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Foreword

Whoever would have imagined that the chance meeting of a 19-year-old student
and a venerable Sydney antiques dealer and keyboard instrument enthusiast in
1974 would lead nearly 40 years later to the writing of this book, undoubtedly
destined to become the classic of its kind? And who better to produce this than
a performer/scholar whose writing, particularly in the extensive Introduction,
conveys the same passionate eloquence that illuminates his playing? The author
has established an international reputation as a leading fortepianist, his playing
informed by a deep knowledge of musical style—particularly that of the baroque
and classical periods—and, as will be seen from the many pages of this book,
by an extraordinary knowledge of keyboard construction. There is no doubt
that this book represents a kind of homage to William Bradshaw, who, perhaps
unwittingly, pointed the young student, Geoffrey Lancaster, in the direction of
what was to become a brilliant career.

While the focus of the book is on the earliest pianos brought to Australia—and
the influence these had on shaping our colonial musical culture—his account
traces those ripples from seventeenth-century Europe that touched many shores
and led to the creation of a high craft that shaped musical performance in almost
all cultured societies. It was one of the civilising influences brought to a largely
uncivilised colony in Australia. This book, richly illustrated with photographs,
references and documentation, leads us into a world once alive with the
construction of pianos along original lines, some more lasting than others, and
which penetrated domestic music making as few other kinds of instruments
could. The best of these are not simply ancient artefacts, but also truly beautiful
musical instruments that should be heard today.

Many hundreds of them arrived in Australia during the nineteenth century and
it is a matter of concern that most of the pianos that contributed to our early
musical culture are fast disappearing as wealthy collectors from overseas snatch
them up. If—as it seems—we cannot retain them, Geoffrey Lancaster’s brilliant
book will at least furnish a precious record of what Australia once possessed.

David Tunley
Emeritus Professor of Music
The University of Western Australia
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Descriptive Conventions

The Term ‘Piano’’

During the eighteenth century, there was no commonly used term for the piano.
Stewart Pollens identifies 20 different eighteenth-century titles for the piano:

Gravicembalo col piano e forte (Maffei, 1711), Arpicembalo col piano

\

e forte (Medici inventory, 1700), gravecembalo a martelli (Italian
dictionary, second half of the eighteenth century), Cimbalo di piano e
forte di martelletti (Giustini, 1732), cembalo a martellino (testament of
Farinelli, 1782), clavecin a maillets (Marius, 1716), clavecin a marteau
(E. E. Blanchet’s inventory), Pantalone (Schroter, 1717), Cymbal-Clavir
(Ficker, 1731), Fortbien and Bienfort (Friederici, ca. 1745), cravo de
martelos (Antunes, 1760), clavicordio de piano (testament of Maria
Barbara of Braganza, 1753), clave piano (Madrid newspaper, 1777),
Pantalon, Hdmmer-pantalone, Himmerwerke, Pandoret, and Clavegin
Roial (the last five terms by Daniel Gottlob Tiirk, 1789), Banlony (J. C.
Jeckel and C. Jeckel, Worms, ca. 1790).2

Moreover, in 1770, Franz Jacob Spath (Spath)’ (1714—-86) named his new invention
‘Clavecin d’Amour’.* In 1774 in New York, Johann Sheybli offered a ‘hammer
spinet” for sale ‘by which he ... meant a ... piano’.” A contemporaneous title
page for piano music composed by Joseph Antonin Steffan (1726—97) indicates

1 Most of the material in ‘Descriptive Conventions’ is strongly based on, or comprises pronouncements
found in, Michael Cole’s acknowledged modern classic The Pianoforte in the Classical Era (Oxford: Clarendon
Press, 1998), pp. xi—xiii, and John Koster’s Keyboard Musical Instruments in the Museum of Fine Arts, Boston
(Boston: Museum of Fine Arts, 1994), pp. xxi—xxii.

2 S. Pollens, The Early Pianoforte (Cambridge: Cambridge University Press, 1995), p. 5.

3 In his day, Spath’s surname was usually written without an umlaut. It is probable, however, that ‘both
‘Spath” and ‘Spith” were used during the eighteenth century’. G. P. di Stefano, ‘The Tangentenfliigel and
Other Pianos with Non-Pivoting Hammers’, in The Galpin Society Journal, Vol. 61 (April) (London: The Galpin
Society, 2008), p. 80, fn. 5. For the purposes of this study, ‘Spath” will be used.

4 J. A. Hiller (ed.), Musikalische Nachrichten und Anmerkungen auf das Jahr 1770. Erster Theil [Musical News
and Notes for the Year 1770. First Part| (Leipzig: Im Verlag der Zeitungs Expedition, 1770), 30 April 1770,
p. 142,

5 L. Libin, ‘Early Piano Culture in America’, in R. Bosel (ed.), La Cultura del Fortepiano 17701830 Atti del
Convegno internazionale di studi Roma, 26-29 maggio 2004 [The Culture of Fortepiano 1770-1830: Proceedings
of the International Conference in Rome 26-29 May 2004] (Bologna: Ut Orpheus Edizioni, 2009), p. 381. See
also C. A. Hoover, ‘The Workshop’, in J. Parakilas (ed.), Piano Roles: A New History of the Piano (New Haven,
Conn.: Yale Nota Bene, 2001), p. 36.
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‘Clavi Cembalo d’espressione’.® Furthermore, ‘Johann Andreas Stein [1728-92]
always described himself as a faiseur de clavecins, [maker of harpsichords] ...
whether he placed his signature label on a harpsichord or piano’.”

