Charlotte (London:
Richard Bentley, 1861), II, 552, letter dated 8.6.1750, cit. Boydell, Dublin Musical
Calendar, 140.

Boydell, Dublin Musical Calendar, 303-304.

Boydell, Dublin Musical Calendar, 118.



20
21

22

Nicolo Pasquali 60

Hybernia; Apollo and Daphne and The Temple of Peace. Their
inclusion would suggest that these pieces had met with some measure
of public appreciation and success. The Raccolta also included
overtures to three other works: The Nymphs of the Springs, Venus
and Adonis and one for a Gran Festino.

A comparison of the writing in the Raccolta with that of the
opus one violin sonatas shows quite clearly the difference between
the two mediums: orchestral and solo. Compare, for example, the first
violin part in the Largo Andante of the tenth Symphonia with the
elaborate ornamental solo writing in the opening movements of the
first and fourth sonatas (see pages 371, 378, 379). Similarly, the
opening and closing movements of the same Symphonia (both
marked Allegro) and those of the overture to The Nymphs of the
Springs, present far fewer technical challenges to the performer
than the faster movements in the sonatas (see pages 362-390). The
writing in violin sonatas, therefore, also attests to Pasquali’s own
skill as a violinist, since these were most probably in his own
repertoire. The technical challenges posed in these works make
demands on the player’s mastery of both the fingering and bowing
arm: double stopping (in particular, throughout the whole of III, ii;
but also IV, ii; VI, i; VL, ii; see pages 380-386); string crossings (V, iv,
see pages 387-388) and bow control (the carefully-marked staccato
indicated to be played in the same bow, in L i; I, iii; II, iii; see pages
378, 389, 390).

Pasquali brought copies of some of his publications with him
when he moved from Dublin to Edinburgh in 1752, as he announced
in an advertisement in the Edinburgh Evening Courant that he was
selling “some few remaining Copies of his printed music”.20As well
as the violin sonatas op. 1, and the songs, the advertisement
mentioned “Twelve OVERTURES in parts”. These were most probably
the “12 symphonies & overtures” by Pasquali which are listed in the
catalogue of the music belonging to the Edinburgh Musical Society2l
and which the Society bought in March 1753 just over a week after
they had engaged Pasquali.22

EEG 16.11.1752; 21.11.1752; 27.11.1752.
EMS, Index, 14. The Index also lists:
“Pasquali } 6 overtures op. 2”
Ricci
which T have been unable to identify.
“By Do [cash] for a 2d Coppy [sic] of Pasqualli’s Overtures £0.15.0
[total expenditure £547.6.2]”,
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The Courant of 1753 advertised a production of a “whimsical
Farce” called The Enraged Musician or, The Tempest Rehearsed
which was to be given at the Canongate Theatre. It was written by
Pasquali and based on Hogarth’s sardonic print.23 The Courant stated
that “Signor Pasquali will play the enraged Musician himself, this
being the first Time of his attempting to speak on any stage”.24 The
music of this work seems to have been lost. The Enraged Musician is
not mentioned by Farmer in his History, who does not even discuss
Pasquali’s involvement with the Canongate Theatre. Dibdin, in his
Annals of the Edinburgh Stage,25 does not go beyond quoting the
advertisement in the Courant. For Johnson, however, The Enraged
Musician is of fundamental importance in the history of music in
this period. It is, according to him, “the first home-grown Scottish
opera ever’26 - The Gentle Shepherd was, as Johnson observes, based
entirely on melodies of folk music, and the reference is to classical
music. It is perhaps significant that this opera should have been
written by a foreign composer - and an Italian one at that. Nothing
appears to be known about the reception of The Enraged Musician,
but it does not seem to have lived for long in the repertory. It is
interesting to note that Pasquali did not write another work in this
genre; indeed, it would appear that all his composing for the theatre
was done while he was in Dublin, and that after he moved to Scotland
- and after the composition of The Enraged Musician - Pasquali
moved away from the composition of theatrical works and
concentrated on instrumental music and on teaching. Pasquali did,
however, continue to perform some of the theatrical compositions

that he had written earlier - particularly the music which he

EMS, Minutes, 23.3.1753. The Musical Society of Aberdeen also purchased a copy of
these Overture e Symphonie This is listed by Farmer in his inventory of music owned
by the Aberdeen Musical Society as the XII Overtures. This title would seem to suggest
that it was a later edition (by John Johnson in London, ¢. 1760) which was owned by
the Aberdeen Musical Society. The 1764 inventory also records that the Society in
Aberdeen owned the Thoroughbass Made Easy, by Pasquali which was published by
Bremner in Edinburgh. Farmer, Music Making, 117.

Busby, Concert room, 1I, 183, states that the Enraged Musician was Pietro Castrucci:
“...The Caricaturist contrived to have the musician’s house beset by all the noisy street-
instruments he could collect together, whose clamorous and combined performances
brought Castrucci to his parlour window, in all the agonies of auricular mortification.”
For an analysis and discussion of this print, see Leppert, Richard Music and Society.
Domesticity, ideology and socio-cultural formation in eighteenth-century England
(Cambridge: Cambridge University Press, 1993), 211-214.

EEC, 30.1.1753; 1.2.1753.

Dibdin, James C. The Annals of the Edinburgh Stage: with an account of the rise and
progress of dramatic writing in Scotland (Edinburgh: R Cameron, 1888), 73-74.
Johnson, Music and Society, 47.
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composed to Romeo and Juliet Performances advertised, such as
those in the Courant of 1752 and 1755, were usually worded as
follows: “At the Taylors-Hall...Tomorrow night...will be performed
ROMEO AND JULIET, with the funeral Procession; the music of the
Dirge composed and conducted by Signor Pasquali...”27 and “NEW
CONCERT-HALL, Canongate, This Evening...the Tragedy of ROMEO AND
JULIET...END of ACT the 4th the FUNERAL PROCESSION of Juliet to the
Vault of the Capulets with a SOLEMN DIRGE as Set to Musick by Signor
PASQUALI”.28 Performances of Romeo and Juliet continued to be
given after Pasquali’s death in 1757, and it seems as if Pasquali’s
music continued to be played. While not citing Pasquali by name,
advertisements usually made some mention of “the solemn dirge”
and/or “a funeral procession” “..ROMEO and JULIET...with a Funeral
Procession and solemn DIRGE”29 and “ROMEO and JULIET...with a
Grand Funeral Procession to the MONUMENT OF THE CAPULETS”.30 The
music which Pasquali wrote clearly achieved some measure of
popularity, quite apart from the performances advertised in the
Edinburgh Evening Courant, as an edition was printed by Bremner c.
1771 in London.

The music for the Solemn Dirge includes seven short choral
and solo vocal pieces (see pages 391-398). It is possible that this
published music was only a part of the music that Pasquali composed
for Romeo and Juliet. The expense of hiring musicians for only one
scene at the end of a play would lead one to suggest that there may
well have been music to accompany other parts of the play - other
solo songs perhaps, or purely instrumental pieces that acted as
interludes or as music for choreographed dances on stage. The
alternating solo and choral sections of the published music of the
Solemn Dirge are framed by an opening and closing chorus of the
same material. It is interesting to note that the choral parts are
reduced to two lines (written on treble and bass clef only) and that
they double the first violin and basso lines throughout. The two solo
arias (possibly written for the same singer as they are both within
the same range) are also doubled throughout by the first violins.

This would seem to suggest that Pasquali was aware of the limitations

EEC 14.12.1752.
EEG 6.1.1755. Similarly advertised also in 20.2.1755; 25.2.1755.

EEC, 11.1.1762. Similarly: 7.4.1762; 29.1.1763; 23.8.1763; 1.3.1766; 16.2.1782;
13.3.1784; 15.3.1784.

EEGC 1.1.1776; 3.8.1778.
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of those for whom he was writing and tailored his writing
accordingly, rather like the instrumental writing in the Raccolta di
Overture e Symphonie. The Solemn Dirge is scored for first and
second violin and basso continuo only. This may have been a reduced
version of the original which Pasquali himself made (or which was
made by the publisher, Bremner) in order to make the music more
commercially appealing and accessible to groups of enthusiastic
amateurs. On the other hand, these forces may have been precisely
those that were available to Pasquali when he first wrote the Solemn
Dirge, suggesting the modest size and limitations of the theatre
orchestra for which it was written. The instrumental writing is less
technically challenging than that in the Raccolta di Overture e
Symphonie, and yet is none the less effective for being so - in
particular, the opening and closing chorus with its short, simple
phrases and expressive silences. Writing in the New Grove, Johnson
has commented specifically on Pasquali’s skill in composing music
for the stage, noting that he was a “fluent, prolific writer,
accustomed to working in the theatre”.31

It was in 1753 - in the year after Pasquali had arrived in
Edinburgh - that he was engaged by the Musical Society. The Minutes
record a payment in February of that year:

“...Febiy 20 By Cash expended in

engaging Mr Pasqualli £0.14.7
[total expenditure £547.6.2]".32

In March 1753 the Minutes note “...And Authoriz’d Mr Will.m Douglas
Treasurer to agree with Mr. Pasqualli [sic/ in the best manner he
could...in consequence thereof Engaged Mr. Pasqualli to perform in
the Concert for one year for fifty five pounds Sterling”.33 Although
there is no record in the Minutes of the contract between Pasquali
and the Musical Society, a copy of a letter offering the post to
another musician, immediately after Pasquali’s death in 1757, is
probably similar to the terms that were offered to Pasquali. The
Society wrote to Lady Torphichen that:

“..there is a vacancy of a First Fidle to the Musicall Society at

Edin.r happen’d by the Death of Pasqualli...that if the place is

agreeable to Olivieri your Lady had Interest with the Gentleman to
get it for him The trouble is but Small which is to attend regularly

Grove6,263.
EMS, Minutes, 6.1752-6.1753.
EMS, Minutes, 10.3.1753.
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and lead the Concert once a week on Friday from Six to Eight at
night and to attend a few rehearsalls [sic] when an Oratorio is to be
performed for which they gave Pasqualli a Sallary of Fifty [actually,
fifty five] pounds a year, he had a Benefit concert which by his
Obliging behaviour turn’d out generally from Twenty to Thirty
pounds and upwards with this and what he had by Teaching he made
a very handsome leaving [sic] for he had as many Schoalers at a
Guinea and a half a month as he could attend...”.34

The only mention of Pasquali while he was employed by the
Musical Society is fleeting, unlike some of the other musicians who
were employed by the Society.35 Unfortunately, the Plan Books of the
Edinburgh Musical Society (which list dates, programmes and
performers) begin much later, in 1768. It is, however, possible to
construct a picture of his activities in Edinburgh and his influence
on musical life from other sources.

The advertisements for concerts given in various Edinburgh
venues which appeared in the Edinburgh Evening Courant give
fairly detailed programmes of the music which was performed by
Pasquali and his contemporaries in these concerts. What emerges on
a close examination of these programmes, is that when Pasquali first
arrived in Edinburgh (in 1752), his concerts included the music with
which he had been familiar in Dublin: extracts from the oratorios of
Handel, the concerti grossi of Corelli;36 works such as The Beggars
Opera3] and works for the violin of his own composition, such as the

“Grand Concerto for the Violin Solo, & c. composed by Signor

34 EMS, Minutes, 18.10.1757.

35 “Feb 20 By Do [cash] Expended engaging Mr. Pasqualli £ 0.14.7
...March 23 By Do [cash] for a 2d Coppy [sic] of
Pasqualli’s Overtures £ 0.15.0
...May 29 By Mr. Pasqualli a Quarters Sallary to 9 June £ 13.15.0
[total expenditure £547. 6.2]7,

EMS, Minutes, 6.1752-6.1753;
“..July 26 By Mr. Pasquali teaching Miss Rodbum,

last [?] of the present to her £ 3.3.0
...June 10 By Mr. Pasqualli’s Sallary to 1st June 1754 £ 55.0.0
By ditto for teaching Miss Rodbum £17.6.6

[total expenditure £518.4.0]”,
EMS, Minutes, 6.1753-6.1754;
“..March 8 By Mr. Pasquali’s Sallary to the 1st June 1755 £55.0.0
By Ditto for Teaching Miss Rodbum £ 15.15.0
[total expenditure £557.5.2]”,
EMS, Minutes, 6.1754-6.1755;
“By Mr Pasquali’s Salary to 1st June 1756 £55.0.0
[total expenditure £616.2.8]”,

EMS, Minutes, 6.1755-6.1756;
“March 29 By Mr. Pasquali given him by Order of the Directors £ 10.10.0

June paid Mr. Pasquali for teaching £ 6.6.0
paid Mr. Pasquali on [sic/ years Salary to 1st June 1757 £ 55.0.0
[total expenditure £634.9.9]”,

EMS,Minutes, 6.1756-6.1757.
36 EFEG 9.10.1752; 26.12.1752.
37 EEG 23.11.1752.
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Pasquali”,38 a “Solo on the Violin by Signor Pasquali”’,39 a “Grand
Concerto for the Violin Solo”40 and a concerto.4l Neither RISM nor
BUCEM list any published violin concerti by Pasquali, and it is
possible that these works remained in manuscript form, and have
since been lost.

By 1753 it is clear that Pasquali had already begun to be
influenced by the musical culture of Scotland. This was certainly as a
result of his coming into contact with Scots musicians, for whom folk
music was part of their cultural inheritance. As a theatre musician,
Pasquali would, without a doubt, have been involved in
performances of The Gentle Shepherd, which were regularly
advertised in the Courant and which continued to be popular. In a
benefit concert for Bremner, the Italian performed a number of
variations on “Tweedside”.42

This influence may also have been the result of Pasquali
coming into contact with some of the other Italian musicians and
singers who had been in Edinburgh for longer than he had, and had
therefore already absorbed some of this cultural heritage. These
included Signor Rochetti, Giuseppe Passerini and his wife, Christina
Passerini, who frequently announced in their advertisements that
their concerts would include Scots songs.43 Francesco Pasquali
(Nicolo’s younger brother), appeared in a concert in 1752 with
Giuseppe and Christina Passerini, where the music advertised
included “Tweedside” and “The Bush Aboon Traquair” along with the
music with which the Pasqualis were already familiar, that of
Corelli, Handel and Geminiani.44 The mixture of classical and “folk”
musics evident in these programmes was typical of concerts that
were given by Scots musicians and singers in Edinburgh throughout
the eighteenth century - and also typical of almost all the
programmes involving the Italian singers and instrumentalists who
performed in Edinburgh in this period.

“For the BENEFIT of Signor PASQUALIL At the Assembly Hall, on
Tuesday the 15th of January 1754, will be performed a CONCERT of

38 EEC 9.10.1752.

39 EECG9.10.1752.

40 EEC 21.11.1752; 23.11.1752; 14.12.1752; 26.12.1752.

41 EEG 27.2.1755; 21.2.1756; 28.2.1756.

42 EECG 6.12.1753. This advertisement also states that the concert would include “...Several
choice Scots Tunes between the Acts.”

43 For example: EEG 16.1.1752; 28.1.1752; 18.2.1752; 16.6.1752; 11.8.1752.

44 EEG 13.11.1752.
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Vocal and Instrumental Music. The Vocal part by Miss Rodbum; the
instrumental by Signor Pasquali and others.

PART 1. Overture in Alexander’s Feast, by M Handel. Song,
Rasserena il mesto ciglio, in Artamene. Concerto on the German
Flute. Song, Vo Solcando un mar crudele, by Vinci. Concerto, Violin
solo, in which is introduced a new Set of the Birks of Endermay.
PART II. Overture in Les talens lyriques, by Monsieur Rameaux.
Song, Oh inaspettata sorte, being a Favourite Italian Parody of the
lass of Patie’s Mill, by Sig. Veracini.45 Concerto, French Horns, with
Captain Reid’s March at the End. Three Scots Songs, alternately set
for Voice, Violin Solo, and other Accompaniments. Grand Concerto
of Corelli to conclude.

Tickets...2s. 6d. each. To begin at Six o’clock.”46

“For the benefit of Mr HUTTON, at Mr Lamot’s School in James’s
Court, on Tuesday the 19th of February 1754, will be performed a
CONCERT of VOCAL and INSTRUMENTAL MUSICK. The Vocal Part by
Miss Rodbum, the Instrumental by Signor Pasquali, and others. The
whole conducted by Signor Pasquali.

