
Tourist’) positioned Burney in the tradition of Europeans visiting Italy in search of the ‘exotic self’ and the

ancient roots of their own culture. Taking the folk-song ‘Aria del Tasso’ (transcribed by both Burney and

Tartini) as a central example, Polzonetti argued that much of what Burney records during this journey bears

resemblance to a kind of ethnomusicological fieldwork.

Alternative takes on the theme of musical travel (or lack thereof) were evident in both of the conference’s

keynote addresses. The first was delivered by Elisabeth Le Guin (University of California, Los Angeles; ‘Why

Didn’t Burney Go to Spain?’), in which she considered the extent to which Spain and Spanish music are

marginalized in Burney’s General History. Central to this discussion was an uncovering of eighteenth-

century English attitudes towards Spain, and an interrogation of the received scholarship on which both

Burney and his contemporary John Hawkins relied. Vanessa Agnew (University of Michigan; ‘The Eye – or

the Ear? Eighteenth-Century Travel, Music History, and the Rhetoric of Witnessing’) presented the second

keynote address the following day, in which she examined the effects of Burney’s dependence on the

somewhat unreliable account of the explorer James Bruce as his chief source on Egyptian music. Agnew’s

discussion of the notion of the journey, or its re-enactment, as the eighteenth-century means of establishing

a connection to the past shed light on the central role of travel in the creation of eighteenth-century histories

of music.

The breadth of Burney’s musical experience furnishes many possibilities for performances of music with

which he may have had a connection, and the concerts offered over the course of the weekend provided an

excellent counterbalance to the conference’s scholarly discourse. Keyboardists David Yearsley and Mike Lee

(Cornell University) delivered ‘A Concert for Dr. Burney’, with readings from Burney’s own writings

delivered by Annette Richards. The first half of the concert took listeners to C. P. E. Bach’s music room,

where Burney heard him perform on his famous Silbermann clavichord. Yearsley played fantasias and

rondos from Bach’s Versuch and Kenner und Liebhaber collections on the clavichord to a hushed – and awed

– audience. The second half saw Lee and Yearsley perform one of Burney’s great favourites, Johann Gottfried

Müthel’s Duetto for two keyboard instruments. The three performances of The Cunning Man which took

place concomitant with the conference formed a special focal point for the gathering. Performed on period

instruments, the production was organized and conducted by Cornell senior Dorian Komanoff Bandy, with

stage direction by Lance Davis and choreography by Caroline Copeland of the New York Baroque Dance

Company. The opera provided a highly entertaining and uniquely practical opportunity to engage with the

musical talents of both Burney and Rousseau, perhaps too infrequently recognized today for their contri-

bution to the musical repertoire. Papers and performances together demonstrated that Burney’s continuing

significance for music historians lies not only in the wide ambit of his comments on composers, performers

and performing circumstances, but also in the detail with which he illuminates contemporary social and

aesthetic values. Despite the frequency with which we eighteenth-century scholars draw upon Burney, it is

clear that there remains much to be gained from the fruitful pages of his works.

mathieu langlois
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CORRESPONDANCES: EXCHANGES AND TENSIONS BETWEEN ART, THEATRE
AND OPERA IN FRANCE, c . 1750– 1850
NATIONAL GALLERY, LONDON, 26–27 MARCH 2010

In a striking realization of the possibilities of interdisciplinary work, the exhibit ‘Painting History: Delaroche

and Lady Jane Grey’ held at the National Gallery in London inspired a collaboration with the University of
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Nottingham. With the additional support of the Royal Musical Association, scholars in musicology, art

history, theatre studies and comparative literature joined forces to discuss interchanges between the

disciplines, both then and now.

The weekend was unified by themes that crossed disciplinary boundaries, as well as source materials that

resisted easy classification. The conference aimed to map exchanges between visual and theatrical arts, to

identify intermediaries in the transmission between these broadly and loosely defined fields and to analyse

persistent disciplinary attitudes and assumptions about these exchanges. Indeed, in sessions chaired by

Sarah Hibberd (University of Nottingham), Benjamin Walton (University of Cambridge) and Richard

Wrigley (University of Nottingham), scholars themselves collaborated throughout the conference, referring

to each other’s work and building on each other’s ideas to break down disciplinary and intellectual borders.

Particular concerns recurred regularly during the conference, among them the idea of the ‘dramatic’

element in visual art and, in turn, the visual elements of the theatrical arts, as well as the role and status of

audience reaction and critical response. Participants ended up questioning many of our assumptions about

the stage during this period, and about the nature of spectacle and illusion, examining the traditions, generic

requirements and challenges of each artistic medium from changing disciplinary perspectives. Both musi-

cologists and art historians analysed staging from a technological perspective. Advances in lighting tech-

nology inspired the papers of both David Charlton (Royal Holloway, University of London) and Giovanna

Constanti (University of Michigan). Charlton investigated the interaction between music and lighting in

scenes of dawn in mid-eighteenth-century operas and opéras comiques, and found that music was frequently

used ‘metaphorically’ to accompany motion and visual effects on stage. The combination of music and

changes in the environment, he argued, exteriorized the emotional world; in an apt phrase, Charlton

described music as ‘engraving for the ears’. Constanti approached stage lighting via extant engravings,

looking at images of Daguerre’s stage production of Isouard and Benincori’s 1822 opéra-féerie Aladin, ou la

lampe merveilleuse; she related these images to changes in the understanding of divine and artificial light.