During the 1700s, the words “piano” and ‘forte’ (and their variants) were quite
interchangeable, and subject to many permutations. For example, the periodical
L’Avant-coureur (The Forerunner), dated Monday, 6 April 1761, refers to the
‘clavessins a piano e forte’ of Gottfried Silbermann (1683-1753);® Silbermann
called his pianos ‘piano fort” and ‘piano et forte’.’ In Strasbourg, Johann
Heinrich Silbermann called his pianos ‘forté-piano’.'’® In Ziirich, Jean Caspar
Maag (1744-1822) referred to his pianos as ‘forte piano’. Jacob Adlung (1699—
1762), in his Musica Mechanica Organoedi, uses the term ‘piano forte’."" Johann
Adam Hiller (1728-1804), in his Wichentliche Nachrichten und Anmerkungen die
Musik betreffend (Weekly News and Notes on Music), uses the terms ‘fortepiano’
and ‘pianoforte’ interchangeably on the same page when describing the pianos
of Gottfried Silbermann and Johann Andreas Stein respectively.'” Certain solo
keyboard works and concerti composed by Joseph Anton Steffan indicate
on their title page ‘forte piano’, ‘forte e piano’ or ‘Cembalo di Forte Piano’."
Sometime before 1774, a ‘cembalo a piano e forte’ made by the Neapolitan
priest and organ maker Donato del Piano (fl. 1720-85) was sent as a gift to
the Queen of Naples." ‘Spanish piano owners in 1780 refer to their “fuerte-
piano”" In Madrid, Francisco Fernandez (1766-1852) and Francisco Florez
(d. 1824) called their instruments ‘fortes pianos’.'® In an advertisement published
in the Public Advertiser of Monday, 21 January 1765, Friedrich Neubauer
(d. 1774) calls his square piano'” a ‘pyano forte’. In the Public Advertiser of
Friday, 1 March 1771, the Dutch-born London-based keyboard instrument
maker Americus Backers (d. 1778) called his piano (with its distinctive ‘English’

“

6 See A. P. Brown, Joseph Haydn’s Keyboard Music: Sources and Style (Bloomington: Indiana University Press,
1986), p. 143.

7 M. N. Clinkscale, Makers of the Piano. Volume 2: 1820-1860 (Oxford: Oxford University Press, 1999), p. 471.
8 L’Avant-coureur. Feuille Hebdomadaire, Ot sont annoncés les objets particuliers des Sciences & des Arts, le
cours les nouveautés des Spectacles, & les Livres nouveaux en tout genre [The Forerunner. Weekly Leaf, Where are
Advertised Special Objects of Science & Arts, the Price of New Entertainment, & New Books of All Kinds], 6 April
1761 (Paris: M. Lambert, 1760-73), p. 219. Quoted in A. de Place, Le Piano-forte a Paris entre 1760 et 1822 [The
Pianoforte in Paris between 1760 and 1822] (Paris: Aux Amateurs de livres, 1986), p. 14.

9 R. Palmieri (ed.), Piano: An Encyclopedia (New York: Routledge, 2003), p. 345.

10 See M. N. Clinkscale, Makers of the Piano 1700—1820 (Oxford: Oxford University Press, 1995), p. 398.

11 J. Adlung, Musica Mechanica Organoedi, das ist: Griindlicher Unterricht von der Struktur, Gebrauch und
Erhaltung der Orgeln, Clavicymbel, Clavichordien, und andere Instrumente, in zwei Theilen [Musica Mechanica
Organoedi, that is: Thorough Teaching of the Structure, Use and Preservation of Organs, Harpsichords, Clavichords,
and Other Instruments, in Two Parts|, 2 vols, facsimile edn (Kassel: Barenreiter, 1961), Vol. 1, pp. 211-12, fn.
12 J. A. Hiller, Wochentliche Nachrichten und Anmerkungen die Musik betreffend [Weekly News and Notes on
Music] (Leipzig: Im Verlag der Zeitungs Expedition, 1768), Vol. 3, pp. 32, 40.

13 See Brown, Joseph Haydn’s Keyboard Music, p. 143.

14  See di Stefano, ‘The Tangentenfliigel and Other Pianos with Non-Pivoting Hammers’, p. 92.

15 C. E Colt and A. Miall, The Early Piano (London: Stainer & Bell, 1981), p. 20.

16  See Clinkscale, Makers of the Piano 1700-1820, p. 398.

17  See Footnote 15 in ‘Introduction’, this volume.
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type of hammer mechanism) a ‘forte piano’. Making pianos that were identical
to those of Backers, the Scottish-born Robert Stodart (1748-1831) described
his instruments as ‘piano forte’. In an advertisement published in the New-
York Gazette and Weekly Mercury of Monday, 10 October 1774, Johann Sheybli
claimed to make ‘fortepianoes’.'® An extant tuner’s notebook from the 1770s
uses the terms ‘forte piano’ and “piano forte’ on successive pages when referring
to the same instrument, and a few pages later adopts the shorter form ‘piano”."
In 1780, Johann Christoph Zumpe (1726-90) described his epoch-making
invention as a ‘piano-forte’.** ‘Among the major Viennese builders, Joseph
Dohnal [1759-1829] in c. 1795, and Conrad Graf [1782—1851] in c. 1820 referred
to themselves as makers of the Fortepiano.”*

For the purposes of this study, the terms ‘fortepiano’ and ‘piano’ are used
interchangeably to denote the eighteenth to early nineteenth-century wooden-
framed touch-sensitive stringed keyboard instrument whose strings are sounded
by pivoted hammers. The instrument’s frame may include gap spacers and/or
iron tension bars.