PART L Overture in Ariadne. An Italian Song. Concerto on the
French Horns. An English Song in the Overture of Jeptha. Maggy-
Lauder with Variations for the Violin, to be performed by Mr
Hutton, with Symphony, composed by Signor Pasquali, by all the
other instruments.

PART II. Overture of Signor Pasquali the Tenth. Song the Banks of
Forth. Solo on the Violin by Signor Pasquali. Flora, a favourite
cantata. Concerto of Geminiani, the first of the third Opera. Up and
warn a, for the Violineello /sic/ to be performed by Mr Hutton, with
Variations and a Symphony composed by Signor Pasquali.

Tickets...z [sic] s. 6d. To begin precisely at Six o’clock.”47

“For the BENEFIT of Signor PASQUALI. On Friday the 17th of this
Instant 1755, at the ASSEMBLY HALL, will be performed A
CONCERT of Vocal and Instrumental MUSICK. the Vocal Part by Miss
RODBURN, the Instrumental by Signor PASQUALI, and Others.
PART I. Overture in Pharamond, by Mr Handel. Song, Caro mio ben
perdona, by Signor Lampugnani. Concerto on the German Flute,
performed by Mr Macpherson. Song, When Charming Beauty, in
Noah’s, by Signor Pasquali. La Chasse, a new Solo on the Violin.
PART II. Full Piece with Trumpets, French Horns, Kettle Drums, &c.
Song, Torbido in Volto, a Capital Song by Signor Pergolesi. Concerto
for Violins, Basoon, &c. Tweed side, newly set in the Italian

This was probably an aria from the opera Rosalinda of 1744 with music by Veracini.
Performances listed in the London Stage in 1740 and 1744. Fiske notes that Burney
thought this aria was similar to “The Lass of Paties Mill”. Fiske, Roger Scotland in Music.
A European Enthusiasm (Cambridge: Cambridge University Press, 1983), 194.
“The first air that presents itself in the printed copy of the favourite songs
[in Rosalinda] is “The lass of Patie’s mill,” which Monticelli condescended to
sing, and Veracini to sets the parts and ritornels to, in order, as they
imagined, to flatter the English. But as few of the North Britons, or admirers
of this national and natural music, frequent the opera, or mean to give half a
guinea to hear a Scots tune, which perhaps their cook-maid Peggy can sing
better than any foreigner, this expedient failed of its intended effect.”
Burney, Charles A General History of Music from the Earliest Ages to the Present
Period. To which is prefixed, a Dissertation on the Music of the Ancients (London:
Author, 1789), 1V, 451 (hereafter BurneyH).
EECG 3.1.1754.
EEC 18.2.1754.
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manner, (for the sake of Variety) by Signor Pasquali, with various
Symphonies of Violins and Flutes. Grand concluding Concerto in Mr
Handel’s Selected Harmony...” 48

It is possible that the variations and symphony that Pasquali

composed to “Maggy Lauder”and “Up and warn a” have been lost.

Indeed, as Johnson has noted, in his article on Pasquali in the New
Grove,49 much of Pasquali’s music has been lost. Amongst the music
no longer extant, he lists: the oratorios Noah and David; the three

masques which had been given in Dublin - The Triumphs of
Hibernia, The Temple of Peace and Apollo and Daphne;50 the comic
opera The Enraged Musician; the two cantatas Tweedside and
Vineyard; and the overture which Pasquali wrote to Pergolesi’s
Stabat Mater. It is possible that they existed only in manuscript form,
which would have made them much more vulnerable.

In his Scottish Musical Memoirs, Dalyell noted that ‘“Pasquali
also wrote...a number of minuets which were circulated around
Scotland by folk-fiddlers”.51 In all probability, two of the minuets
are the ones that Johnson notes as being in two manuscript
collections (see pages 399-400).52 “Signo: Pissqualies Minuet” is part
of the Collection of the Best and Most Favourite Tunes for the Violin
which James Gillespie compiled in Perth in 1768 - 11 years after
Pasquali’s death. The Collection is prefaced with an explanation of
the rudiments of music, explanations of note values, the different
manner of bowing various rhythms, and a short dictionary of
musical terms. This is followed by a series of twelve lessons and then
four separate sections devoted to “Airs and March’s”, “Scots Tunes”,
“Minuets”, and “Hornpipes Jiggs and Reels”. As is clear from these
four sections, the Collection is a mixture of folk and classical music -
rather in the same manner that the concert programmes mentioned
above were. There are examples from the folk tradition, such as “The
Yellow Haird Ladie [sic]”, “Roslin Castle”, “Katherine Ogie”, “Duncan
Gray” and “Gilderoy”, as well as music from the classical tradition,
and in particular, the ever-popular works of Handel and Corelli.

48 EEC, 2.1.1755; 7.1.1755, cit. Dalyell, John Graham Musical Memoirs of Scotland
(Edinburgh: T. G. Stevenson, 1849), 287.

49 Grove6, 263.

50 While Johnson states that only the overtures of these works survive, a number of the
songs were, in fact, printed in the XII English Songs in Score (London: Author, 1750).
The titles of the songs state their provenance quite explicitly: A Song in the Tempest, A
Song in the Triumphs ofHibernia, or A Song in Apollo and Daphne.

51 Dalyell, Musical Memoirs, 286.

52 Johnson, Music and Society, S5, states that “a minuet of Pasquali’s is recorded in NLS
MSS. 808 and 3346.”
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Likewise, the very same minuet, this time called “Pasqualio’s
Minuet”, is found sandwiched between “My Ain Kind Dearie” and a
pibroch in another manuscript collection.53 Unlike Gillespie's
Collection, this is an untitled and undated volume, which has been
copied out by a number of different hands. There is, however, the
same mixture of folk and classical - Scottish melodies such as
“Katherine Ogie”, “Tulloch Gorum”, “Loch Erroch Side” and “Cald
kale in Aberdeen” are found alongside single movements taken from
the works of Handel, Corelli, Stamitz, Leclair, Abel and the Earl of
Kellie. This cross-fertilisation is of central importance, as it is
evidence of Scotland’s culture directly influencing the Italian
musicians who came, and also (no less importantly) of Italian
influence on Scottish culture.

It is clear that some of these pieces were never published, and
that they remained in manuscript form and in Pasquali’s possession.
This is suggested by a number of different sources: in an
advertisement in the Courant for a concert in which Pasquali was to
perform, announced “Part I. Overture Manuscript, composed by
Signor Pasquali.”5 Another advertisement in the Courant, this time
for the posthumous publication of Pasquali’s Art of Fingering the
Harpsichord or Spinnet, stated that there were a number of
manuscripts found at the composer’s house after his death, as
Bremner writes in his advertisement that “This work was found
among the author’s manuscripts”.55 Indeed, when Bremner
published the A4rt, he stated in his introduction to the work, that he
had “...purchased the whole musical Effects of the Author, after his
Decease”. Bremner noted that he had also found a treatise on
composition, which he intended to publish (but never did), despite

its not being “thoroughly digested”.56 There was also Pasquali’s “fine

NLS MS 3346. See also NLS Inglis 153.
54 EEC 9.10.1752.
55 EEG 23.11.1758.
56 It is particularly regrettable that this treatise does not seem to have survived, as
Bremner continues:
“..unfinished as it is, it would be doing injustice to his Memory to suppress
it, as it is full of Principles intirely [sic] new; which, tho’ he did not live to
unfold them so fully as he intended, may perhaps contribute to render the
beautiful study of composition easier and less intricate than ever yet thought
of...”.
Churchill has linked these “Principles intirely new” to those expounded by Rameau in
his Traite de | Harmonie (Paris, 1722). As Churchill has noted, the Traite was published
in an English translation in 1752; it is however possible that Pasquali read it in the
original French, as evidence shows that he knew French (he owned a French/Italian
Dictionary and six volumes of unspecified French plays). NAS CC8/8/116/2, 262r.
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Overture to PERGOLESE'S [sic] Stabat Mater, [which] with many other
valuable Compositions, which he left perfect, shall be printed from
time to time”. From a previously unknown document,57 we learn that
Bremner did indeed have access to Pasquali’s music immediately
after his death - as he was brought in to value the musical
instruments and music which Pasquali had left. This document is an
inventory of goods belonging to Pasquali that was compiled by his
brother in November 1757 - a month after Nicolo had died. Pasquali
was one of the few Italian musicians in the eighteenth century who
came to Edinburgh and died there, leaving an inventory of goods
belonging to him at the time of his death. The inventory is eight-
and-a-half pages long, and provides a great deal of information. It
not only lists items such as household furniture, clothing, books and
personal effects, but also gives details of their value, of the money
Pasquali had, and of money which was owed to him at the time of his
death. It reinforces the impression of the obituary - that Pasquali
was a successful musician, “a person eminent in his profession as a
composer, performer and teacher” - and also provides many details
of his life in Edinburgh which were previously unknown. It is a
document which is of great interest for the music historian and
social historian alike. Unfortunately, however, there are no details
of the music that Bremner found beyond the extremely vague
mention of “musick books compleat and uncompleat”.58 It is possible
that Pasquali owned some music by other composers for the theatre.
That he was interested in the theatre is clear not only from his list of
compositions, but also from the list of his books in the inventory:
volume one of a 1747 edition of Shakespeare’s plays and 6 volumes of
“French plays Tom™.59

The inventory does no more than mention Pasquali’s “two
fiddle [sic/ and an old Spinet”. However, it is clear that these
instruments - the violins at least - were valuable, as Bremner
estimated them to be worth sixty pounds sterling in the inventory.
They may have been his own instruments. On the other hand, they
may have been the Cremona violins which Pasquali had brought

with him from Ireland, as when he arrived in Edinburgh in 1752,

NAS CC8/8/116/2, 259-263. See Appendix, page 289.
NAS CC8/8/116/2, 262v.
NAS CC8/8/116/2, 262v.
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the Italian announced in the Courant he had “..some Cremona and
other good FIDDLES’60for sale.

As well as his activities as a performer, Nicolo Pasquali was,
like most other professional singers and instrumentalists, a teacher.
An advertisement placed in the Courant in November 1752 (some
months after Pasquali had arrived in Edinburgh), states:

“Whereas SIGNOR PASQUALI has heard, that it has often been

inquired, whether he and his Brother are willing to take any

Scholars this Winter, and on what Terms; This is to inform the

Public, that he will teach (at his own lodgings) on such Terms as are

usual in this Country, the following branches of music, viz. The Art

of Singing; Playing the Violin; Playing the Thorough Base and

Lessons on the HARPSICHORD, and his Brother playing on the

VIOLINCELLO. He lodges at Mr. Coustins in Shoemakers Land, facing

the Earl of Murray’s in the Canongate; where Letters and written
messages will be punctually answered...”.61

We know that he taught singing, as the minutes of the Musical
Society detail payments to him for the teaching of a Miss Rodbum,62
and from the inventory that at his death the Society owed him
£0.12.6 for his teaching her. Miss Rodbum most probably was the
“poor Girl, with an extraordinary good strong Voice, willing to be
instructed in Singing, and not able to afford the charges”.63 As well
as singing, she also learned Italian (though not from Pasquali), as
the Minutes of the Society reveal that they paid for her to be taught
by a Mrs Remon.t4

Unfortunately, Pasquali did not leave a vocal tutor - which
perhaps seems unusual, bearing in mind that he was clearly
respected as a teacher. Consequently, the manner in which he
instructed his pupils is not known. He possibly taught Miss Rodburn
the songs and arias which she performed in concerts with him: the
“Verdi Prati” from Handel’s A/cina, Hasse’s song ‘“Non ha ragione”,65
along with the pieces by Pergolesi, Lampugnani and those of his

own composition cited in the concert programmes above.

60 EEC, 16.11.1752; 21.11.1752 and 27.11.1752. These were most probably the
advertisements that Dalyell was quoting in his Musical Memoirs. Dalyell, Musical
Memoirs, 212.

61 EEG16.11.51; 21.11.52; 27.11.52.

62 EMS, Minutes, 26.7.1753; 10.6.1754; 8.3.1755.

63 EEG16.11.52; 21.11.52; 27.11.52.

64 This was presumably the wife of “M REMON, a Native of SPAIN, but last from ITALY,

65

where he has resided for several Years” and who placed an advertisement in the
Courant intending to teach French, Spanish and Italian. EEG 31.10.1754.

EEC, 27.2.1755.
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Although Pasquali was a highly respected violinist, he did not
publish a tutor for that instrument. For the keyboard, however, he
wrote two didactic works: Thorough-Bass Made Easy and The Art of
Fingering the Harpsichord. The Thorough-Bass Made Easy: or,
Practical Rules for finding and applying its various Chords with
little Trouble; together with a Variety of Examples in Notes, shewing
the Manner of accompanying Concertos, Solos, Songs and Recitatives
is believed by scholars to be one of Pasquali’s most significant
works.66 It was evidently recognised as an important work in the
eighteenth century, as Thomas Busby noted that Thorough-Bass was
“...almost the only Thorough-bass instruction used in England for
more than thirty years, that is from 1763 till about 1795...it
maintained its place on the desk of almost every organ or
harpsichord practitioner.”67 Furthermore, it was reprinted a
number of times through the eighteenth century after Pasquali’s
death. Published originally in 1757 by Bremner in London,68 it was
reissued by him in 1765 and again c. 1770. Then, some 20 years later,
Preston and son published a New Edition of Thorough-bass made
easy. Pasquali’s work had also been translated into French and
Dutch, and published in Amsterdam by J. J. Hummel c. 1763.69 The
title page of the first edition by Bremner states that it was also sold in
London, by Walsh and Johnson, and in Dublin by Manwaring. The
advertisement in the Courant heralding the publication of the
Thorough-Bass, in March 1757, announced that subscriptions would
be taken by “..R. Bremner, in Edinburgh; also by Mr. Baxter at
Glasgow, Mr. More at Dundee, Mr. Douglass at Aberdeen, and by Mr.
Andrew Murray[,] Merchant at Inverness.”70

As John Churchill has observed in the introduction to the
facsimile reprint of the Thorough-bass made easy, the tutor is aimed

at the “noble amateur” - in much the same way as a great number of

66 “In retrospect it seems to be Pasquali’s most important achievement.” Johnson
‘Pasquali’ in Grove6, 263. “Pasquali’s most important publication”. BDA, XI, 232.

67 Busby, Concert room, cit. Churchill, Thorough-Bass Made Easy, iii-iv. Busby also noted
that “...the two Thomsons always said, that the profit of its sale [the Thorough-Bass] was
the foundation of their fortune.” Busby, Concert room, 11, 21-22.

68 The original advertisements in the EEC stated that it would be published in the first
week of March, 1757. EEG 30.9.1756; 5.10.1756; 30.10.1756; 16.11.1756.

69 La basse continue rendue aisee; ou, explication succinte des accords que la clavessin
renferme; de la meilleure maniere de les combiner; et des regies generates et speciales
de Taccompagnement pur toutes sortes de pieces avec plusiers examples notes, graves
en XIV planches et destines a Tusage de commencans par Nicolas Pasquali, Revue et
augmentee par Jaques Guillaume Lustig, organiste a Groningue (Amsterdam: J. J.
Hummel, [c. 1763]).

70 EEG 8.3.1757.



7
72
73
74
75

Nicolo Pasquali 72

the other vocal and instrumental tutors written and published in the
eighteenth century were. In Pasquali’s tutor, no previous knowledge
of thorough bass is assumed and the author begins by stating simply
that “THOROUGH-BASS is performed by adding to the notes of the bass
such chords as properly belong to them”.71There are sections to
explain the figures and what they stand for, on voicing, on how to
avoid consecutive fifths and octaves, on accompanying different
time-signatures (triple time, alia breve and jig time). There are
lessons which have the figures realized and which are annotated to
draw the scholar’s attention to good and bad progressions. There are
also unrealised lessons (such as plates XII, XIV, XV, XVI), with
written directions: A lesson “Chiefly calculated to avoid skipping
with the Chords”, and one “Containing all the final closes in
Musick”. In his tutor, Pasquali stresses to the public the importance
of daily practice, and of assimilating thoroughly that which is
learned, before progressing on to that which is new.