Céline Frigau (Université de Paris VIII) also looked at production materials, but from a variety of ballets and

operas on the same subject: the peasant girl Clari and her transformation into a duchess. Frigau examined

costume sketches, reviews and stage directions for Maria Malibran’s performance as Clari in Halévy’s 1828

opera and concluded that the ‘excess’ often criticized by reviewers was actually an aesthetic choice on the part

of Malibran herself.

Thomas Grey (Stanford University) and Sarah Hibberd also analysed images associated with productions,

but with an emphasis on the interplay between visual art and the stage. Grey addressed the gothic imaginary

through literary, artistic and theatrical representations of the ‘Bleeding Nun’ in a wide-ranging discussion of

the advantages and constraints of each medium, and the narrative effect of changes in the medium. Hibberd

used similar production materials to discuss the adaptation of Gericault’s Raft of the Medusa into operatic

tableaux in Pilati and Flotow’s 1839 Le Naufrage de la Méduse. Hibberd spoke about the role of music in

constructing both temporal and spatial unfolding – a process that transformed Gericault’s images into a

drama paced by an overall tension between stasis and movement. The dramatic possibilities of painting also

appeared in the paper of Stephen Bann (University of Bristol), which discussed Delaroche’s use of doorways

and accessories to convey the sense of a world beyond the scene of the painting.

Audience reaction and interaction, alongside theories of sensibility and affect, informed the papers of Tili

Boon Cuillé (Washington University in St Louis), Beth S. Wright (University of Texas at Arlington) and

Patricia Smyth (University of Nottingham). Cuillé applied a technique derived from literary studies of

analysing an ‘implied spectator’ to tragédies en musique by Rameau and Gluck. In her study of score and stage

directions she maintained that, even though mechanical limitations restricted the scale of the spectacle, the

music and text appeal to the inner sensibility of audience members and encourage them to ‘cast beyond their

perception of the mechanical’. The music and text, she argued, imply that the imagined effects should be

greater even than the reality of the performance. Wright started off Saturday morning with a continued focus

on audience reception, examining reactions to gestures in Delaroche’s historical painting and the artist’s

changes in style in response to published criticism. Smyth also explored this subject in her paper on
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Delaroche’s depiction of interior emotional states. Although critics frequently accused Delaroche of theat-

ricality and melodrama, many spectators felt that the works conveyed authentic emotions precisely because

of their deliberately awkward (and therefore more ‘natural’) bodily positions. Smyth related the public’s

positive reaction to Delaroche’s ‘natural’ depictions of emotions to the reception of Marie Dorval’s stage

performances, which were likewise perceived as natural because of her ‘untheatrical’ distortion of her body.

Thierry Laugée (Université de Paris IV, Sorbonne) also examined appeals to the audience’s sensibility, but

in theatrical representations of artistic geniuses, particularly representations of Tasso. By transforming art

history and the concept of the genius into dramatic love stories, he argued, many authors made geniuses

more ‘approachable’ through their suffering and, moreover, were able to use representations of historical

artists as a commentary on contemporary ones. Olivia Voisin (Université de Paris IV, Sorbonne) also

considered the interaction between artists and the stage as she delved into the world of costume design,

exploring the relationship between Jacques-Louis David and designer Louis Boulanger. Having studied the

interaction of visual arts with costume design in the theatre, she concluded that artists tended to put their

own constructions of history on stage and thereby steered tastes towards their own ‘historical’ aesthetic.

Mark Ledbury (University of Sydney) continued to trace interactions between visual artists and the stage by

mapping the shared social circle and artistic milieu of David and the Degotti brothers.

Peter Mondelli (University of Pennsylvania) continued to sketch these artistic and social milieux when he

spoke about caricatures of Rossini in relation to the readership of the popular press. Finally, Richard Wrigley

explored the modern scholar’s relationship to earlier critics and audiences in his examination of Delécleuze,

a critic for the Journal des débats. Delécleuze’s discomfort with the contamination of visual art by ‘theatri-

cality’ and his vehement support for the ideal of artistic autonomy appeared in his criticism of both visual art

and theatre. Wrigley’s recovery of critical voices to be heard alongside those of the audience ‘implied’ by the

art work, and his insistence that tensions and exchanges between art forms should be the main sites of

scholarly inquiry, despite the occasional discomforts of interdisciplinarity, provided an apt message for the

end of the conference.

eleanor cloutier
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FOURTH BIENNIAL CONFERENCE OF THE SOCIETY FOR
EIGHTEENTH-CENTURY MUSIC
ST FRANCIS COLLEGE, BROOKLYN, NEW YORK, 8– 1 1 APRIL 2010

Since the formal establishment of the Society for Eighteenth-Century Music in 2001 the group has grown

steadily, continually embracing new perspectives in its biennial conferences and sponsoring collaborative

projects with other scholarly organizations. The 2010 meeting offered a broad overview of eighteenth-

century studies ranging from the familiar (J. S., W. F. and C. P. E. Bach, Vinci, Handel, Joseph and Michael

Haydn, Paisiello and Mozart) to the unfortunately overlooked (Graupner, Endler, Agrell, Campra, Hoff-

mann and Attwood).

The first day of papers, comprised of four sessions, featured a balance of instrumental and theatrical

genres and numerous points of contact between contextual studies and detailed analyses of specific works.

The opening session, entitled ‘Genres and Developments: Narrative, Connections, Topoi’, was initiated by

Pierpaolo Polzonetti (University of Notre Dame) and his detailed reading of Ovid’s Metamorphoses as a

narrative model for Haydn’s instrumental music, especially the String Quartet Op. 74 No. 2. The careful

music analysis concentrated on large-scale organization and unfolding thematic transformations, positing

not a programme for this work, but rather a narrative technique. In the meticulously researched and
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