The term ‘modern piano’ denotes the type of ‘grand’ or ‘upright’ instrument
whose design, touch and sound characteristics were fundamentally established
during the late 1880s (and have remained basically unchanged since), now
commonly encountered in conservatoria, concert halls and homes.

Differences in the sound, touch and design of the piano’s many incarnations

not only prove that the instrument’s history is not that ‘of the single-minded

pursuit of an ideal form’,” but also that ‘every piano is historical ... no piano

embodies the history of the instrument ... [and] there is no such thing as the

modern piano any more than there is such a thing as the early piano”.”’

18 See Hoover, ‘The Workshop’, p. 36.

19  See Cole, The Pianoforte in the Classical Era, pp. xi, 1.

20 General Advertiser, 1 February 1780; reported verbatim in P. James, Early Keyboard Instruments: From
their Beginnings to the Year 1820 (London: The Tabard Press, 1970), p. 80.

21 Clinkscale, Makers of the Piano 1700-1820, p. 398. See also Clinkscale, Makers of the Piano, Vol. 2, p. 471.

22 ‘Afterword: Making the Piano Historical’ in J. Parakilas (ed.), Piano Roles: A New History of the Piano
(New Haven, Conn.: Yale Nota Bene, 2001), p. 325.

23 Ibid., p. 325.
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Note Names

Note names are identified in the following way:*

L]
[I®

BFE C F ¢ f ¢ ' & £ & £ ¢

Source: M. Cole, The Pianoforte in the Classical Era (Oxford: Clarendon Press, 1998), p. xii. Reproduced
with permission of Michael Cole.

Textual Conventions

In order to avoid use of the mannerism ‘sic’ within the context of quotations,
misspellings, errors and eighteenth-century typographical idiosyncrasies
remain intact (despite the possibility for the emergence of an alluring air of
quaintness); insertions are signalled with square brackets.

When a nameboard inscription appears in the text as the conclusion of a
sentence, the final full stop may not reflect the acutal presence of a full stop in
the original inscription.

Online References

In footnotes, links are provided in order to allow the viewing of source material
online. Because the permanency of links cannot be ensured, this study contains
sufficient bibliographic data to enable future readers to find a referenced source.

Material is repeated when there is benefit to be gained through reinforcement,
reminder or by viewing it from a different perspective.

When needed, the reader may wish to consult the glossary (Appendix Q) at the
end of the book.

24 Cole, The Pianoforte in the Classical Era, pp. xii. Reproduced with permission of Michael Cole.
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Discovery

In 1974, as an undergraduate music student, my life’s work as a player of
fortepianos and advocate for ‘historically inspired performance practice’* began
with the chance discovery of a large collection of fortepianos in the home of
the eminent antiques dealer, keyboard instrument enthusiast and gentleman of
Sydney William Frederick Bradshaw (1922-2009). Bradshaw was one of the most
respected members of Australia’s antique dealers’ fraternity, and his knowledge
of the developments that occurred in piano design and manufacture between
the late eighteenth and mid-nineteenth centuries was extensive. For the time,
Bradshaw’s musical enthusiasms were prophetic: during the early 1970s in
Australia, the notion of performing music composed during the Classic’> and
early Romantic’ eras using instruments of the period was, for many members of
the musical profession, virtually incomprehensible.*

1 The term ‘historically inspired performance practice’ refers to the conventions of performance that appear
to have been prevalent among knowledgeable performers prior to our time, including those customs that were
so commonly understood that they were not noted, as well as aspects of performance that were too subtle to
notate. See S. P. Rosenblum, Performance Practices in Classic Piano Music: Their Principles and Applications
(Bloomington: Indiana University Press, 1991), p. xvii. Historically inspired performance practice provides ‘a
vital key to our understanding’ and interpretation of the ‘incomplete record represented by musical notation’,
enabling a musical score to be read, understood and interpreted ‘in a richly contextualised way’. P. Walls,
History, Imagination and the Performance of Music (Woodbridge, Suffolk: The Boydell Press, 2003), pp. 10-11.
2 Inawidely accepted and commonly encountered periodisation schema of Western music history, the ‘Classic’
era is defined as the period between ca 1750 and ca 1830. Classicism (a European phenomenon) possessed certain
aesthetic characteristics: an ‘ideal of peace and serenity and ... tendencies toward repression and formalism’. J.
Barzun, Classic, Romantic, and Modern (Chicago: University of Chicago Press, 1975), p. 58. The term ‘Classical’ is
broader in its meaning, and is often used colloquially when referring to Western ‘art” music.

3 In a widely accepted and commonly encountered periodisation schema of Western music history, the
‘Romantic’ era is defined as the period between ca 1830 and ca 1880.