Writing on Pasquali in the New Grove Johnson has observed
that the Thorough-bass made easy contains “excellent advice”, and
he cites the manner in which Pasquali advocates the playing of
broken chords in recitative.72 Pasquali writes: “THIS Part of
Thorough-Bass, to those that are not accustomed to it, is still more
difficult that any of the rest; though, when once grown familiar, it
becomes one of the easiest...”.73 He continues: “CARE must be taken
not to strike abruptly, but in the Harpeggio Way, laying down the
Fingers in the Chords Harplike, i.e. one after the other, sometimes
slow, other times quick, according as the Words express either
common, tender, or passionate Matters’. 74 Pasquali then proceeds to
give examples:

«...for common Speech a quick Harpeggio; for the tendera slow one;

and, for any thing of Passion, where Anger, Surprise, &c. is

expressed, little or no Harpeggio, but rather dry Strokes, playing
with both Hands almost at once.

THE abrupt Way is also used at a Punctum or full Stop,
where the Sense is at an End”.75

Pasquali, Thorough-Bass, 3.
Grove6,263.

Pasquali, Thorough-Bass, 47.
Pasquali, Thorough-Bass, 47.
Pasquali, Thorough-Bass, 48.
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In his Performer's Guide to Baroque Music,76 Robert Donington
follows this passage of Pasquali’s with a number of extracts from C
P. E Bach’s Versuch (published in 1762, five years after Pasquali’s
treatise), which state the same thing. Bach observed that:
“When the declamation is rapid, the chords must be ready
instantly...Arpeggiation must always be witheld from rapid
declamation...arpeggiation is not required here, for it finds its
natural employment in quite different situations, in slow
recitatives and sustained chords...The pace with which a chord is
arpeggiated depends on the tempo and context of the recitative. The
slower and more affettuoso the latter is, the slower the
arpeggiation. But as soon as the accompaniment shifts from
sustained to short, detached notes, the accompanist must play

detached, resolute chords, unarpeggiated, and fully grasped by both
hands.”77

Finally, there is a musical example in the Thorough-Bass, “...as all
Instructions are of little Force without an Example”.78 The example
that Pasquali includes at the end of his tutor, is the short cantata of
two recitatives and two arias, Pastora (see pages 401-406). Both
recitatives are annotated with detailed instructions on how to play
and arpeggiate the chords: as well as the small triplet/semiquaver
[figures] there are instructions in words to indicate “The manner of
Accompanying it”, with the instruction between the keyboard
staves, that “NB each white note begins at the little one that it is tied
with”, and to play in the “abrupt way” at a moment of particular
tension.

In Pastora Pasquali does not, however, realize the basses of the
two arias. These pieces are obviously intended for the student to put
into practice that which was expounded in the earlier part of the
tutor. Nevertheless, it is perhaps possible to view this as part of the
move towards the increasingly accurate notation of music during
the course of the eighteenth century, and which in Scotland is most
evident in the realizations of Domenico Corri’s Select Collection of
1779. It is this process which Donington describes in the chapter on
accompaniment in his Performer's Guide79 Donington writes that
“As...realizations grow in elaboration and in richly independent

interest, they merge into obbligato accompaniments, provided by the

Donington, Robert A Performerk Guide to Baroque Music (London: Faber, 1973), 234.
Bach, Carl Philipp Emanuel; Mitchell, William J. ed and transl Essay on the True Art of
Playing Keyboard Instruments (New York: W. W. Norton & Co., 1949), 421-422.

Pasquali, Thorough-Bass, 48.

Donington, Performer} Guide, 208 ff.
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composer as integral components of his music, and not much subject
to optional variation by the performer.”80

Pasquali also wrote another didactic work for the keyboard
which he had been preparing for publication at the time of his
death in 1757. Although his death was sudden, it appears that the
treatise was already complete, as Bremner remarked on the title
page, when he published it, that he had found it “ready for the
Press,” and that he “presented to the Public without any
alteration.”8l

The Art of Fingering the Harpsichord was clearly a popular
work, as it ran to a number of reprints after Pasquali’s death. First
issued by Bremner in Edinburgh in 1758,8 he then reissued it c.
1765, after the Scottish publisher had established himself in London.
It was advertised on the title page of Bremner’s own Harpsichord or
Spinnet Miscellany, which the publisher brought out about the same
time as The Art of Fingering. In a short note on the title page of the
Miscellany, Bremner draws attention to the Ar¢ by stating that “N.B.
Those who have not had the oppertunity /[sic/ of a good Master and
wou’d choose to finger properly, ought to peruse PASQIUALI'S Art of
Fingering the Harpsichord, where that matter is fully and clearly
treated.” Pasquali’s treatise was published again: some 25 years after
Bremner’s edition, in about 1790, by Preston and Son - at about the
same time that they brought out their edition of Thorough-bass Made
Easy - and then in 1795 by Longman & Broderip.

As in Thorough-Bass Made FEasy, Pasquali begins with
directions for the beginner. In the Art of Fingering there are
“Proposals for Children, whose Fingers cannot yet reach an Octave
on common Harpsichords”, where Pasquali suggests that “...Children
should be first taught on Spinnets made on purpose, with narrower
keys than usual...”.8 In this way children:

“...will be taught good Fingering at first and acquire a good Habit

from their earliest Lessons. Otherwise they must learn their

Lessons with wrong Fingers in their Infancy, and then learn them

over again with proper Fingers in their riper Years: which, perhaps,
may not be so easily done, as it is more than probable that a

Donington, Performer's Guide, 208.

Pasquali, Nicolo The Art of Fingering the Harpsichord; Illustrated with Examples in
Notes; To which is added, An approved Method of Tuning this Instrument: by Nicolo
Pasquali (Edinburgh: R Bremner, [1758]).

No date is given on the title page, however, it is clear from contemporary newspaper
advertisements that the date of publication was 1758. EEC 23.11.1758.

Pasquali, Art of Fingering, v.
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Tincture of bad Fingering will Stick to them as long as they live.
This last Assertion I can aver by the Experience I have had of some
of my own Scholars.”&

There is also advice on extending and contracting the fingers, the
role of the thumb, separate sections on fingering and on “the
manner of chusing the Fingers the first Time of attempting to play a
Lesson”.8 There is a plate illustrating “An approved Method of
Tuning the Harpsichord” (see page 407),8 a page on the most usual
ornaments, one on “different touches”, such as legato playing,
staccato, staccatissimo, “tremolato” and “sdrucciolato”.87 Of this last

touch, Pasquali writes that:

“THE Sdrucciolato is never used but in scales of natural Notes,
without any short Keys interfering betwixt them. And it is
performed by sliding the Nail of the Fore-finger over the Keys in
ascending, or the Nail of the Thumb in descending. It is
recommended here only as a Whym, which, if applied in a Lesson of
Humour, may afford a pleasing Variety.”88

There are also “Objections against playing Fugues in three or four

Parts on the Harpsichord”, of which Pasquali observes:

“THIS is a Kind of Playing that forty Years ago was much more in
Vogue than it is at present; but, as it has still some Partizans, it is
necessary here to examine its Nature, in order to form a Judgment,
whether it is fit for a Harpsichord or not.”89

He continues:

“...many Passages in Fugues and other Compositions in three or four
Parts, cannot be played on the Harpsichord, neither as they are
written, nor with a good Tone...it is impossible to hold every Note
its full Length, according to past Rules, as it does not admit of a
Regularity of Fingers; but also by the too great Nearness of the
parts, the Ear will confound the Passages of one Part with those of

84 Pasquali, Art of Fingering, v-vi.
85 Pasquali, Art of Fingering, contents.
86 A copy of this “Method” was issued in Holden, James An Essay Towards a Rational
System of Music (Calcutta: Ferris and Greenway, [1799]), see page 408. The first edition
was issued in Glasgow by Robert Urie for the author in 1770. The preface of the 1799
edition states:
“This Edition is printed exactly of the same size and Form, and with the same
sized Type as the first Edition...To the whole I have added an approved
Method of Tuning the Harpsichord, Piano-forte, &c. somewhat altered from
Pasquali, by which any Lady or Gentleman, possessing a good Ear, may tune
their own Instruments: it is comprized in the last Plate, which I have
numbered XIII; but may be cut out, if necessary, without any Injury to the
Book, and fixed on a Paste-board, or on the Inside of the Cover of a Music-
Book, at Discretion.”

Holden, James An Essay Towards a Rational System of Music (Calcutta: Ferris and

Greenway, [1799]), preface, iii.

87 “..scivolare velocemente e leggermente su una superficielevigata...”,*“...to slide quickly
and lightly over a smooth surface...” (author’stranslation).DizionarioEnciclopedico
Italiano(Rome: Istituto della Enciclopedia Italiana, 1970-1974), XI, 66 (hereafter DEI).

88 Pasquali, Art of Fingering, 27.

89 Pasquali, Art of Fingering, 21.
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another, and often reduce the Effect of four Parts to that of two. And
when it so happens, that the Musick is so much interwoven, that the
Ear cannot reduce it to two Parts, then it has often the Effect of
meer Thorough-bass.”9%0

Pasquali concludes his argument by stating that:
“UPON the whole, I really believe, that Passages with complicated
Parts in the manner above mentioned, are not natural for the

Instrument, and therefore ought to be avoided as much as
possible...”.91

It is not known whether Pasquali intended to Ileave
Edinburgh and move back to London, or perhaps even Dublin - at the
time of his death, he was only 39 years old and had been living in the
Scottish capital for about five years. It is quite possible that Pasquali
intended to stay in Edinburgh as, from the information there is, it is
clear that he found that city a congenial place to work, perhaps
more so than any of the other Italian musicians who were to visit
and/or live in Edinburgh later in the eighteenth century.

¢

Burney wrote of Pasquali that he was “..an excellent
performer on the violin and a good musician”, and that in
Edinburgh he lived “much respected as a professor, and beloved as a
man, by all who knew him...”.92 Echoing Burney in sentiment,
Thomas Busby observed in his History that:
“...While London was patronising and enjoying the great talents that
appealed to its taste, Edinburgh was gratified with the abilities of
Lampe and Pasquali. And that city was so munificent to their

merits, and its manners so agreeable to their feelings, that both
remained there until the time of their death.”93

Writing some sixty years after Pasquali’s death, Busby ranked
Pasquali along with Veracini and Carbonelli as the foremost
violinists of his day.9%4 Yet Pasquali was not only a talented
performer, but a gifted teacher and an able composer. While many of
his works seem to have been lost - and for the history of music in
Scotland it is particularly regrettable that one of these should be The
Enraged Musician - it is clear that Pasquali influenced, and was

influenced by, the musical culture of Scotland.

90 Pasquali, Art of Fingering, 21-22.

91 Pasquali, Art of Fingering, 23.

92 BumeyH, 1V, 672.

93 Busby, Thomas A General History of Music, from the Earliest Times to the Present;
Comprising the Lives of the Eminent Composers and Musical Writers the whole
accompanied with notes and observations, critical and illustrative (London: printed for
G. and W. B. Whittaker and Simpkin and Marshall, 1819), II, 513-514.

94 “[c. 1741] Of our native violinists, Festing, Collet, and Brown werethe principal; and

among the Italians, Veracini, Carbonelli andPasquali...”. Busby, History, 1I, 510.
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CHAPTER 3
LESSER FIGURES c. 1720-1760

As well as Francesco Barsanti and Nicolo Pasquali there were a
number of other Italian musicians and singers who travelled to
Edinburgh in the forty years between 1720 and 1760. Some of these
musicians remained in Edinburgh for many years, while others
spent only a short period in the Scottish capital. Almost all of them
appeared at the Musical Society concerts. About some of these
musicians there is a considerable amount of information and they
have also been the subject of a limited amount of study. Some, on the
other hand, have remained somewhat obscure figures and little has
been known of their activities in Edinburgh. Some, indeed, have
been overlooked altogether by historians of music in this period.

i LORENZO BOCCHI

Probably one of the first Italian musicians to come to Scotland
in the eighteenth century was Lorenzo Bocchi. As he was in
Edinburgh in the 1720s before the Musical Society was formally
constituted, and also before the newspapers carried many details
regarding concerts and concert programmes, two of the usual main
sources of information are rather unfruitful. His contribution to
musical life in Scotland, however, was not inconsiderable, as
historians of Scottish music have noted, and is particularly
interesting for the way in which it has been considered by these
scholars.

As indicated, little information about Lorenzo Bocchi comes
from the Minutes of the Edinburgh Musical Society. The Minutes of
the Society record only one payment made to Bocchi and the
renowned violinist Matthew Dubourg, in the summer of 1729:

“...Messrs Duburg & Bocchi £ 3.11.5

[total expenditure £130.19.1012]”.1
Similarly, there is little information about Bocchi in contemporary
newspapers. In January 1726, however, an advertisement appeared
in the Caledonian Mercury announcing the publication of a volume

of chamber music, that included twelve sonatas and a cantata:

EMS, Minutes, 6.1729.
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“Signior LORENZO BOCCHI has published an Opera of his own
Composition, by Subscription, containing 12 Sonata’s, or Solo’s, for
different Instruments, viz. a Violin, Flute, Violencello [sic], Viola
de Gamba, and Scots Cantate; with Instrumental Parts after the
Italian manner; the Words by Mr. Ramsay; with a Thorow-bass for
the Harpsichord. Subscribers may have their Copies at Mr. John
Steill’s, any time before the First of March ensuing. Any Person
that has not subscribed, may likewise be furnished, there being
more Copies cast off than will serve the Subscribers.”2

This work by Bocchi that was advertised was the Musicall
Entertainment For A Chamber.3 Writing in his History, Farmer has
noted the importance of this work as one of three publications that
appeared in 1726 - a body comprising the first printed secular music
in Scotland in the eighteenth century.4 Considered alongside the
works of the Scottish composer, Sir John Clerk of Penicuik, the
Musicall Entertainment not only indicates the presence of the
Italian late Baroque in Edinburgh, it also confirms local interest in
music of this kind.5 Furthermore, an examination of the last work in
the Musicall Entertainment (the Scotch Cantata) reveals a fusion of

Italianate and Scottish elements, the analysis of which (and no less

CM, 1.2.1726; 3.2.1726; 22.1.1726.

Farmer states that there are no extant copies of this Edinburgh publication. Farmer,

History, 292. There are, however, two different editions listed in BUCEM,118: A Musicall

Entertainment For A Chamber. Sonatas for Violin Flute Violoncello and Six String Bass.

With a Thorough bass for the Harpsicord or bass Violin. Lastly, a Scotch Cantata with

the Instrumentall parts after the Italian Manner. Dedicated to his Grace James, Duke of
Hamilton and Brandon. Composd by Lorenzo Bocchi. Opera Prima ([London: s.n., c

1725]) and (Dublin: John and William Neal, [1726]). Previous to this, a minuet by
Bocchi had appeared in A Second Collection of English Aires & Minuets, with Severall
Favorite Air’ [sic] out ofthe Late Operas of Otho, Iulius Caesar, Vespasian, & Rodelinda;

all Sett with a Bass, being Proper for the Violin, German Flute, Harpsicord or Spinett
(Dublin: Neale, [1724]), see page 409. The Dublin Musical Calendar (41) also records
the publication of A4 Colection [sic] of the most Celebrated Irish Tunes proper for the

Violin German Flute or Hautboy PleaRar keh na Rough set [?] different divisions Bass &
Corns [sic] As performed at the Subscripion Consort by Senior Lorenzo Bocchi (Dublin:

John and William Neal [1724]).

Farmer notes: “The work of Stuart [Musick for Allan Ramsay} Collection ofScots Songs],

with Lorenzo Bocchi’s twelve sonatas and a Scots cantata (Edin., 1726) and Thomas
Bruce’s The Common Tunes (Edin., 1726) which included several ballads, was the first
secular music published in Scotland since the 1688 edition of Forbes’ Cantus.” Farmer,

History, 251. Some pages later he reiterates this: “It will be remembered that, apart
from the Cantus of Forbes (1662, 1666, 1682), there was no printed secular music in

Scotland up to the close of the first quarter of the 18th century, but in the year 1726
there were three historic publications. The first was a work by Signor Lorenzo Bocchi,
containing twelve sonatas for different instruments and a Scots Cantata...”. Farmer,
History, 292. Purser acknowledges the archaic aspect of the Cantus: “...The music in it
[the Cantus] was mostly a century old or else imported and, though it was all meant to

be sung in parts, only the melody line...was printed, presumably for lack of demand.”
Purser Scotland% Music 159. Purser, however, ignores the Musicall Entertainment
altogether and focuses entirely on John Abell and Sir John Clerk. Purser, Scotland’s
Music, 159-172.

An examination of the list of subscribers that was published in the Entertainment
reveals a number of important Scottish patrons. On more general interest of Scotland in
Baroque music in this period, see Elliott and Rimmer, History, 48-51.
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importantly their subsequent treatment by Scottish music
historians) raises a number of interesting issues.

The Musicall Entertainment begins with twelve sonatas: four
for violin, four for “Fluto” (recorder) and four for the viola da
gamba (a “Six String Bass”). The first three violin sonatas have four
movements, in the slow-fast-slow-fast sonata da chiesa form. The last
sonata has an Affettuoso added to the previous four movements. Only
the first of the wind sonatas has this four-movement structure - the
remaining sonatas are in the three-movement sonata da camera
form. The cello and gamba sonatas are all in three movements.
Within this three-movement structure, however, there is some
variety of form, as the movements do not necessarily follow a fast-
slow-fast sequence: Cantabile-Allegro-Andante 1in sonata VII;
Andante-Allegro-Affettuoso in sonata Xl and Largo-Vivace-Andante
in sonata XII. The individual movements within each of the sonatas
reflect a wide range of textures evident in the work of Corelli:
from delicately ornamented Cantabile writing (III, 1; IV, 1; VII, 1; IX
ii; see pages 410-413), to more vigorous dotted figures (XII, i; II, 1; see
pages 414, 425), from imitative motifs (I, ii; III, ii; see pages 415-418)
to triple time dance movements (III, iv; IV, v; see pages 419-420).
Most of the technical challenges in violin sonatas lie well under
the hand and are confined to passages of string crossings in
semiquavers (I, ii; 1L, ii; I 1v; IV, ii; see pages 415-416, 421-422, 419
and 423-424) and sequential passages in semiquavers made up
from broken chords and scalic passages (III, ii; III, iv; IV, ii; see
pages 417-419, 423-424). There are, however, passages that extend
sequences up beyond third position into fourth and fifth position (II,
1; I, ii; see page 425, pages 421-422) and passages which feature
double stopping that goes beyond the simple combination of open
strings and stopped notes found in cadential phrases (particularly
I, 11, see pages 417-418). Passages that are more technically
challenging are also found in the basso of the continuo
accompaniment. While often limited to crotchet and quaver motion
(L, 1v; I, iv; VII, iii; see pages 426, 419, 427), the writing is
occasionally more demanding, with passages of semiquaver
sequences notated in tenor clef (I, ii; V, iv; see pages 415-416,
428-429) and an almost equal part to the solo instrument in the final
variation of a series of increasingly technically complex variations

(IX, iii; see pages 430-432). Other interesting features in the twelve
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sonatas in the Musicall Entertainment include the “English Aire
Improvis'd after an Italian manner” (XII, ii; see pages 433-434) for
the viola da gamba, a gigue marked Vivace in which running
semiquaver sequences elaborate the opening melody. They are
contrasted, both in the opening melody and in the elaborations, with
octave leaps in quavers and falling arpeggiac figures in quavers.
These features are not limited to the viola da gamba line, as the basso
of the continuo line also shares this material. The following
movement (XII, iii; see page 435) is an Andante headed “In Imitation
of a french Horn”, in which repeated double-stopped semiquavers
on the same notes recreate the effect of the natural horn.

Most of what has been written by scholars about the Musicall
Entertainment has focused on the Scofch Cantata - which is the final
work included in the Entertainment (see pages 436-444). This is a
short, four-movement cantata (recitative, da capo aria, recitative, da
capo aria) which, as the original advertisement in the Caledonian
Mercury stated, mixed Italianate instrumental writing with a text by

the Scots poet Allan Ramsay:

“[recitative]

Blate6 Jonny Faintly tell’d Fair Jeen His mind
Jeanny took Pleasure to deny Him lang

He thought her Scorn Came Frae a Heart unkind
Which Gart him in dispair Tune up this sang

[aria]

O’ bonny Lassie since tis sae

That I'm dispis’d by thee

I hate to live but O’ I'm Wae

and uncko sweer to die

dear Jeany think what dowy7 houres
I thole8 by your disdain

Ah! shou’d a Breast sae saft as youre
Contain a Heart of stane.

[recitative]

These tender notes did a her pity Move

with melting heart she listned to the Boy

O’er came she smil’d and promis’d him her Love
He in return thus sang his rising Joy

[aria]
Hence frae my breast contentious Care
ye've tint9 the power to pine

Blate - bashful. Ramsay, Poems, 1, 384.

Dowie - melancholy, sad, doleful. Ramsay, Poems, 1, 386.
Thole - to endure, suffer. Ramsay, Poems, 1, 396.

Tint - lost. Ramsay, Poems, 1, 396.
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My Jeany’s good my Jeany’s fair

and a her sweets are mine

O’ spread thine Arms and gi’e me fouth10
of dear enchanting Bliss

A thousand Joys arround thy Mouth

Gi’e Heav’en with ilkall kiss.” 12

The musical and dramatic structure of this work, as well as the sense
of tension and timing, are well controlled by the composer. The
polarization of the melody and bass line is a typical feature of the
music of the period. Occasionally, however, the basso of the continuo
line is more demanding, and mirrors the part written for violin
(such as that of the closing phrase of the opening ritomello of the
second aria). The writing for violin is idiomatic, with repeated
phrases and sequences characteristic of the Italian late Baroque.

An interesting difference of opinion can be detected in the
views of Farmer and of Johnson in their writing on the Musicall
Entertainment. As well as acknowledging the importance of the
Entertainment in being one of the first published secular works in
Scotland in the eighteenth century, Farmer also ties the Scotch
Cantata in with development of the ballad opera form in Scotland, up
to The Gentle Shepherd in 1725. Farmer notes that:

“The Edinburgh Courant (12.7.1720) announces that these two
latter individuals [a Mr Gordon and Bocchi] had arrived in
Edinburgh with plans for ‘consorts’. In 1722 Gordon gave a concert
in Glasgow and immediately afterwards he issued ‘Proposals for the
improvement of music in Scotland, together with a most reasonable
and easy scheme for establishing pastoral opera in Edinburgh.’ In
1726...Bocchi was in close touch with Ramsay, when he set music to

one of the latter’s songs, probably Blate Jonny. From this it is quite
evident that ballad opera was already visualized in Scotland even
before The Gentle Shepherd (1725) and The Beggar's Opera (1728),
and that it was Gordon probably who originally gave Ramsay the
notion.” 13

More recently, Johnson has given this a slightly different slant,
implying that the inspiration and energy behind the Scotch Cantata
was Ramsay’s, while Bocchi’s involvement was as a result of finding
himself in Edinburgh at an opportune moment.14 Writing in Music

and Society, Johnson deals with Bocchi and the Scotch Cantata in his

10 Fouth - abundance, plenty. Ramsay, Poems, 1, 388.

11 Ilka - every. Ramsay, Poems, 1, 390.

12 Bocchi, Musicall Entertainment, 46-54. Johnson transcribes the text for the first
recitative and aria (modernizing some of the spelling) in Music and Society, 191.

13 Farmer, History, 301.

14 “Ramsay decided to create a Scottish version of this genre [the cantata]; he looked
round Edinburgh for a suitable composer to collaborate with. By good fortune one
Bocchi, an Italian cellist, had arrived in Edinburgh in July 1720, and he agreed to take
part in Ramsay’s scheme.” Johnson, Music and Society, 191.
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chapter entitled “Nationalism and Xenophobia”.15After drawing
attention to the extent of Bocchi’s collaboration with Ramsay and
after noting the mixture of Scottish and Italianate elements in the
Cantata, Johnson then discusses the sentiment of another of
Ramsay’s poems, the “Elegy on Patie Bimie™:

“..That beardless capons are na men,

We by their foziel6 springs might ken;

But ours, he said, could vigour len’

To men o’ weir,

And garl7them stout to battle sten’
Withoutten fear.”18

Johnson observes that in this poem “Classical music is dismissed as
utterly effeminate compared with ‘virile’ Scots folk music” and that
“Allan Ramsay’s position was undecided, to say the least.”19
Pursuing this train of thought further, it is interesting to note that
Ramsay alluded to this conflict between Scottish and Italian music
also in ‘Health: a Poem™

“...The whole of Nature, to a Mind thus tun’d,

Enjoying HEALTH, with Sweetness seems adorn’d.

To him the whistling Ploughman’s artless Tune,

The bleeting Flocks, the Oxens hollow Crune,

The Warbling Notes of the small chirping Throng,
Delight him more than the lfalian Song.”20

This contrast is, however, viewed from a slightly different
perspective than that in the “Elegy on Patie Bimie”. This time it is
between the simple, uncontrived beauty of nature, the closeness of
he who works the soil to nature, and the unaffected - “artless” to
borrow Ramsay’s own word - simplicity of his music with all the
opposite qualities that Ramsay implies to be part of Italian (classical)
music. Ramsay himself goes on to contrast the verdant abundance of
this life-enhancing countryside with the barren, choleric-inducing,
arid scenery of a Catholic country, and the humble Briton with the
arrogant foreigner:
“...Be grateful, Britons, for your temp’rate Beams,

Your fertile Plains, green Hills, and Silver Streams,
Overclad with Corns, with Groves, and many a Mead;

15 Johnson, Music and Society, 187. The pages concerning Bocchi are 191-192. Writing on
the Grand Tour, Black has emphasised the tension between cosmopolitanism and
xenophobia of travel abroad in the eighteenth century, noting that “Cultural
preferences were testaments of loyalty.” Black, Grand Tour, 3.

16
17
18
19
20

Fozie - spungy, soft. Ramsay, Poems, 1, 388.

Gar - to cause, make, or force. Ramsay, Poems, 1, 388.

Ramsay “Elegy on Patie Bimie”, eft. Johnson, Music and Society, 192.
Johnson, Music and Society, 192.

“Health: a Poem”, Ramsay, Poems, 1I, 18.
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Where rise green Heights, where Herds in Millions feed.
Here useful Plenty mitigates our Care,
And HEALTH with freshest Sweets embalms the Air.

...Let the proud Spaniard strut on naked Hills,
And vainly trace the Plain for Christal Rills,
Starve on a Sallet, or a Garlick Head,

Pray for his daily Roots, not daily Bread,

Be sowr, and jealous of his Friend and Wife,

Till want of Spleen cut short his Threed of Life.”21

It is interesting to note that Lorenzo Bocchi - one of the first
Italian musicians who travelled to Scotland in the eighteenth
century, and one about whom we have the least biographical
information - should highlight so clearly a number of the issues
with which historians of Scottish music have grappled. Some have
overlooked Bocchi, while others have tried to assess his contribution
to Scottish musical culture and to gauge the perception of what he
represented.

ii SIGNOR BENEDETTO

From the Minutes of the Edinburgh Musical Society it emerges
that a “Signor Benedetto” was one of the first star singers employed
by the Society. The Minutes for May 1733 note that:

“The Governour and Directors have resolved that Sigr. Benedetto’s
Salary of a Hunder. Guineas agreed with him before he came over be
reckoned from his leaving Dublin the First of May 1732 And that
after the First of May Current in place of the above Hunder. Guineas
yearly he be paid monthly Ten pounds Sterline.”22

Other than his Dublin provenance, little information about the
identity of Signor Benedetto comes from the Minutes. Indeed, as
Walsh has noted in his study of opera in Dublin in the eighteenth
century, there even appears to have been some uncertainty about
this singer’s exact identity.23 Furthermore, there has been almost no

mention of “Signor Benedetto” in the work of Scottish music

“Health: a Poem”, Ramsay, Poems, 11, 24-26.

EMS, Minutes, 5.5.1733.

Walsh, Thomas Joseph Opera in Dublin 1705-1797. The Social Scene (Dublin: Allen
Figgis, 1973), 22. Walsh notes that the first four editions of Grove have separate entries
under “Benedetti” and “Benedetto Baldassari”, while the fifth edition combines the two
entries under “Benedetti”. Similarly GroveO, 1, 285, has one entry under “Baldassari
Benedetto [Benedetti]”. This entry states that he was a soprano castrato who fl. 1708-
25, and gives a resume of his career as a singer. From 1708-14 the Italian was in the
service of the Elector Palatine at Dusseldorf. In 1712 he travelled to London, in 1714 he
was in Rome, four years later, in 1718, he appeared in Venice, then in 1719 he was
again in London.
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historians.24 This is possibly as a result of a number of factors - it
could be that “Signor Benedetto” has been overshadowed by two
other Italians who were in Edinburgh at about the same time. An
examination of the work written on the Italian musicians who were
in Scotland in this period reveals that scholars have concentrated
their attention on Lorenzo Bocchi and the publication of his Musicall
Entertainment and the engagement of Francesco Barsanti by the
Musical Society, which took effect from 1735, the year after Signor
Benedetto left the employ of the Society. Secondly, it is possible that,
writing more generally on the Italian singers who appeared at the
Edinburgh concert throughout the whole of the eighteenth century,
scholars have focused their attention on Giusto Ferdinando Tenducci.
Gray has referred to Tenducci as “The most outstanding of all the
professional singers engaged by the Society...”,25 while Harris,
quoting Charles Kirkpatrick Sharpe on Tenducci, notes that “...This
was, as far as I know, the only very celebrated Italian singer who
ever visited Scotland”,26 for Johnson Tenducci was “...the great
castrato...”,27 and “The famous castrato...”. 28

Nonetheless, while it is necessary to refer to other sources to
establish the identity of this Italian singer, the information that
there is on “Signor Benedetto” in the Minutes of the Musical Society
is valuable for a number of reasons. The Minutes show how much of
their total yearly expenditure the Society was prepared to pay for
such a performer - a figure which amounted to about a quarter of
their total outgoings for the year:

“..To Mr Benedetto in full of his Salary

duel May 1733 £105.0.0”
[total expenditure £443.5.212]7,29

“...To Mr Benedetto his Salary
from May 1733 to June 1734 £130.0.0
[total expenditure £463.16.6]7.30

The Minutes of the Musical Society relating to “Signor Benedetto”

also highlight an interesting, and important, aspect of musical

patronage. A note in the Minutes from January 1733 records that

24

25
26
27
28
29
30

Benedetto’s name does not feature in Farmer History, nor is he mentioned in Johnson
Music and Society.

Gray, “The Musical Society”, 213.

Harris, Saint Cecilia's Hall, 117.

Johnson, Music and Society, 13, 192.

Johnson, Music and Society, 142.

EMS, Minutes, 4.1732-5.1733.

EMS, Minutes, 5.1733-6.1734.
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employment came not only through favourable aristocratic

connections, but also via recommendation by other musicians:

“The Governour and Directors have resolved that Signr. Putti
recommended by Sigrs. Senesino & Benedetto be employed as a
performer on the Fidle...and that Mr Benedetto be desired to write
to him to this effect by the same post.”31

Little appears to be known of the music that “Signor Benedetto”
performed while he was in Edinburgh. The Minutes of the Society
for July 1733 record that the choice of vocal pieces was to be left
entirely up to the singer:

“The Governour and Directors have Resolved that a plan be
made...and that the plan name the person who is to play the Leading
Fidle [sic]; But that it be left to Mr Benedetto to Sing what songs he
pleases himself.”32

It is therefore necessary to turn to other sources to try to establish
the repertoire that Benedetto presented to his Edinburgh audiences.
Fortunately, in this respect, the short period that Benedetto spent in
the Scottish capital came at the end of a career which had begun
over two decades before, and it is probable that he performed
extracts from works with which he had been associated in the past.