4 During the 1970s, many professional musicians in Australia experienced the reinvigoration of Baroque
keyboard music through historically inspired performances given on either replicas of or restored seventeenth
and eighteenth-century harpsichords (in a widely accepted and commonly encountered periodisation schema
of Western music history, the ‘Baroque’ era is defined as the period between ca 1600 and ca 1750). Some
musicians dared to entertain similar expectations in relation to the Classic-era piano and its repertoire. It was
an exhilarating time, filled with controversy and fervent self-defence. The late twentieth-century journey
towards the concomitant use of historical keyboard instruments and historically inspired performance
practice is perhaps best described by the German philosopher Arthur Schopenhauer (1788-1860): ‘Every
truth passes through three stages: First, it is [neglected or] ridiculed; Second, it is violently opposed; and
Third, it is accepted as self-evident.” H. von der Wagon Brecht (ed.), Quotable Arthur Schopenhauer: Kernels
of Wisdom and Insights (Morrisville, NC: Lulu Enterprises, n.d. [2008?]), p. 104. See also M. Skowroneck,
Harpsichord Construction: A Craftsman’s Workshop Experience and Insight (Bergkirchen, Germany: Edition
Bochinsky, 2003), p. 265.
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Behind the unassuming facade and narrow central double doors of Bradshaw’s
antiques shop’ lay a musical paradise: an unbelievable number and variety of
the piano’s varying historical incarnations cluttered rooms and filled hallways,
spilling into the large freestanding uninsulated red brick garage and workshop
at the rear of his terrace house at 96 Queen Street, Woollahra, Sydney.® The
cornucopia of pianos kept company with a profusion of the most exquisitely
beautiful Regency and Empire clocks (made by the most celebrated clockmakers
of London and Paris) that hourly filled the house with a cacophony of chiming
bells. At the height of this collective rhapsody, sight was drawn to eighteenth
and early nineteenth-century mirrors that reflected light shimmering through
opulently curtained windows, a light infused with gentle warmth by a surfeit
of ormolu and the sheen of more intricately inlaid French-polished Regency
cabinetwork than convenience required.’

In the first-floor drawing room (Plate 1), a grand piano® by John Broadwood
& Son dated 1802 (with its casework of cross-banded mahogany,” boxwood"
stringing creating the effect of outlined panels along the sides of the instrument,
satinwood'' decorating the keywell, and the wrest-plank veneered in maple)"
sat under the windows. For me, of all the wonderful instruments in Bradshaw’s
collection that lured with their captivating call, this piano sounded out the

5 Bradshaw’s shop had a ring-the-bell-before-entering system.

6 The garage had a metal roof, as well as a large metal roller door that opened to the lane at the rear of the
building. In 1957, Bradshaw paid £2470 for 96 Queen Street, Woollahra (having moved from his shop at 12
Market Street, Sydney). After Bradshaw’s death in 2009, his shop was ‘tenanted to Jacardi, the children’s
clothing store from Paris, following’ the property’s A$2.7 million sale. J. Chancellor, ‘Queen Street Eschews
Antiques for Fashion’, BusinessDay, 10 May 2010. See also W. Oakman, ‘Man of Antiques Lived on Fruit
Cake’, Sydney Morning Herald, 1 December 2009.

7 See R. Williams and M. Lloyd, The Australian Room: Antiques and Collectibles from 1788 (Melbourne:
Lothian Books, 1999), p. 28.

8 The term ‘grand piano’ is commonly used to signify ‘a large horizontal wing-shaped’ stringed keyboard
instrument ‘the form of which is directly derived from that of the harpsichord’, comprising a fairly deep case,
open at the top (closed by a lid), with a protruding horizontal keyboard (whose bass end meets the left-hand
edge of the instrument’s spine at a right angle) and a bentside following the line of the bridge; horizontal
strings run parallel with each other and the spine, passing over up-striking hammers (rare exceptions
have down-striking hammers) and the soundboard. E. M. Ripin, ‘Grand Pianoforte’, in S. Sadie (ed.), The
New Grove Dictionary of Music and Musicians, 20 vols (London: Macmillan, 1980), Vol. 7, p. 635. See C.
Clarke, ‘The English Piano’, in M. Latcham (ed.), Musique ancienne—instruments et imagination. Actes des
Rencontres Internationales harmoniques, Lausanne 2004 (Berne: Peter Lang, 2006), pp. 254-5. See also M. Cole,
The Pianoforte in the Classical Era (Oxford: Clarendon Press, 1998), p. 379.

9 ‘Wood from tropical trees of the genus Swietenia.’ J. Koster, Keyboard Musical Instruments in the Museum
of Fine Arts, Boston (Boston: Museum of Fine Arts, 1994), p. 331.

10 “Wood from shrubs or small trees of the species Buxus sempervirens.” Ibid., p. 331.

11 ‘“Wood of the closely related species Chloroxylon swietenia (East Indian satinwood) and Zanthoxylum
flavum (West Indian satinwood; called Fagara flava by some taxonomists).’ Ibid., p. 332. Broadwood probably
used the West Indian species in this instrument.

12 “Wood from the trees of the genus Acer ... The European species Acer pseudoplatanus is called ““sycamore”
in England.’ Ibid., p. 331.
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ravishing beauty and expressivity of Classic-era keyboard repertoire more
profoundly than any other. It was the first time I had heard such sounds, and
the instrument changed my musical life.

Another piano by John Broadwood & Son (ca 1805) sat on out-swept legs in the
centre of the room. This instrument functioned as a sofa table (the keyboard
pulled out like a drawer),"” and was derived ‘from a design of 1803 by Thomas
Sheraton’** (1751-1806) (Plate 1).

A beautiful square piano” made in New York by Robert & William Nunns
(1828)—veneered with mahogany, and with rosewood'® cross-banding, single
brass and ebony'’ stringing, its nameboard and the front curved corners of the
case ornamented with gilt transfers—sat against the right-hand wall, near the
far right-hand corner; the instrument’s trestle stand and stretcher (with carved
acanthus leaves and claw feet) were designed by the leading American furniture
maker Duncan Phyfe (1768-1854)."® Adjacent to this piano stood one of a pair of
large, enthrallingly beautiful Pierre-Philippe Thomire (1751-1843) candelabra,
their magnificent pedestals’ relatively ‘sober and simple adornment’ vividly
contrasting with the elaborate ‘detail and [refined] finishing of the candlesticks’
[branched] arms’* (Plate 1).

13 ‘Such pianos represented the desire both to hide the piano’s true identity and to turn it into a piece of
combination furniture.’ G. S. Gadd, The British Art Piano and Piano Design: A Conversation with a Reader with
Many Digressions (Middlesex: The Very Yellow Press, 2006), Vol. 1, p. 172. ‘In 1866, American Charles Hess ...
applied for a patent for a convertible bedroom piano complete with foldout mattress and drawers.” S. Isacoff,
A Natural History of the Piano: The Instrument, the Musicians—From Mozart to Modern Jazz and Everything
in Between (New York: Alfred A. Knopf, 2011), p. 56.

14 Williams and Lloyd, The Australian Room, p. 28.

15 A ‘square’ piano is superficially similar to a clavichord, and comprises a fairly shallow rectangular
box, open at the top (closed by a lid), with an inset keyboard towards the left at the front long-side of the
instrument, a soundboard at the treble end, and horizontal strings running obliquely from the back of the
instrument at the bass end to the front at the treble end (the bass strings being nearest to the player), the
strings passing over up-striking hammers and the soundboard. See Clarke, ‘The English Piano’, pp. 254-5.
Square pianos usually have dampers (unlike keyboard pantalons). ‘Only in recent years has there been a
renaissance when these long-neglected instruments have been appreciated for their fine craftsmanship and
the beautiful effects that they impart to” Classic-era music. M. Cole, Square Pianos: A Brief History (Newly
Revised April 2012).

16 ‘Wood from various species of the genus Dalbergia. Koster, Keyboard Musical Instruments in the Museum
of Fine Arts, Boston, p. 332. The Nunns brothers probably used the Central or South American species in this
instrument.

17 ‘The black wood of several species of the genus Diospyros.” Ibid., p. 331.

18 This piano is listed in M. N. Clinkscale, Makers of the Piano 1700-1820 (Oxford: Oxford University Press,
1995), Vol. 2, p. 269. See photograph in ‘Du Bois and Stodart Important Classical Carved Mahogany Piano
Forte’, in ‘The William F. Bradshaw Collection, 19th Century American Furniture and Decorative Arts—
Shapiro Auctioneers’, Antiques Reporter (Armadale, Vic.: John Furphy, n.d.).

19 K. Huguenaud, ‘Pierre-Philippe Thomire: Bronzier’, in Napoleon: Revolution to Empire (Melbourne: The
Council of Trustees of the National Gallery of Victoria, 2012), p. 248.
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By the window, near the tail of the 1802 Broadwood & Son grand piano, a single-
action harp by Sébastien Erard (1752-1831) evoked refinement and celestial
beauty (Plate 1).° This superb instrument was originally purchased on Tuesday,
11 May 1813, from Brard in Paris by a Monsieur Durnets.*!

In the back half of the drawing room, an upright grand piano by John
Broadwood & Sons (1815)—the instrument’s front handsomely pleated with
vivid silks**—dominated the far wall. Bradshaw was particularly fond of this
imposing instrument (Plate 2).

Plate 1 The first-floor drawing room in William Bradshaw’s home, view into
the room from the entrance.

Source: R. Williams and M. Lloyd, The Australian Room: Antiques and Collectibles from 1788 (Melbourne:
Lothian Books, 1999), pp. 26—7. Reproduced with permission of Christopher Groenhout and Roy Williams.
Photo by Christopher Groenhout.

20 This harp (serial number 273) is currently housed in the Stewart Symonds Collection, Ermington,
Sydney, NSW.

21 See S. Erard, ‘Ledger 1806-1819 (no d’inv. D.2009.1.75), in Centre Sébastien Erard (1806-19).
‘Unfortunately’, Erard’s sales registers ‘rarely list a purchaser’s name if the harp is resold’ (as this particular
instrument may have been). Email from Rosemary Hallo to the author, 17 May 2013. I am indebted to Ms Hallo
for this information.

22 See V. Lawson, ‘The Other Man in Keating's Life’, Sydney Morning Herald, 23 March 1991.
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Plate 2 The first-floor drawing room in William Bradshaw’s home, view
towards the entrance from the front left-hand corner of the room.

Source: R. Williams and M. Lloyd, The Australian Room: Antiques and Collectibles from 1788 (Melbourne:
Lothian Books, 1999), p. 30. Reproduced with permission of Christopher Groenhout and Roy Williams.
Photo by Christopher Groenhout.
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Plate 3 The first-floor drawing room in William Bradshaw’s home, view
towards the entrance from the front left-hand corner of the room. The
treble end of the keywell and keyboard of a grand piano by Broadwood &
Son (1802) can be seen in the bottom left-hand corner of the image.

Source: Reproduced with permission of Christopher Groenhout and Roy Williams. Photo by Christopher
Groenhout.