There seems to be little information about the music that Benedetto

31 EMS, Minutes, 27.1.1733. The Minutes show that the Musical Society also received
letters enquiring about the possibility of employment directly from musicians
themselves, without the help of an intermediary or recommendation:

“..A Letter from Signr Cattani of York to Mr Clerk being laid before the

Directors resolved that in answer he acquaint Mr Cattani that they are willing

to give him an annuall Sallary of Forty pounds Sterline [sic] to commence

from the first of November next, and that if he agrees to the proposall he

must be here on or before the said day.”
EMS, Minutes, 20.8.1734. This was probably the musician, teacher and composer
Giuseppe Cattaneo. There do not seem to be any other references in the Minutes to the
payment of a salary to this musician, and it is possible that Cattaneo went directly from
York to London, as the London Stage suggests that by March 1735 he was already
established in London. Very little indeed seems to be known of this musician, and even
the spelling of his surname varies: the London Stage cites him merely as Cataneo; the
BDA has an entry under Joseph Cattani (IIl, 315); RISM (11, 84) records two publications
by Giuseppe Cattaneo. There is no record of Cattaneo in Dublin, as his name does not
feature in the Dublin Musical Calendar. The mention of Cattaneo in the Minutes of the
Edinburgh Musical Society seems to be one of the earliest references to him, the London
Stage records an appearance at Drury Lane by a pupil of his in March 1735, while the
BDA asserts that he taught music in London from 1735 to 1762. By the early years of
the 1760s, Cattaneo seems to have been in some distress, as at a benefit performance of
Il Mercato di Malmantile for Signor and Signora Paganini:

“..another Part of the aforesaid Profits will be given towards relieving old

Signor Cataneo, who, during forty Years was useful to the Operas, but is now

in extreme Distress; and the Manager, who is at the Expence of this Benefit,

has chearfully consented to the Disposition here mentioned.”
London Stage, 14.4.1762. One presumes that Cattani, who was, as the advertisement
notes, already an old man, did not live for much longer and died in the 1760s. The
music composed and published by Cattaneo comprises two sets of six sonatas for
violino e basso, opera prima and opera seconda (no date of publication is given).

32 EMS, Minutes, 3.7.1733.
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sang when he appeared in Dublin in 1725.33 There is, however, a
considerable amount of information about the music that Signor
Benedetto performed while he had been in London.34 In 1712 he had
sung the part of Darius in L'ldaspe Fedele, while in the 1719-20
season he appeared as Remo in Numitore (Porta), Fraarte [sic/ in
Radamisto (Handel), and Cefalo in Narciso (Domenico Scarlatti). In
1721-22 Benedetto took the roles of Timante in Floridante (Handel),
Costante in Crispo, and Ernesto in Griselda (both by Bononcini). It
seems probable that while he was in Edinburgh Signor Benedetto
sang extracts from these works, particularly those by Handel - but
whether he sang any Scots songs in Edinburgh is not known.

It seems that in July 1734 Signor Benedetto applied for leave

from the Society, as the Minutes note that the governor and directors
of the Society:

“Resolved that Mr Benedetto have leave to go for six weeks to any
part of the country he Pleases commencing from the first of August
next; But that hereafter neither he nor any of the other Masters be
allowed to be absent without leave from the Directors in a meeting
of the Directors, and even when such leave is given that there shall
be a stop of their salarys in proportion to the time of their
absence”.35

From the Minutes it seems that Signor Benedetto was in the employ
of the Edinburgh Musical Society for a further two months, until
September 1734 - the Minutes record that the Society continued to
pay his salary to that date.36The next reference to Benedetto in the
Minutes is found in November of that year, 1734, when it is clear that
the Italian had written to one of the members of the Society. This
letter seems to imply that Benedetto had not returned to Edinburgh

after his leave had expired, but had remained away, and intended to

The Dublin Musical Calendar merely records the following advertisement that appeared
in the Dublin Weekly Journal in the autumn of 1725: “[Signor Benedetto] receiv’d
encouragement from Generous Persons of Note and Distinction in this City, for Sixteen
Consorts, at half a guinea per Ticket”. Dublin Musical Calendar, 42. Walsh also quotes
this advertisement, adding “..No report of his Dublin concerts are extant except a
critical outburst of patriotic fervour from ‘Hibernicus’ in the Dublin Weekly Journal:
“Whilst our poor Players can scarcely get Bread among us by representing to
us in an agreeable and instructive manner, the various Passions and
Humours of Mankind a wretched Ifalian songster that is no more than the
Effigies of a Man shall avow from our Folly a Revenue equal to that of a
Nobleman.”
Walsh, Opera in Dublin 1705-1797, 23.
These are listed in the BDA, 1, 235, under “Baldassari, Benedetto”.
EMS, Minutes, 27.7.1734.
“..To Mr Benedetto his Salary for June July August
and half of Septemr 1734 £35.0 -
[total expenditure £368.9.6]”,
EMS, Minutes, 6.1734-6.1735.
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do so for the winter. The Minutes record both the content of
Benedetto’s letter and the Society’s decision to release him from
their employ:

“A letter from Mr Benedetto to Mr Young, was by him laid before the
Directors, imparting that Mr Benedetto is not to come to Scotland
this winter, but would be sure to return as soon as the Season
permitts, and that at his return it would be a pleasure to him to be
employed by the Society as they think proper. Resolved that Mr
Benedetto be acquainted, by a Letter from the Directors that they
are not to employ him any longer in the service of the Society, and
that he may lose no opportunity of other business in that
Expectation.”37

After this, Benedetto’s name drops from the Minutes of the Society
and there seems to be little information about his activities after this
date. The Biographical Dictionary of Actors does not record any
appearances after the concerts that Signor Benedetto had given in
Dublin in 1725.38

iii GIOVANNI ANGELO BATTISTA PUTTI

The Minutes of the Edinburgh Musical Society show that
Signor Putti was recommended to the Society by Signor Benedetto in
January 1733:

“The Governour and Directors have resolved that Signr. Putti
recommended by Sigrs. Senesino & Benedetto be employed as a
performer on the Fidle...and that Mr Benedetto be desired to write
to him to this effect by the same post.”39

Also included in this minute was a note of the terms that the Society
was offering:

“...[Signor Putti] be employed as a performer on the Fidle for one
year, And that he have an allowance of thirty pounds Sterline for
the years Service, payable as the other Masters Salarys from the
time he shall be in Edinburgh, And that he have a further
Allowance of Ten pounds to defray his Charges of coming to
Scotland, And that Mr Benedetto be desired to write to him to this
effect by the same post...” .40

From the evidence of the Minutes it is clear that Signor Putti did
indeed accept the offer made by the Society - the Minutes record
payments made to this musician for travelling charges as well as his

salary:

EMS, Minutes, 13.11.1734.

“..In Dublin for 16 successful concerts, after which he seems to have left Great Britain.
Though the date of his death is not known, Musgrave’s dictionary records a Benedetti,
presumably the singer, dying in England.” BDA4, 1, 235.

EMS, Minutes, 27.1.1733.

EMS, Minutes, 27.1.1733.

&7
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“...Paid a Tavern Reckoning in Luckie Thom’s

when Sigr. Putti came down £ 2.0.0

To another paid in Kinghoms £ 0.12.9
Paid the Expenses of Mr Putti’s coming down

per Bills to David Baird £10.5.0
...To Mr Putti a years Salary since he came down £30.0.0

[total expenditure £463.16.6]”41
The next reference to Putti in the Minutes dates from the following

year, 1734, when they paid him £7.10.0.42 After that, his name drops
from the Minutes, and one presumes that this Italian musician left
Edinburgh.

Once again, it is necessary to turn to other sources to try to
gain more information on this rather obscure musician, as his name
does not feature in the work of Scottish music historians;43there are,
however, short entries on Putti in a number of other sources.44
These other sources reveal that he was Giovanni Angelo Battista
Putti, a violinist, harpsichord player, singer and composer
originally from Lucca - the dates of his birth and of his death are not
mentioned. Some of the earliest references to Putti are found in the
first volume of The Musical Entertainer {London: G. Bickham, [1737-
1738]), which included two songs by Putti (see pages 445-446). The
setting of “The Melodious Songstress” was by “Sigr Putti of
Cambridge”. In 1738, four years after Putti’s Edinburgh sojourn,
Boydell has recorded the arrival of Putti in the Irish capital. Writing
in the Dublin Musical Calendar Boydell quotes the Dublin News-
Letter announcing the arrival of Putti, who was “...from Italy, but
last from London, where he accompanied Signor Farinelli in the
Opera”.45The Biographical Dictionary of Actors states that there are
no references to Putti in London, but that by 1755 Putti was in Bristol
performing and teaching music, while Farmer notes that Putti was
leader of the Aberdeen concert from November 1761 to August
1762.46

It is possible that Putti performed some of his own
compositions while he was in Edinburgh, although this is difficult to
establish with any degree of certainty, as the advertisements for
concerts dating from this period are rather vague in nature. The

EMS, Minutes, 5.1733-6.1734.
Total expenditure £368.9.6. EMS, Minutes, 6.1734-6.1735.

Such as Farmer, History, or Johnson, Music and Society.

BDA, XII, 214. Putti also features in the list of personalia compiled by Boydell in the
Dublin Musical Calendar, 288.

Boydell, Dublin Musical Calendar, 288.

Farmer, Music Making, 45-46.
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music that Putti composed and published is listed in R/ISM and RISM
RECUEILS. These pieces are generally short chamber works included
in volumes such as The Compleat Tutor for the Violin (London: J.
Johnson [c. 1750])47 Apollo's Cabinet (Liverpool: J. Sadler, 1756); The
Universal Musician (London: J. Smith [1737-38]); The Musical
Entertainer (London: G. Bickham [1737-38]). In the Dublin Musical
Calendar Boydell lists two instrumental chamber works written by
Putti and published by Manwaring: 6 new Sonatas or Duets for Flutes
or Violins, New duet for 2 German Flutes or Violins.48 Boydell also
lists music composed by Putti and mentioned in an advertisement in

the Irish press: a harpsichord Lesson, a Concerto in Seven Parts and
a Minuet.

iv  CRISTINA MARIA AVOGLIO

There are few biographical details about Cristina Maria
Avoglio. The dates and places of her birth and death are not known.49
It is clear, however, from the little information that there is on her,
(which comes mainly from the years from 1739-1744) that she was a
highly-regarded singer. The first reference to Signora Avoglio in
the Minutes of the Edinburgh Musical Society dates from 1738-1739,
when the account books of the Society record that they paid:

“...Signiora Avolio [sic] on her Bill £ 40.0.0
[total expenditure £402.15.312]”.s0

There are a number of subsequent references to Signora Avoglioin
the Minutes, mostly regarding the payments of her salary, butalso
noting that they paid her £20.0.0 travelling charges:

“...To Mrs Avolio £7.5 which with the £40 paid to her

by Mr Home makes up the £20 of

travelling Charges and £27 ” 5 her Salary

due 1st August pr receipt £ 750
...To Mrs Avolio two quarters Sallary ‘till 1st Febry £ 54.10.0

...To Mrs Avolio a quarters Salary due 1st May
pr Discharge . £27.5.0

See page 447. The same minuet by Putti, transcribed into A major, can be found in a
Scottish manuscript. NLS Inglis 153. See page 448.

Boydell, Dublin Musical Calendar, 304.

The BDA, 1, 181, merely states that she was an “Italian coloratura soprano...in London
by 1740”. The Dublin Musical Calendar details her appearances in the Irish capital in
1741 and 1742, while the London Stage gives details of her performances in London
between February 1743 and October 1744. Her name is cited in Deutsch, Handel.

EMS, Minutes, 14.2.1739.
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[total expenditure £414.15.6]7,51

and:
“...To Mrs Avolio her quarters Sallary

‘till 1st August 1740 £275.0
...To Mrs Avolio half a years Sallary viz from

Ist August 1740 to 1st February 1741

pr Discharge £ 54.10.0
...To Mrs Avolio her Sallary‘till 1st May 1741 £ 12.10.0

[totalexpenditure £438.19.912]".22
As Signora Avoglio’s salary was £27.5.0 per quarter (over £100.0.0

per annum) one can assume that she was one of the Society’s star

51
52
53
54
55
56

performers.53 The repertoire which the Signora performed for her
Edinburgh audiences 1is, as yet, unknown. The only other
information about Avoglio that comes from the Minutes relates to a
request for leave of absence from Edinburgh which she evidently

made to the Society some time before the end of July 1741:

“At a Meeting of the Governor and Directors Upon Application from
Mrs Avolio and Mr Barsanti desiring leave to be absent from the
Society for two Months Resolved that they should have leave to be
absent for that time without any stop of their Sallarys providing
they return [?] and the first of October But in case they shall not do
so Then their Sallarys shall be stoped [sic] from that time.”54

Signora Avoglio did not return to Edinburgh after her leave had
expired, as her name does not feature in the Minutes after that date.
Indeed, it seems that Signora Avoglio travelled to London at some
point during her leave, for in November she sang in Dublin with

Handel, who noted in a letter that:

“...The Nobility did me the Honour to make amongst themselves a
Subscription for 6 Nights, which did fill a Room of 600 Persons, so
that I needed not to sell one single ticket at the Door, and without
Vanity the Performance was received with a general Approbation.
Sig.ra Avolio, which I brought with me from London pleases
extraordinary...”.55

There seems to be no record of Signora Avoglio’s career after 1744;
indeed, it is not known whether she remained in Britain after that
date, or whether she then travelled abroad.5

EMS, Minutes, 6.1739-6.1740.

EMS, Minutes, 6.1740-6.1741.

This as compared with Signor Benedetto’s annual salary of £130.0.0.

EMS, Minutes, 24.7.1741.

Handel to Jennens. Deutsch, Handel, 530.

The BDA notes that: “On 11 June 1744 she assisted at Ruckholt House,Essex, in
‘Alexander’s Feast’, and so far as is known this was her lastappearance before aBritish
audience. Her career outside Britain is completely obscure.” BDA4, 1, 181.
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v SIGNOR PASQUALINO

At about the same time that the Edinburgh Musical Society
engaged Signora Avoglio, the Minutes record that:
“..£15. Ster. be paid to Mr Pasqualino for his service through the

Winter and that £20 Ster: yearly - Commencing from this 1st
March...”.57

The Minutes of the Society note that the directors made two further
payments to Pasqualino, both made in respect of his salary from the
Society:

“..To Mr Pasqualino his Sallery £ 15.0.0
[total expenditure £402.15.312]”,58

and:
“..To Mr Pasqualino his Salary
due 1st Septr pr discharge £ 10.0.0
[total expenditure £414.15.6]”.59

After this date, Pasqualino’s name drops from the Minute books. This
Italian musician was most probably the violoncellist and composer
Pietro Pasqualino. While his activities in Edinburgh have remained
rather obscure, there is some information about him to be found in
other sources, and this is useful in shedding a little light on this
area. The London Stage and the Biographical Dictionary record the

London concerts in which Pasqualino featured in 1732 and 1733.60
The music performed seems to have been a mixture of works by
Francesco Maria Veracini, San Martini and Carlo Arrigoni, with
Veracini himself performing alongside Pasqualino - who was hailed
as “the famous Italian Violoncello”6l - and “several others of the
most celebrated Performers”.62 The London Stage does not record
any performances which Pasqualino gave in that city between 1733
and 1748, and the entry on him in the Biographical Dictionary of
Actors suggests that he might have returned to Italy. By the mid
1730s, however, Pasqualino was in Dublin, as the Dublin Musical
Calendar records a benefit concert in April 1736, in which he took
part. The orchestra was led by Dubourg and the programme included
works by Handel. The Calendar states that “This was probably the
first occasion on which any of Handel’s sacred works were heard in
57 EMS, Minutes, 13.3.1739.

58 EMS, Minutes, 6.1738-6.1739.

59 EMS, Minutes, 6.1739-6.1740.

60 BDA, XI, 232.

61 Advertisement from an unnamed newspaper,5.5.1732, cit. BDA, XI, 232.
62 London Stage, 25.5.1733, benefitfor Pasqualino atHickford’s Room.
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Dublin.”63 By the winter of 1738, the Minutes of the Musical Society
note that Pasqualino had moved to Edinburgh. The repertoire that
Pasqualino performed in Edinburgh is, as yet, unknown. It is
possible that he included pieces of his own composition, as he had
done for concerts in London, and perhaps included some of the
pieces that were later published.64 After leaving the employ of the
Musical Society in 1740, it would seem that Pasqualino also left
Edinburgh, as the Dublin Musical Calendar records that he played in
the Irish capital in March of the following year, 1741 and then again
in May 1742. It is possible that Pasqualino performed in the first
performance of the Messiah which had taken place in that city in
April 1742. The Dublin Musical Calendar records Pasqualino’s career
in the Irish capital up to the mid 1740s, when he returned to London,
where he remained until his death in 1766.

Writing in his History, Burney noted that:

“PASQUALINO and the elder CERVETTO, the rivals of Caporale at

this time, had infinitely more hand, and knowledge of the finger-

board, as well as of Music in general; but the tone of both was raw,
crude, and uninteresting.”65

Burney, however, also noted that Pasqualino, along with Andrea
Caporale and Giacobbe Cervetto, were responsible for increasing the
popularity of the ‘cello, as they “...brought the violoncello into

favour, and made us nice judges of that instrument.”66
vi  FILIPPO PALMA

Filippo Palma is another of the Italian musicians who was
employed by the Musical Society in Edinburgh during this period

about whom very little seems to be known.67 His name features

Boydell, Dublin Musical Calendar, 61.