A square piano made in 1830 by the Rapperswil-based* piano maker Heinrich
Huni (1798-1866) nestled in the corner near the drawing room’s entrance (Plates
2 and 3). This instrument had belonged to a Swedish family who fled to Australia
during the horrors of the 1940s, and who returned to their home country
after World War II (Bradshaw acquired the piano from the family at a Friday
Lawsons* auction in 1946). The piano was veneered in olivewood,” and had
four columnar legs with beautiful brass capitals. Each leg sat on an individual
square block base. With its fallboard closed, the instrument functioned as an
attractive side table.”® In the form of a Parianware sculpture, flanked by two
glowing Argand lamps, Hebe, the goddess of youth, offered fragrant nectar and
ambrosia to the gods and goddesses of Mount Olympus from atop this piano
(Plates 2—4 and 401).”

23 The town of Rapperswil is located on the eastern shore of Lake Ziirich, Switzerland.

24 During the twentieth century, the family-owned company of Lawsons was a leading Sydney auction house.
25 Wood from the trees of the species Olea europea. See E. Meier and S. Earis, ‘Olive’, in The Wood Database:
By Woodworkers, for Woodworkers (Last updated March 2011).

26 This piano (serial number 292) is listed in Clinkscale, Makers of the Piano, Vol. 2, p. 195.

27 Dame Nellie Melba (1861-1931) features prominently in the history of this sculpture. See Appendix I,
Volume 2 of this publication.
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Every object in Bradshaw’s extravagant drawing room had won its ‘right to be
[there] ... through high quality and by being characteristic of the best of ... [its]
age’.”® The room was indeed ‘a jewelled collectors’ cabinet’;*” more importantly,

it was a peaceful haven for gracious living, and the soul of Bradshaw’s home.

In the downstairs shopfront room, an 1834 John Broadwood & Sons grand piano
led me ever closer to the essence of the early Romantics. This instrument, prior
to its recent purchase by Bradshaw, had resided in the Green Drawing Room of
Warwick Castle, where, as one of two matching instruments, it had been used
as a barrier to keep members of the visiting public away from a painting by
Peter Paul Rubens (1577-1640).” Its lustrous rosewood case, inlaid with brass
scrolling leaves and flowers, and reeded lobed baluster legs with engine-turned
gilt metal collars, were beyond compare. To this day, I have not encountered
an English grand piano with casework more spectacularly beautiful than this
refined and seductive instrument (Plates 5 and 6).”!

Unlike many who had become absorbed by the proliferating complexities of a
shallower world, Bradshaw, in his passion-driven preservation of rare, gorgeous
pianos, demonstrated one of the moral obligations of humanity: to protect the
works of love.”

On many a visit, I was required (at Bradshaw’s insistence) to sightread Carl
Czerny’s (1791-1857) ‘Grand Mosaic ... Founded on Bellini’s Norma’,” a set
of variations on arias and choruses from Bellini’s opera ‘Norma’ (a particular
favourite of Bradshaw’s). The fragile, yellowed early nineteenth-century first-
edition score of this scintillating work was one of several enchanting treasures
in Bradshaw’s eclectic collection of music and letters.*

28 Williams and Lloyd, The Australian Room, pp. 25-8.

29 1Ibid., p. 28.

30 This information is derived from a conversation held on Thursday, 22 March 2012, between the author
and Stewart Symonds.

31 On Friday, 25 June 2010, this Broadwood grand piano (serial number 13932) was offered for sale (within
the context of the auctioning of the Owsten Collection) by one of the world’s leading auction houses, Bonhams
1793 Limited. The instrument was offered as Lot 3, and sold for A$22 200. The piano is listed in Clinkscale,
Makers of the Piano, Vol. 2, p. 55.

32 SeeR.West, Black Lamb and Grey Falcon: A Journey through Yugoslavia (Edinburgh: Canongate Classics, 2001), p. 915.

33 Charles Czerny, Czerny’s Grand Mosaic for the Piano Forte Founded on Bellini’s Norma (London: George
Walker & Son, n.d.).

34 In the first-floor drawing room, two drawers fitted into the apron running beneath the piano by Robert &
William Nunns (1828) (each drawer was adorned with a brass ring drop handle settling against a flower design
brass patera) contained Bradshaw’s collection of early colonial sheet music. Every work in this valuable collection of
dance music and popular songs was composed, printed and published in Sydney. Following Bradshaw’s death, the
collection could not be found. It is known that when Bradshaw was alive, a regular visitor (a member, Iam told, of the
legal profession) would ascend the stairs with a briefcase, in order to use the facilities (which were on the first floor).
With care not to make unjust accusation, I allow myself the indulgence of recounting this observation. Bradshaw’s
collection of music and letters was enhanced by a portrait (in the form of a print) of the pianist-composer Franz Liszt
(1811-86); Liszt himself had autographed this print with his full signature. The framed print was positioned high on
the far wall of the first-floor drawing room, near the entrance doorway.
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Plate 4 William Bradshaw’s Parianware statue of Hebe, the goddess of
youth (detail).

Source: Stewart Symonds Collection, Sydney. Photo by the author.

Plate 5 Grand piano by John Broadwood & Sons (London, 1834).

Source: Owsten Collection viewing, Overseas Passenger Terminal, Circular Quay, Sydney. Photo by the
author.
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Plate 6 Grand piano by John Broadwood & Sons (London, 1834).

Source: Owsten Collection auction viewing, Overseas Passenger Terminal, Circular Quay, Sydney. Photo
by the author.

Within a pervasive atmosphere of serenity and good taste, there ‘was always
time for tea’ and rich, moist fruitcake.?” Tea was served from a sterling silver
Matthew Boulton (1728-1809) teapot (Plate 7).** Number 96 Queen Street,
Woollahra, was truly Heaven.

35 E.Jensen, ‘Clock Runs Out for Father of Sydney’s Antique Trade’, Sydney Morning Herald, 19 November 2009.
Once a week (unfailingly), Bradshaw would make a trip to the retail store David Jones in order to purchase a Big Sister
tinned fruitcake. On one occasion (having undertaken his journey very late on a Friday afternoon), he was, upon
arrival, informed by a member of David Jones” staff that there were no fruitcakes left. A vociferous exchange ensued,
after which Bradshaw triumphantly returned home from the esteemed store in a taxi with a large three-tier wedding
cake (purchased for five guineas); this particular confection had functioned as the David Jones exemplar for varying
styles of wedding cake decoration. Bradshaw’s friends were immediately invited to somewhat unceremoniously
assist in consuming the oversized and eclectically decorated cake. During the weekend, Bradshaw and his mother
undertook the gigantic task that had been left uncompleted by Bradshaw’s friends; Herculean feats were performed
with the knife and fork, and by Monday the cake (including its columns) had gone. This information is derived from
a conversation held on Thursday, 22 March 2012, between the author and Stewart Symonds. See also Lawson, ‘The
Other Man in Keating’s Life’.

36 See Oakman, ‘Man of Antiques Lived on Fruit Cake’.
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Plate 7 William Bradshaw’s Matthew Boulton (1728-1809) teapot.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

During the years following these life-changing meetings with William
Bradshaw, his name was regularly associated with reliable, substantiated and
accurate information concerning the provenance of antiques—be it pianos or
other artefacts; his knowledge was prodigious, and his insights were commonly
respected. The day after Bradshaw’s death, the journalist Erik Jensen wrote in
the Sydney Morning Herald of Thursday, 19 November 2009:

He will be, forever, the man Neville Wran [Premier of New South Wales,
1976-86] chose to refurnish Elizabeth Bay House.”” A dealer who sold
to the Packers and the Fairfaxes.”® Who sourced clocks for Paul Keating
[Prime Minister of Australia, 1991-96, and] ... whom [Keating] ...

described as ‘simply the most knowledgeable antique dealer Australia

has known’.*

Little did T know that this intelligent, cultured and distinguished man was to
feature prominently in my life 39 years later, in connection with one of the

37 Elizabeth Bay House is an imposing and elegant historic home that was built for the Colonial Secretary
of New South Wales, Alexander Macleay (1767-1848), between 1835 and 1839. It was built on 22 hectares of
land at Elizabeth Bay, Sydney. The land was granted to Macleay in 1826 by Governor Ralph Darling (1772~
1858). It is uncertain who designed the house. Recent research suggests that the colonial architect, builder and
pioneer settler John Verge (1782-1861) was the principal designer.

38 The Packers and the Fairfaxes are two of Australia’s wealthiest families.

39 Jensen, ‘Clock Runs Out for Father of Sydney’s Antique Trade’.
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most culturally significant® pianos in Australia: the First Fleet* piano. As my
erudition grew during those 39 years, my comprehension of the depth and
wisdom of William Bradshaw'’s knowledge and opinions intensified.

Until recently, as Professor of Music at The Australian National University
School of Music, I taught fortepiano at the institution that (in its former guise
as the Canberra School of Music—a community of enquirers infused with ‘a
relentless spirit of creativity*>—where ‘learning had no end in view except
its own furtherance’)” prepared me so well for a fulfilling professional life.
The memory of those transforming hours spent with Bradshaw’s pianos was
conscripted into the service of a private dream. I was privileged to play the
pianos in Australia’s largest public working collection of historical keyboard
instruments, a collection I assembled at the university in the hope that the
lives of students and music lovers might be transformed (as was mine) by the
utter beauty of the sound of eighteenth and nineteenth-century keyboard
instruments. My ardent hope is that these instruments will survive the stealth
and prideful ignorance of any whose obsession with money and hunger for
power undermines educative philosophy, integrity, decency, courtesy, ideas of
the beautiful or deep truth. All too often it seems the oppressions of corporate
governance have their origins in small minds and cruel hearts. The craving for
worldly goals is a false substitute for true existential need, union with God,*
and it comes as no surprise that music mystifies and intimidates those who ‘are

7 45

so blind that they are ... [unaware] that they ... [live] in darkness’.

Investigation

It has long been thought that the first piano to be brought to Australia had
been forever lost in a miasma of oblivion. This is not surprising. ‘The casualty
rate of late 18th century square pianos is notoriously high. This is the result
of a combination of changing fashion, advances in relation to sound, touch

40 In New South Wales, an ‘item may be classed as culturally significant if it meets any one of seven criteria’.
S. Rosen, Australia’s Oldest House: Surgeon John Harris and Experiment Farm Cottage (Sydney: Halstead
Press, 2007), p. 11, fn. 4. These criteria are listed in ‘4. NSW Heritage Assessment Criteria’, in NSW Heritage
Manual. 2: Assessing Heritage Significance (Sydney: NSW Heritage Office, 2001), p. 9.