These published works comprise: Six Solos for two Violoncellos (London: Walsh [1748]);

Six Solos for two Violoncellos...opera seconda (London: Johnson [1751]); Six Sonatas for
the cetra or kitara with a thorough bass (London: Johnson for the Author [c. 1740]).

These are listed in RISM VI, 418, BUCEM, 764. Grovel, 1, 326, states that the ‘cetra’ was

“A term applied to the ENGLISH GUITAR until about 1800.”

BurneyH, 1V, 661.

BumeyH, 1V, 660.

From the fragmentary evidence that there is, there would seem to be a number of
different members of the Palma family. The London Stage notes that there was indeed a
Filippo Palma, but also records a number of performances in which a Bernardo Palma
was involved. The BDA (X1, 155) lists Bernardo Palma as well as Filippo Palma, and the
Dublin Musical Calendar records performances by Bernardo in the Irish capital between
1740 and 1769. In her article on music in colonial Philadelphia, Taricani notes that the
first known public concert in Philadelphia was given in January 1757 under the
direction of John Palma. Taricani, Jo Ann “Music in Colonial Philadelphia: Some New
Documents” The Musical Quarterly Ixv (2) 1979, 186-187.
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briefly in the Minutes kept by the Society after those of Signora
Avoglio and Signor Pasqualino. One assumes, therefore, that he was
employed by the Society to fill the void that had been left by the
departure of these two musicians.

The London Stage notes that Filippo Palma seems to have made
his first appearance in that city at the Drury Lane Theatre in April
1736, when he was billed as “...lately arrived from Italy...” in a
production of 4 Grand Epithalamium. There are no more references
to Palma in the London Stage during this period. Palma is first
mentioned in the Minutes of the Edinburgh Musical Society in 1741,
when they note that in November of that year, the governor and
directors of the Society had met together and:

“Agreed with Signor Philippo Palma to Sing in the Concert ‘till the

1st August next for £25 Sterling...ordered the Treasurer to pay him
five pounds Sterling more for writing Musick...”.68

There are subsequent references to Palma in the Minutes when the
Society paid him the amounts which they had agreed on:
“..Novr 14 To Mr Palma the Allowance given him

for writing Musick £ 5.0.0
[total transactions £423.2.0]”.69

After this, Palma’s name drops from the Minutes and one assumes
that he left Edinburgh - the Biographical Dictionary of Actors places
him in Norwich in 1742,70 and Deutsch records an appearance by a
Palma in London in 1751 at a benefit concert for Cuzzoni in
Hickford’s Room.71

As with a number of the other Italian musicians in Edinburgh
in this period, there is relatively little information on Palma in
either the Minutes of the Musical Society, or in newspapers, such as
the Courant. Indeed, there is not much information on Palma from
other sources (such as the London Stage, the Biographical Dictionary
of Actors, or the Dublin Musical Calendar) and therefore it is
difficult to speculate what musical activities he may have been
involved in in Edinburgh, beyond the vague assertion that he sang
and composed some music there. The Edinburgh Evening Courant

records the performance of Palma’s songs in 1753 and 1756.72

EMS, Minutes, 14.11.1741.

EMS, Minutes, 6.1741-7.1742

BDA, X1, 155.

Deutsch, Handel, 709.

“[Song| Cara di questo core, by Palma”, EEC 30.1.1753 and 5.2.1753; “Song, Basta, costi
[sic] ti credo, by Signor Palma”, EEC 28.2.1756.
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Probably the most information on Palma is found in two early
nineteenth-century sources - the multi-volume Cyclopedia
published in London in the early nineteenth century, and

Sainsbury’s Dictionary. The entry on Filippo Palma in the Cyclopedia

3

notes that he was “..a Neapolitan singing master, totally without

voice that could be called tuneful, yet he sung, or seemed to sing,
with such exquisite taste, as to revive the miraculous powers of
music equal to those ascribed to Orpheus, Amphion, and Linus...”.73
The entry continues in a similar vein, giving details not only on the
repertoire that Palma sang - including, interestingly, a Scots song
which Palma may have learnt during his Edinburgh residence - but
also providing important information on the manner of his

performance and the effect that it had on audiences:

“...Gluck’s celebrated air in Artamene, ‘Rasserena il mesto ciglio’
admirably sung by Monticelli at the opera, and encored every night,
when sung by Palma without voice in private, the fine voice, figure,
and action, and knowledge of Monticelli were annihilated and
forgotten. A singer in a room may hazard embellishments, which, on
a stage, accompanied by a powerful orchestra, would have no effect.
Palma’s manner of singing and varying ‘The Lass of Paties Mill,” had
more effect, even upon the most enthusiastic admirers of grand airs,
than the performance of the greatest singers.”74

A similar account of Palma’s ability to enchant his audience is found

in the Sainsbury Dictionary. The entry on Palma notes:

“He was an excellent pianist and tenor singer, but from his
dissipation he quickly exhausted the income which he derived from
the different branches of his profession. It is said, that one of his
creditors having waited on him, accompanied by bailiffs to seize his
effects, Palma commenced singing, and so charmed his unwelcome
visitor, that, instead of demanding the payment of his debt, he lent
him a second sum of money. CredatJudaeusT75

73 Rees, Cyclopedia, XXVI, unpaginated.
74 Rees, Cyclopedia, XXV, unpaginated. Burney had made a similar observation on Palma
in his History.
“Palma, who embellished this air [“The Lass of Paties Mill”] with great taste,
seems to have been more admired in singing it without a voice than
Monticelli with one that was exquisite; a singer in a room may hazard
refinements, which on a stage, accompanied by a powerful orchestra, would
have no effect.”

BurneyH, 1V, 451, n.

75 Sainsbury, John H. 4 Dictionary of Musicians, from the earliest ages to the present time.
Comprising the most important biographical contents of the works of Gerber, Choron
and Fayolle, Count Orloff, Dr Burney, Sir John Hawkins &c. &c. Together with upwards
ofa hundred original memoirs of the eminent living musicians. And a Summary of the
history of Music (London: printed for Sainsbury & Co., 1824), II, 258. This is echoed in
Rees: “Having been caught at home by surprise by some of his deepest and most
enraged creditors, from whom he had long been skulking, in order to escape his
gripe...Palma made no other reply...than by sitting down to the harpsichord and singing
two or three of his most pleasing and touching airs to his own accompaniment: when
the fury of the creditor was so softened by degrees, that at length he was entirely
appeased....”. Rees, Cyclopedia, XXV, unpaginated. A version of this story also appeared
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Both of the nineteenth-century sources cited above mention a
number of compositions by Palma. The entry in the Sainsbury

Dictionary notes that Palma was a popular and successful composer:

“...a Neapolitan composer of some Symphonies performed at the
Concert Spirituel, in Paris, in 1752. He was a pupil of the profound
Sala, and immediately on the completion of his musical education,
he wrote several theatrical pieces at Naples, and in the rest of Italy,
all of which were successful from their gay and piquant style.”76

The entry in the Cyclopedia alluded to a want of the basic skills of
harmony and counterpoint, observing that:

“...[Palma] was so ignorant of counterpoint, that he could not make a
base to the most simple melody. And though the airs which he
composed for his own singing were universally applauded, he was so
humble as to condescend to ask a young apprentice to DR. Arne to
furnish a base; and yet he touched the harpsichord in so original
and seemingly masterly a manner, that his apprentice would have
given the world to exchange all this knowledge in counterpoint for
Signior Palma’s ‘Toccatini.” 77

A number of published compositions by Palma are also listed
in RISM78 These were mostly vocal compositions with instrumental
accompaniments, such as the four volumes of songs published in
London under the same title, the Sei arie con istromenti. There were
also a number of songs in English that were published separately,
(such as Adieu ye Streams that Smoothly Flow and A Favourite Song
By an Eminent Master, see pages 450-452), and a set of Six Solos for
the harpsichord, violin and german flute, as also a song call'd
simplicetta Tortorella issued in Edinburgh by Richard Cooper for
Palma, and “A Favourite Air” published in the collection Apollo’s
Cabinet. 79

vii  SIGNOR LARINI

After Filippo Palma left Edinburgh at the beginning of the
1740s, the Society engaged another Italian whose name appears in

in Busby, Concert room, 1I, 57-58, adding that “..Palma at the time, was labouring
under a severe cold...”.

Sainsbury, Dictionary, 11, 258.

Rees, Cyclopedia, XXVI. Also in Bowers, Garry; Klima, Slava and Grant, Kerry S., eds.,
Memoirs of Dr Charles Burney 1726-1769 (Lincoln and London: University of Nebraska
Press, 1988), 42 n. 1. Also Scholes, Percy Alfred, The Great Dr. Burney: his life, his
travels, his works, his family, his friends (London: Oxford University Press, 1948) 31-32.
RISM, V1, 406-407.

This collection was issued in 1756. For Palma’s aria see page 449. Another edition of
this “Favourite Air” was issued about four years later with the title “When First I Saw
Thee. A New Song” ([London: s.n., c. 1760]), the composer, however, was named as
Pasquali. This air may have been one of the pieces written by Pasquali for Caterina
Ruini Galli in LTncostanza Delusaof 1745. See chapter 2, note 10 and pages 358-360.
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the Minutes for a brief period between 1742 and 1744. The Minutes
of the Musical Society record that in March 1742:

“Ordered that Mr Larini be taken into the Societys service and be
allowed a Sallary of ten pounds Sterling yearly Commencing the
first of May next He being obliged for [the same?] both to perform
on the violin and keep the Harpsicord in order...”.80

This was a certain Larini, about whom there appears to be very little
information indeed, either regarding his activities while he was in
Edinburgh, or relating to his life before or after he appeared at the
Musical Society concerts.8l It is, however, possible to draw a number
of conclusions about Larini from the information recorded in the
Minutes of the Musical Society and the payments made to Larini by
the Society:
“Deer 4 To Mr Larini his Sallary till Martinmass £ 5.0.0
..May 15 To Mr Larini his half years Sallary a new
Agreement being made with him on his
undertaking to put the Harpsichord in order,

whereby he was to have £12 yearly £ 6.0.0
[total transactions £321.0.212]”,8

and:
“Novr 24 To Mr Larini his Sallary ‘till
Martinmass last £ 6.0.0
March 7 To Mr Larini his half years Sallary
till Whitsunday next advanced by him
by order of the directors £ 6.0.0
[total transactions £205.6.712]”.83

A number of different sources would seem to suggest that Larini was
a keyboard player as well as a violinist. His yearly salary of only
£12.0.0 would lead one to conclude that Larini was not one of the
Society’s “star performers”. A comparison with the annual salary of
Leonardo Pescatore (who was engaged by the Musical Society in 1754
at £15.0.0 per annum) would imply that they occupied similar
positions in the Society. Furthermore, RISM notes one piece of
published music by this Larini, which appeared in Bremner’s
Harpsichord or Spinnet Miscellany printed in London almost twenty

years after Larini had been in the service of the Musical Society.84

80 EMS, Minutes, 8.3.1742.

81 Larini’s name is not listed in the DublinMusical Calendar, the LondonStage; the BDA;
Grove6 or Sadie, Stanley ed The New Grove Dictionary of Opera(London: Macmillan,
1992), hereafter GroveO.

82 EMS, Minutes, 6.1742-6.1743.

83 EMS, Minutes, 6.1743-6.1744.

84 The Harpsichord or Spinnet Miscellany Being a Gradation of Proper Lessons from the
Beginner to the tollerable Performer Chiefly intended to save Masters the trouble of
writing for their Pupils. To which are prefixed Some Rules for Time by Robert Bremner
(London: Bremner, [c. 1761/1765]), 21-22. See pages 453-454.
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From this piece it is evident that, in common with many of the other
Italian musicians in Edinburgh in the eighteenth century, Larini
also taught music.

viii GAETANO FILIPPO ROCHETTI

The Minutes of the Edinburgh Musical Society state that in the
mid 1740s the governor and Directors employed another two Italian
singers, Gaetano Filippo Rochetti and Girolamo Polani. Rochetti’s
name features in the Minutes of the Society for almost ten years,
from 1744 to 1753. Little is known of the period that Rochetti spent in
Edinburgh - while his career in London is reasonably well
documented,8 he is another of the Italian singers who has been
somewhat overlooked by those who have made a study of Scottish
musical history in the eighteenth century.8

The first reference to Rochetti in the Minutes is found in the
summer of 1744, when the Society paid his travelling expenses to
Edinburgh:

“..Augt. 2 To Mr Rochetti as his travelling
Charges pr Agreemt & Discharge £ 5.00
[total expenditure £306.10.1V2]7.87

From the Minutes kept by the Society it seems that Rocchetti was to
be in their employ only until Whitsunday 1749. In the autumn of
1748 the Minutes record that the governor and directors of the
Society had met together to discuss what should be done after
Rochetti’s departure:

“...The Meeting Considering That Segnr. Rochetti is engaged with the

Society no longer than till Whitsunday next, And that it would be

agreeable to the Society to have an other Singer, also a performer on

the Violin from Italy or elsewhere, Do therefor [sic] Recommend to

Mr John Carmichael and Mr James Clerk to write to some of their

acquaintances abroad to agree with a singer and a performer on the
violin for the span of five years...”.&

Despite the Society having engaged Giuseppe and Cristina Passerini
in April of the following year, 1749, Rocchetti remained in
Edinburgh and the Minutes note that the Society continued to pay
him his salary.89 With the Society still awaiting the arrival of the

85 See BDA, XIlI, 51-52; GroveO, I, 1364. The London Stage records performances in
which Rochetti appeared from 1724-1744.

86 No mention of Rochetti is made in Farmer, History; Johnson, Music and Society
87 EMS, Minutes, 6.1744-6.1745.

88 EMS, Minutes, 15.11.1748.

89 “..To Mr Rochetti £ 55.0.0
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Signori Passerini at the beginning of November 1749, the Society
decided that they should engage Rocchetti for another six months (to
cover the period before the Passerini arrived):

“The Governour and Directors of the Musicall Society have Engag’d
Mr Rochetti for half a year from the first of November last at his
former Sallary, he is also to be allowed 3 Guineas Coach Hyre and
39 Shillings for Chair Hyre formerly paid out by him”.90

A year later the governor and directors noted that:
“..it was represented to the meeting That, as the time of Signor
Passerinis coming to Edinburgh here was very uncertain it had been

thought necessary to Continue Mr Rochetti till Signor Passerini
shou’d come...” 91

With the arrival of the Passerini in Edinburgh in the beginning of
1751, and the subsequent well-documented lengthy disagreement
between them and the Society in the Minutes, the only references to
Rochetti in the Minutes are in the occasional payments made to him
by the Society:

“..By Mr Rochetti for 53/4 [7] Candle, Wax £ 0.17.3

..By Mr Rochetti as one years Sallary

preceeding the 1st of May 1751

including Chair Hire £56.18.0
[total expenditure £539.12.6]7,92

and:
“.June 12th 1751 To Error in Entring
Mr Rochetti’s Sallary last year £1.18.0
...March 1752 By Do [cash] paid to
Mr Rochetti for 6 [?] wax candle £0.15.0
..By Mr Rochetti in full of his allowance
from the Directors £27.10.0

[total expenditure £540.5.5V2]7.93
A minute in the account books kept by the Society dating from June
1752 notes that Rochetti had not received his salary from the Society
for some time. Whether the Society had become enmeshed in their
dealings with the Passerini and had simply overlooked the payment

of Signor Rochetti’s salary is not clear. The Minutes record that:

“..The Governor then acquainted the meeting that Mr Rochetti for
some time had had no Sallary from the Society. That besides his
Discretion and Obliging manner and the merit of his being an old
Servant in the Society, he might still be of use in making the
Intertainment more Compleat providing a small Sum could be raised

[total expenditure £278.10.5]”,
EMS, Minutes, 6.1748-6.1749.
90 EMS, Minutes, 7.11.1749.
91 EMS, Minutes, 14.11.1750.
92 EMS, Minutes, 6.1750-6.1751.
93 EMS, Minutes, 6.1751-6.1752.
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to maintain him in the place and Recommend a Voluntary
Subscription for that purpose...”.94

Two weeks after this, the Minutes note that the Society:

“...agreed to half a Guinea Extraordinary to be paid by each member

in November next [for Rochetti]...” 95

By the spring of the following year (March, 1753) the Minutes
of the Society note that Rochetti had acquainted the Society with his
wish to leave Edinburgh. Once again they show that the Society had
found Rochetti courteous and obliging, and the governor and
directors decided to make him a gift of some money - a sum which
was over and above the amount that they had given to some of the
other Italian singers and musicians for their travelling expenses to
London:

“..Mr Rochetti after many years Service was now going away he
hoped the Directors would give him some allowance for his Journey
as his finances were very low - The Directors in Consideration of
his long & obliging Services agreed to make him a present of Thirty
pounds Ster.g...”.9%6

Subsequent minutes detailing the expenditure of the Society record
that they paid Rochetti this amount and also £30.0.0 which they had

previously collected for him:

“March 23...By Do [cash] paid Mr Rochetti 30£ out

of the half Guineas and 30£ in a present £ 60.0.0
...May 29 By the Assembly Room
for MR Rochetti’s concert £ 220

[total transactions £547.6.2]17.97

After this reference Rocchetti’s name drops from the Minutes and
nothing seems to be known of him after this date.98

As with the other Italian singers and instrumentalists who
travelled to Edinburgh in the course of the eighteenth century,
important information regarding the music that they performed in
the Scottish capital comes from contemporary newspaper
advertisements. Some advertisements reveal little of the music which
Rochetti sang while he was in Edinburgh, concerning themselves
with the date, place and time of the concert:

94 EMS, Minutes, 10.6.1752.

95 EMS, Minutes, 24.6.1752.

96 EMS, Minutes, 10.3.1753.

97 EMS, Minutes, 6.1752-6.1753.

98 The BDA merely states: “TheNew Grove placesRochettiin Edinburgh in thel1750s.”
BDA, XII, 52. Similarly, “|Rochetti] wassinging inEdinburgh in the 1750s, having
apparently settled permanently in Britain.” GroveO, 1II, 1364.
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“ON Tuesday the 17th of January 1749, at Mary’s Chapel in
Niddery’s Wynd," will be perform’d
A CONCERT of Vocal and Instrumental Musick,
For the BENEFIT of
MR. ROCHETT],
Beginning at Six o’clock.
Tickets...at Mr Rochetti’s Lodging at the Head of St Mary’s
Wynd.”100

Some advertisements give a little more information, noting that
Rochetti would sing a “duetta” with Signora Passerini, 10l or a
“Duetto...composed by the C. de St. Germin”.102 Intriguingly, in 1753
Rochetti performed a “Song...O Liberty, by Mr Handel” at a benefit
for another musician, which had been organised “By the Desire of
the most Worshipful Grand Master of all the Free and Accepted
Masons in Scotland”.13 The Courant announced productions of Acis
and Galatea during the period that Rochetti was in Edinburgh,104 and
he probably sang in these, as he had sung the role of Acis in the
first performance of this work in London in 1731, and again in
Oxford with Handel in 1733.105 Other advertisements for concerts in
which Rochetti was to sing are yet more informative, giving details
of the pieces that would be sung and by whom they were written:

“AT Mary’s Chapel in Niddry’s Wynd, on Monday the 3d of
February 1752, will be performed, a CONCERT of Vocal and
Instrumental MUSIC,

For the BENEFIT of Mr ROCHETTI.

The Instrumental Parts to be performed by the best Masters of the
Musical Society.

N.B. There will be exhibited, the famous cantata of Pergolesi,
called, Orpheus secking after Eurydice.

Besides several other Songs in Italian, English and Scotch, and two
French Songs composed by Monsieur Lully, and sung after the
French Manner.”106

Similarly:

“On Thursday the 14th of June 1753 at Mary’s Chapel in Niddery’s
Wynd, will be performed, a FAREWELL CONCERT, for the Benefit of
Mr ROCHETTI, with a parting SONG, To the tune, as in the Beggars
Opera, O what Pain it is to Part! Also the Song, The Bush aboon

99 See page 564.

100 EEC 12.1.1749, 16.1.1749. Similar advertisements appeared in the EEC editions on
22.1.1747; 11.1.1750; 15.1.1750.

101 EEG 11.7.1751; 15.7.1751; 16.1.1752.

102 EEG 3.2.1752.

103 EEC, 22.1.1753.

104 EEG 30.7.1750; 14.3.1751.

105 Deutsch, Handel, 324-325.

106 EEG 28.1.1752; 30.1.1752.
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Traquair, and several Italian Songs. The Instrumental music to be
directed by Signor Pasquali...”. 107

For a benefit concert that Rocchetti had at the very end of his stay in
Edinburgh, the Edinburgh Evening Courant carried details of the

whole programme that was to be performed:

“For the Benefit of Mr ROCHETT], at the Assembly-Hall, on Tuesday
the 6th of February 1753, will be performed a CONCERT of Vocal
and Instrumental MUSIC, being the last he is to have after nine
Years Residence here.

Act I. The Overture in Ariadne, by Handel; Two Songs, viz. Cara di
questo core, by Palma; Non accusarmi ingrato, by Jacomelli; and
some new Tunes formerly composed by Mr Rochetti for his own
Diversion, never performed in Public before.

Act II. Concerto of Geminiani; a Song, viz. Author of Peace, by
Handel; a Solo on the Hautboy by Mr Crown; a Song, The Bush aboon
Traquair; and some other new Tunes.

Act III. Concerto of Corelli; a Song, viz. Quando sull’erbe amene, by
Lampugnani; some other new Tunes, concluding with the Free
Masons Anthem.108

Beginning precisely at six o’clock.

Tickets to be had at Mr Rochetti’s Lodgings in Lamb’s Land out of
Potter-row Port, at Mr Ross’s the second Shop above the Old
Provost’s Close, opposite to the City Guard, and at the Old and Laigh
Coffee houses, at 2s. 6d. each.”109

ix GIROLAMO POLANI

Girolamo Polani is probably among the most obscure of the
Italian musicians who travelled to Scotland in the eighteenth

century.l1l0 There is some information about his musical career

107 EEG 11.6.1753; 12.6.1753.

108 It is possible that this was later published. BUCEM, 350, lists The Free Masons Songs.
With Chorus's in Three & Four Parts, and a Bass for the Organ or Violoncello; to which
is added, some other Songs, proper for Lodges (Edinburgh: printed for R Bremner,
[1759]).

109 EEC 30.1.1753; 1.2.1753; 5.2.1753.

110 Along with Polani, Signor Carusi is one of the most obscure of the Italian musicians in
Edinburgh in the eighteenth century. In February 1750 the Courant carried the
following advertisement:

“On Saturday, the 24th of February 1750, will be performed,
at Mary’s Chapel in Niddery’s Wynd,
SIGNOR CARUSI'S
CONCERT of Vocal and Instrumental MUSICK,
with several pieces on the SALTERIO, an Instrument
upon which none in Britain can perform but himself.
Beginning preciselyat Six o’clock.
Tickets to be had, at the Old and John’s Coffee-houses, at Half a Crown each.”

EEC 22.2.1750. Carusi is mentioned in passing by Farmer (History, 281), who suggests
that the “salterio” in the above advertisement may have been a psalter or psaltery.
Grovel (II1, 283) notes that the salterio was the name given to a box zither or hammered
dulcimer in the Basque region and south-western France. The BDA (III, 93) records two
performances in London by Caruso. In April 1748 Caruso accompanied the singer
Reginelli on the “saltero”, and in August 1756 he performed a solo on the violoncello.
Caruso is not listed among the performers in the Dublin Musical Calendar. RISM (11, 76)
lists a number of compositions under the name of Luigi Caruso which date from the
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before he travelled to Edinburgh, but this seems to be limited to the
period between 1689-1720.111 Polani’s name first appears in the
Minutes kept by the Musical Society in 1744, when the Society paid
him a small sum for his travelling charges to Edinburgh:

£22.0
£306.10.17257.112
The Minutes show that Polani was employed by the Musical Society

“..June 13 To Mr Polani for his travelling charges
[total expenditure

for some ten years, until 1755. After that date his name drops from
the Minutes and there are no further references to him. There are

almost no references to Polani in the Minutes apart from the

mention of the payments of his salary:

“.June 29 ToMr Polani...
...Aug 7 Paid Mr Polani to compleat halfa
years Sallary from June last pr Discharge
...Sept 26 To Mr Polani
[total expenditure

“..Aug 5 ‘45 Paid Mr Polani
in part of his first quarters Sallary pr receipt
...Deer 23 Paid him in full of all Sallaries due
preceeding Deer 15th...
..Mar 15 ‘45 Paid him in full of his Sallary...
[total expenditure

“July 31 Paid Mr Polani in full of Sallary due
the 15th June, £3 as Sallary due and
2¢£ farther to acconpt pr receipt
...Novr 17 Paid Mr Polani...
[?] Paid Mr Polani...
[?] Paid Mr Polani...
[total expenditure

“...Paid Mr Polani a years Sallary
[total expenditure

“...To Mr Polani one years Sallary
[total expenditure

“...By Mr Polani’s Do [one years salary]
to 1st March 1751
By Ditto for one more Quarters to 1stJune

£55.0

£4.15.0
£55.0
£306.10.1V217,113

£5.0.0

£7.0.0
£5.0.0
£280.4.4]7,114

£5.0.0
£5.00
£5.00
£5.0.0
£268.15.8]7,115

£ 20.0.0
£348.11.4]7,116

£ 20.0.0
£278.10.5]7,117

£20.0.0
£5.00

1780s, but it seems unlikely that this was the same person as the Signor Carusi who had
appeared in Edinburgh in 1750.

111 GroveO, 111, 1043-1044; BDA, XII, 47; Deutsch, Handel, 114-115. Burney noted that: “In
1704, Polani, Mixte, Zanettini, Manza, Coletti, and other minor composers, gave
specimens of their abilities in dramatic music in Venice; but probably with little
success, as we hear no more of them.” BurneyH, 1V, 533.

112 EMS, Minutes, 6.1744-6.1745.
113 EMS, Minutes, 6.1744-6.1745.
114 EMS, Minutes, 6.1745-6.1746.
115 EMS, Minutes, 6.1746-6.1747.
116 EMS, Minutes, 6.1747-6.1748.
117 EMS, Minutes, 6.1748-6.1749.
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[total expenditure £539.12.617,118

“...By Mr Pollani's Do [salary] for one year
to 1st June £20.0.0
[total expenditure £540.5.512]7,119

“..By Mr Pollanies Do [forone year] to 12 June £20.0.0
[total expenditure £547.6.2]7,120

“..By Mr Pollani’s Sallary in full £17.0.0
[total expenditure £518.4.0]”.121
The only other mention of Polani in the Minutes relates to the
payment of two small sums of money, the first to the Infirmary:

“By Cash to the Infirmary with Mr Pollani £1.1.0
[total expenditure £518.4.0]”,12

and:
“March §...By Mr Polanie £0.5.0.
[total expenditure £557.5.2]".123
By 1754 Polani would have been at least 65/70 years old and it is
possible that he died in Edinburgh. There is almost no information
on Polani from the Courant, and so it is very difficult to try to

establish his contribution to Scottish musical culture in this period.

x GIUSEPPE & CRISTINA PASSERINI

Giuseppe and Cristina Passerini were two musicians who
travelled to Edinburgh about whom there is a considerable amount of
information - both from contemporary sources and in the form of
more recent work by scholars on music in eighteenth-century
Edinburgh.124

The Minutes of the Musical Society show that in the last few
months of 1748 they had begun to search for a replacement for

18 EMS, Minutes, 6.1750-6.1751.

19 EMS, Minutes, 6.1751-6.1752.

20 EMS, Minutes, 6.1752-6.1753.

21 EMS, Minutes, 6.1753-6.1754.

22 EMS, Minutes, 6.1753-6.1754.

23 EMS, Minutes, 6.1754-6.1755.

24 The singer Michael Kelly noted that “My first singing masters were Signor Passerini, a
native of Bologna, and Signor Peretti...”. Kelly, Michael Reminiscences of Michael Kelly,
of'the King's Theatre, and Theatre Royal Drury Lane, including a period ofnearly halfa
century; with original anecdotes of many distinguished persons, political, literary, and
musical (London: Henry Colburn, 1826), I, 3. Harris, Saint Cecilia’s Hall, 272-274, gives
details of the music that they performed while they were in Edinburgh and Gray, “The
Musical Society”, 206-207, concentrates mainly on the long and protracted
disagreement between Passerini and the Society regarding terms and conditions of
employment. No mention of the Passerini, however, in Johnson, Music and Society.



Lesser Figures c. 1720-1760

Rocchetti. In November of that year the Minutes note that the

directors had met together to discuss what should be done:
“..Considering that Segr. Rochetti is engaged with the Society no
longer than till Whitsunday next And that it would be agreeable to
the Society to have another Singer, also a performer on the Violin
from Italy or elsewhere Do therefor [sic] Recommend to Mr John
Carmichael and Mr James Clerk to write to some of their

acquaintances abroad to agree with a Singer and a performer on the
Violin for the span of five years”.125

By April of the following year, 1749, an agreement had been reached
between the Musical Society and the Signori Passerini, at that time
resident in Saint Petersburg. A copy of the contract between these
two parties is recorded in the Minutes, 126 and it states that the
Italians were to spend three years in the employ of the Society. As
part of their contract, the Passerini were to appear at the Society
concerts every Friday - the Signora was to sing and Signor Passerini
was to perform on the violin - for which they would receive a salary
of 600 roubles a year (to be paid quarterly) and £50.0.0 Sterling to
cover travelling expenses and for “..loss of time”.127

It seems, however, that the Signori Passerini did not arrive in
Edinburgh until January 1751 - almost two years after they had
signed the contract with the Society. The Minutes from this period
(1749-1751) are riddled with references to the Passerini, suggesting
that the Society were rather concerned. In February 1750, the
Society wrote the following letter to one of their contacts:

“Sir,

As we are inform’d that Segnior and Madam Passerini are preparing

to Sett out for Scotland, the Govemour and Directors of the Musical

Society beg the favour of you to write your partner at Pettersburg,

to use his utmost endeavours to get them to come by Sea, and to

encourage them, desire him upon their Embarcation for Leith, to

pay them £50 Ster. But if he cannot prevail on them to come by Sea,

he will please only pay them £20- on their setting from Pettersburg

and give them a CredL on Hamburg or any other Seaport for the

remaining £30.00, payable only on condition they go on board any
Vessell bound for Scotland”.128

By the middle of November - some seven months after the above
letter - the Signori Passerini still had not arrived in Edinburgh. The
Minutes of the Musical Society record payments made for the receipt

of letters from Hamburg, the latter two from Passerini himself, and

125 EMS, Minutes, 15.11.1748.

126 EMS, Minutes, 22.4.1749.

127 EMS, Minutes, 22.4.1749.

128“Copy of Mr Willm Douglas’ letter to Mr Thos Allan (9th Febr.y 1750) Mercht at
Pettersburg” EMS, Minutes, 9.2.1750.
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the former one either from Passerini, or possibly from contacts
which the Society may have had in that city:

“...Two Soldiers attending the Concert on Good Friday
& a Letter from Hamburg £ 038
[total expenditure £456.6.8]”,129

and:
“...By postage of a Letter from Mr Passerini £ 02.8
By postage of a Letter from Ditto from Hamburg £ 028
[total expenditure £539.12.6]7.130

Despite these letters, the Society were still unsure of when the

Italians would arrive in Edinburgh and so they decided to continue

employing Rocchetti to perform at their concerts for the time being:
“..And it was represented to the meeting that, as the time of Signor
Passerinis coming here was very uncertain it had been thought

necessary to continue Mr Rochetti till Signor Passerini shou’d
come...”.131

Dating also from this period (i.e. before Giuseppe and Cristina
Passerini arrived in Edinburgh) is a letter written by Handel to
Telemann which mentions the two Italians in a brief paragraph.
This letter raises a number of interesting points. Most obviously, it is
clear that both Handel and Telemann thought Cristina Passerini a
gifted singer. What also emerges is that the Passerini did not sail
directly from Saint Petersburg to Edinburgh, as the Society
preferred that they should, but travelled a more roundabout route,
giving them the chance of making contacts that might prove useful
to them at a later date. It also reveals that the Signori Passerini
intended to remain in Edinburgh for only six months and then move
to London. The letter written by Handel notes that:

“I was on the point of leaving the Hague for London when your most

agreeable letter was delivered to me by Mr Passerini. I had just

enough time to be able to hear his wife sing. Your patronage and
approval were enough not only to excite my curiosity but also to
serve her as sufficient recommendation; however I was soon
convinced of her rare quality. They are leaving for Scotland to fulfil
concert engagements there for a season of six months. There she
will be able to perfect herself in the English language; after that (as

they intend to remain some time in London) I shall not fail to be of
service to them in all ways that may depend on me.”132

129 EMS, Minutes,6.1749-6.1750.

130 EMS, Minutes, 6.1750-6.1751.

131 EMS, Minutes, 14.11.1750.

132 Letter from Handel to Telemann 12.1750. A transcription of the original is found in
Deutsch Handel, 696-697. The translation that I have used is included in Deutsch,
Handel, 697. This letter is also cited in BDA, XI, 233.
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The Minutes of the Edinburgh Musical Society state that the
Signori Passerini arrived in Edinburgh in January 1751 - they
record a payment of one shilling for refreshments: “..By Ditto [cash]
paid in the Coffee house with Mr Passerini...”.133 Subsequent Minutes
disclose the content of the letters written by Passerini from
Hamburg, which had been concerned with the terms of their
contract with the Society. These letters marked the beginning of a
long-drawn-out disagreement between Passerini and the Society that
carried on for as long as these two Italian musicians were in
Edinburgh. The progress of the dispute is chronicled in detail in the
Minutes, and judging from the amount of time and space that it took
up in the proceedings of the Society, it would seem that it was their
main concern during this period. In January of 1752 the Minutes
record that Signor Passerini presented a petition to the Society,
which duplicated a number of demands he had made previously by
letter.134 This petition included articles regarding the length of their
contract and their travelling charges:

“lst That his and his wifes Salary should commence and be

allowed them from the 1stJanuary 1750 that is a year before they
arrived in Edinburgh, which was 4th Janry 1751

2d That in place of the £50 allowed him pr Contract for
Travelling Charges & [£]20 more which he Received in Rotterdam, he
might be allowed the farther sum of £149 on that Account

3d That his Engagement with the Society should only subsist
for Two years after his Arrival in Edinr in place of Three years
Stipulate by the Concert

4 That a Sum be allowed to transport them from this place
when their Engagement expires, and

5 That They be allowed to go to London once a year, on account
of his wifes Religion, she being a Lutheran...”.135

As Passerini had made these demands only after he had signed the
contract with the Society,136 the Society were unwilling to agree to
all of them. Instead, they decided to give both Signor and Signora
Passerini three months leave from March to June to go to London

133 EMS, Minutes, 6.1750-6.1751, dated 1.1751.

134 “...After reading all Mr Passerinis Letters from Moscow Berlin, Hamburgh and
particularly his letter from Hambourgh [sic] dated the 23rd October 1750...in which
after stating his demands, which are the same as the above articles...”. EMS, Minutes,
1.1752.

135 EMS, Minutes, 1.1752.

136 “...[Passerini] plainly Acknowledges, that as he had not made these Demmands [sic]
before he signed the Contract, he had no solid reason to make them now, and but faint
hopes they would be complied with...”. EMS, Minutes, 1.1752.
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“...without any Deduction from their Salary...”,137 and £20.0.0
travelling charges to take them to London after their contract had
been fulfilled - depending “...on their good behaviour always...”.138
The matter, however, was not concluded, and from the evidence of
the Minutes it is clear that the dispute between the Passerini and the
Musical Society continued. Having drawn up an “obbligation” for
Passerini to sign, the Minutes record that at the beginning of March

1752:

“...went to Mr Passerini’s Lodging with the Obbligation, which Lord
Drummore Read and Explained at length to him and Disired [sic]
him to Subscribe, But this was positively Refused because he said it
would oblige him to fullfill his Contract and thereby Give up his
other demands. That after Lord Drummore and He Mr Carmichael
had endeavoured all they could to no purpose to prevail with
Passerini to Sign it, Lord Drummore Signed the same, having first
added a Clause Reserving Passerni’s Claims, and went away - Mr
Carmichael also called in the afternoon with the same Success; But
that Passerini had called at him that morning with the obligation
signed by him, underneath a Preamble to this Purpose, That the
true Intent of Signing the Obligation was that he thereby became
bound to Return to Edinburgh before the first of June next and to
perform his Engagement to the society for Seven Months after his
Return Viz. till the End of December next, after which his said
Engagement was finished, and he and his wife should be at liberty
to depart from this place when and where they pleased...the
Directors Refused to accept the Obligation in these terms...[went]
again in the forenoon to Mr Passerini’s Lodgings and told him the
same, and therefore insisted he would sign it in the shape Lord
Drummore had done, which he positively refused”.139

Not only was Passerini refusing to sign the obligation, but the

Society discovered that he was planning to leave for London:

“..informed that Mr Passerini was preparing to go off for London
without signing the Obbligation, they should take care to have him
Stopt by a Warrand from the Magistrates and in the mean time to
give him no manner of Reason to Complain...”.140

Again, the Society appealed to Passerini to sign the obligation, but:

“...Mr Passerini still refused to sign the Obligation, therefore in
Consequence of the above resolution and in certain Information that
he was going off next day...a warrand was obtained in the name of
the Society...”.141

The Minutes of the Society then record that they dismissed Passerini

from their service:

137 EMS, Minutes, 1.1752.
138 EMS, Minutes, 1.1752.
139 EMS, Minutes, 2.3.1752.
140 EMS, Minutes, 2.3.1752.
141 EMS, Minutes, 3.3.1752.
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“..Mr Passerini Returned the Obligation unsigned...John Watson
Procurator, who sent an officer with the Warrand to Mr Passerini’s
Lodging to Summond [sic] him to appear immediately, and to do this
as Discreetly as possible the officer was ordered to put off his
Officers Coat, and According went down to Mr Passerini’s house and
brought him before the Magistrates...he was dismissed”. 142

After this last note relating to the Passerini, there is a gap of some
three months during which they went to London.143 While the
London Stage does not record any performances by either of the
Passerini in 1752, it is possible that they used this trip to try to make
new contacts and renew old ones. By June the Signori Passerini
were back in Edinburgh - the Minutes note the resumption of the
conflict between the Society and these two Italian musicians. The
Society observed that:

“..to prevent all future debates, they agree that the term of
Endurance of the Contract shall be restricted to two years, But,
under these provisions, first that MR Passerini at the End of the two
years shall serve the Society without any Sallary for three months
in place of the three months of March April May last, when he was
absent...

and 2dly That since Mr Passerini insists so positively upon a
condition which the Society tho not obliged yet agree too, he shall
have no further allowance for Travelling Charges than the fifty
pounds paid to him at Petersburg, before his departure from thence.
Mr Passerini will therefore give a direct answer to the above, That
the whole may be laid before the General meeting, who alone can
release him from his Contract”.144

Once again, Passerini refused to agree to this,l45 but the Minutes
record that by July the Society had decided that:

“...convinced that nothing would satisfie Mr Passerini without
yielding to that Article he insists for Viz. of his and Madam
Passerini’s being free from their Engagement at the End of two
years, They agreed to the Same, and accordingly deliverd [sic/ to Mr
Passerini their Resolution, which was to that purpose...with this
proviso. That the said Mr & Madam Passerini should be Obliged to
serve the Society for Three Months after the Expiry thereof, without
any Sallary...”.146

The last mention of the Passerini which is found in the Minutes of
the Musical Society refers to the payment of their salary up to the
middle of January 1753:

“..By Mr & Mrs Passerini’s as3/4 Sallary

142 EMS, Minutes, 4.3.1752.

143 The BDA states that: “The Passerinis arrived in London in 1752...”, BDA, XI, 233.
144 EMS, Minutes, 9.6.1752.

145 EMS, Minutes, 15.7.1752.

146 EMS, Minutes, 15.7.1752.
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in full to the 12th Janry 1753 £ 77.10.0
[total expenditure £547.6.2]7.147

Shortly after this, at the beginning of February, Giuseppe Passerini
placed an announcement in the Courant declaring that:
“As Signor PASSERINI has some Enemies here, who have done all
they can do to spoil his Character: for the Reason the said Signor
Passerini takes this Opportunity to acquaint the Publick, that he
owes no body in Edinburgh; and if some Persons should have any
Pretension to him, they may call at his House on Friday afternoon,

because Saturday next being the 3d of February, he will set out for
London.” 148

After January 1753 there are no further notes in the Minutes of the
Musical Society relating to the Signori Passerini. A couple of months
after, in March 1753, the Society engaged Nicolo Pasquali to replace
Giuseppe Passerini as leader of their orchestra.149

A considerable amount of information about the period which
Giuseppe and Cristina Passerini spent in Edinburgh is found not only
in the Minutes of the Musical Society, but also in newspapers. In
common with most of the other Italian musicians who travelled to
Scotland in the eighteenth century, the Signore (and probably the
Signora too) taught music. From an advertisement which appeared
in the Edinburgh Evening Courant it is clear that Signor Passerini
taught voice, violin and harpsichord (playing from figured bass).
The advertisement also states that Passerini had been teaching for
some time, probably setting up his classes shortly after he arrived in
Edinburgh:

“The 6th of November Signor PASSERINI will begin again his School,

to teach Singing, Playing upon the Violin, and Thorow Bass upon the

Harpsicord, at his House the first Turnpike below Blackfriers
Wynd, from Nine o’Clock in the morning till Two A fternoon.”150

Newspaper advertisements are also useful in establishing the
repertoire that the Passerini performed while they were in
Edinburgh. An examination of the concert advertisements that were
published in the Courant is particularly fruitful as some of the
published programmes contain a considerable amount of detail. An
advertisement for a concert that they gave in their first year which

they spent in Edinburgh, although rather unspecific, illustrates a

147 EMS, Minutes, 6.1752-6.1753.

148 EEC 1.2.1753.

149 “..And Authoriz’d Mr Willm Douglas Treasurer to agree with Mr Pasqualli in the best
manner he could...in consequence thereof Engaged Mr Pasqualli to perform in the
Concert for one year for fifty five pounds Sterling”. EMs, Minutes, 10.3.1753.

150 EEG 2.11.1752. See page 564.
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range and mixture of music also typical of concerts by other
musicians living and working in Edinburgh:

‘For the Benefit of Mons. and Mad. PASSERIN,
On Wednesday the 14th instant, in the Assembly-Hall, will be
performed, an Extraordinary CONCERT of Vocal and Instrumental
MUSICK. Madam Passerini will sing a duetto of the famous Handel,
with the lines in English; besides several English and Scots Tunes,
with the Songs in the said languages. Also Mr Passerini will exhibit
a new Instrument, called LA VIOLE D’AMOUR, with which he is to
accompany Mris Passerini while she sings an Italian tune. - Tickets
to be had at Signior Passerini’s Lodgings first Turnpike below
Blackfriers Wynd, at Messrs Hamilton, andd [sic] Balfour’s Shop,
and at Balfour’s Coffee-house, at Half a Crown each.

N.B. Whereas, at the last Concert, to Mr Passerini’s great
Grief, some Persons could not find Room, such as have Tickets of
that former Concert will, upon them, be admitted to this one.”151

Advertisements for other concerts announce similar blend of Italian
arias, Scots songs and English music - meaning extracts from the

3

works of Handel: “..Madam Passerini will sing a Cantata of the
famous Pergolese’s, besides several English and Scots Airs, and a
Duetta along with Mr Rochetti...”;152 “...Madam Passerini will sing all
choice and agreeable Songs and new Scots Airs, never performed by
her before...”;153 “...Madam Passerini will sing extraordinary fine

English Musick out of Acis and Galatea, and other excellent

Musick...”;154 “...Signor Passerini will sing one of the best Cantatas of

Pergolesi, never produced before in Edinburgh, besides several
other new Italian, English and Scots Songs...”.155 The programme for
one of the benefit concerts of Giuseppe and Cristina Passerini had
appeared in the Edinburgh Evening Courant giving details of the
specific pieces that the Signora was to sing:

“For the Benefit of Signor and Signora PASSERINI, at St. Mary’s
Chapel in Niddery’s Wynd, on Tuesday the 18th instant, will be
performed, an EXTRAORDINARY CONCERT. The Concert will begin
precisely at Five o’Clock, and dismiss at Seven exactly, for the
Conveniency of such Ladies as incline to go to the Assembly after
the Concert...

First Act,

Overture by Mr Handel, in Occasional Oratorio; Signora Passerini’s
English Song, Ye men of Gaza, in Samson; Solo upon the Violin or
Viole d’Amour by M. Passerini; Mris. Passerini’s English Song,
Total Eclipse, in Samson. Second Act...Solo upon the Violin or Viole

151 EEG 12.8.1751.

152 EEG 11.7.1751; 15.7.1751. A similarly-worded advertisement appeared in a later
edition of the Courant 16.1.1752; 3.2.1752.

153 EEG 18.2.1752; 20.2.1752. A similarly-worded advertisement appeared in a later
edition of the Courant. 16.6.1752; 22.6.1752; 25.6.1752.

154 EEG 17.2.1752.

155 EEG 11.8.1752; 13.8.1752.
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d’Amour by M. Passerini; Mris. Passerini, the fine Cantata of Signor
Pergolesi, never produced in Edinburgh, Luce degli ochi [sic] miei.
Third Act, Mris. Passerini’s Scots Song, Tweed-side; Sinfonia by

Signor Passerini; new Duetto by Signor Araya, Ah se ti fui
crudele...”.156

Newspaper advertisements also reveal that at the end of 1751 (the
year in which they had arrived in Edinburgh) the Signori Passerini
organised a series of six concerts under the title of “Spiritual
Concerts”. These concerts, which were independent of those held by

the Musical Society, were paid for by subscription:

“THAT Mons. and Madam PASSERINI propose to give a SPIRITUAL
CONCERT, after the manner of Oratorios.

Madam Passerini is to sing Cantatas and Music, with sacred lines,
alternately, either in Latin, Italian, or English, composed by the
best Masters, such as Pergolesi, Marcello, Handel, &c. with some
English Songs that Madam Passerini is to intersperse, to render the
whole more entertaining. Mons. Passerini is to play Solos upon the
Violin and Viole d’Amour.

The said Concerts will be held twice every Month, or once every
Fifteen Days, and to begin [blank space] Day of [blank space]
continuing till the end of February ensuing.

Such as incline to enter into the Subscription, which is to be one
Guinea, shall have Ten Tickets for those Six Concerts. And they may
give in their Names to Messrs. Hamilton and Balfour; or to Mons.
Passerini, the Concert-Master of the Musical Society at Edinburgh,
who will be at great pains to dispose of everything after the most
exact and suitable Manner. And if the said Mons. Passerini and his
Spouse meet with Encouragement herein, they are hopeful
afterwards to produce here at Edinburgh some Entertainments still
far more accomplished...”.157

Subsequent advertisements show that concerts did indeed take
place.158 These advertisements announce that the music that was to
be given at these concerts included extracts of English music. One
advertisement announced that a performance would include: “...the
HYMN of ADAM and EVE, out of the 5th Book of Milton’s Paradise Lost,
besides other English songs...”,159 while another advertisement
proclaimed that “..Madam Passerini will sing extraordinary fine
English Musick out of Acis and Galatea, and other excellent
Musick.”160

This first series of “Spiritual Concerts” must have met with
some degree of success, for shortly afterwards Signor Passerini

advertised a further series of concerts in the Courant.

156 EEG 17.8.1752. This is quoted in Harris, Saint Cecilia’s Hall, 273-274, n 2.
157 EEG 17.12.1751; 30.12.1751.

158 EEG 7.1.1752; 13.1.1752; 14.1.1752; 28.1.1752; 11.2.1752; 17.2.1752.
159 EEG 11.2.1752. No composer is given.

160 EEG 18.2.1752.
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“THAT Mons. and Madam PASSERINI propose to give EIGHT
SPIRITUAL CONCERTS during the Four Months of the Winter Session
ensuing; so there will be two concerts in each of the said Months of
the Session. As Mons. Passerini intends to make these Concerts
more accomplished, with more Voices and Instruments; in order
that he may not be exposed to any loss, he entreats all such as
intend to Partake of these Amusements, to do him the Honour of
signing their Names before the End of February instant, because, in
the Beginning of March, he is to go to London for some weeks...”. 161

From this notice it would seem that the second series of conc