41 The ‘First Fleet’ is the name commonly given to the British convoy, comprising 11 ships, which sailed
from Portsmouth, UK, on Sunday, 13 May 1787, to establish a colony at Botany Bay in Australia. On arriving
at Botany Bay, the ‘area was deemed to be unsuitable for settlement so ... [the fleet] moved north arriving
at Port Jackson [later called Sydney] ... on 26 January 1788’. C. Dunn and M. McCreadie, ‘Australia’s First
Fleet—1788’, in IFHAA Shipping Pages: The Founders of a Nation (Last modified 20 March 2006).

42 T. Keller, Every Good Endeavor: Connecting Your Work to God’s Work (New York: Dutton, 2012), p. 60.

43 James, Cultural Amnesia, p. Xxiv.

44  SeeK. C. Markides, Gifts of the Desert: The Forgotten Path of Christian Spirituality (New York: Doubleday,
2005), p. 208.

45 Ibid., p. 112.
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and design, and the space generally available in the home.* (For any musical
instrument, the voyage from the eighteenth to the twenty-first centuries can be
a perilous one; square pianos especially need the buoyancy of good fortune to
survive.)*” As a consequence, researchers (in the absence of an actual instrument,
and perhaps because of indifference) have not tracked the history of Australia’s
first piano past its being owned by George Bouchier Worgan (1757-1838)—a
London-born naval surgeon serving aboard the flagship of the First Fleet, the
Sirius—and Worgan giving the instrument as a gift to Elizabeth Macarthur
(1766—1850)in 1791. I am in agreement with the eminent music historian Thérése
Radic (b. 1935), who observes: ‘For the most part ... [Australian] historians
ignore music. They find space for literature and the visual arts ... but they
shy off any serious consideration of music as a central cultural manifestation.
Music enters into our older histories at the margins.’*® Perhaps this is because
of the unintentional influence of those musicologists who—having shamed
themselves and their calling by a reluctance to engage with the wider academic
community—have failed to assert that ‘theirs is not marginal material but
rather that music is central to the human condition’.* (‘In a world in which
we struggle for understanding we cannot afford to overlook what music has to
offer, and this means active engagement with it, not a fastidious and melancholy
withdrawal.’)* It may also be so because of a fear of the power of music—the
power of meaning.

Music ‘is not a plaything, but a necessity, and its essence, form, is not a
decorative adjustment, but a cup into which life can be poured and lifted to the
lips and be tasted’.>* As Vasily Kandinsky (1866—1944) observed, art—especially
music—emains silent to those who do not wish to listen to form’.”> After all:

[Music] is good for us. Period. It is good for the soul. It is good for
human tolerance. It frees our minds. It reinforces our capacity to feel
and understand.

46 Gadd, The British Art Piano and Piano Design, Vol. 1, p. 241.

47 See L. Groom, First Fleet Artist: George Raper’s Birds & Plants of Australia. Recently Discovered First Fleet
Masterpieces (Canberra: National Library of Australia, 2009), p. 57.

48 T. Radic, ‘The Lost Chord of Australian Culture: Researching Australian Music History’, in J. Southcott
and R. Smith (eds), A Community of Researchers: Proceedings of the XXIInd Annual Conference (Melbourne:
Australian Association for Research in Music Education, 2002), pp. 6-14.

49 J. H. Jackson and S. C. Pelkey (eds), Music and History: Bridging the Disciplines (Jackson: University Press
of Mississippi, 2005), p. xiii.

50 N. Cook, Music: A Brief Insight (New York: Sterling Publishing, 1998), p. 162.

51 West, Black Lamb and Grey Falcon, p. 55.

52 Vasily Kandinsky, quoted in P. A. Riedl, ‘The Desire Within’, in A. M. Mascheroni (ed.), Kandinsky
(London: Park Lane, 1993), p. 5.
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Music, and the devotion to beauty it represents, releases some of the
most positive, noble and life-affirming feelings that humans are capable
of.”

Of all the pianos made during the late eighteenth and early nineteenth centuries,
only 2 to 4 per cent have survived.” A plethora of these, representing a wide
cross-section of the piano’s varying developmental incarnations, can be found
in Australia. The demand for piano-based music making within the contexts of
Australian private and community life during the nineteenth and early-to-mid-
twentieth centuries, Australia’s nineteenth-century economic prosperity and
the importation of culturally significant pianos by several antiques dealers and
collectors have all ensured that our nation is a treasure-trove of pianos. These
pianos constitute an important and irreplaceable part of Australia’s movable
cultural heritage.”

Some piano collectors (reflecting the enthusiasms of the amateur rather than the
discrimination of the professional researcher) privately claim that a particular
instrument in their collection is the first piano to have been brought to Australia.
(‘There is ... an understandable desire among collectors to possess instruments
that are unique in some respect. Most prized would be the only example of some
interesting type, but, failing that, the oldest.)’® In one instance, a specific design
element strongly reinforces the validity of the claim.

In a house in Ermington, Sydney, a piano made in 1780/86?°” by the London-
based piano maker Frederick Beck (1738 — ca 1798)*® sits unobtrusively in the
entrance hallway. The instrument is a typical example of an English square
piano of the era, except for two distinguishing features: uncharacteristically, the
instrument has hinged cabriole legs, and these are incorporated into a campaign

furniture-inspired stand’*—unprecedented features in a piano of the time.

This instrument was once part of the vast collection of William Bradshaw, who
not only sold the piano to its current owner, the reputable interior designer and

53 K. Williams, ‘In Defence of Beauty’, in The Monthly, No. 94 (October 2013), p. 11.

54 See M. Latcham, ‘The Stringing, Scaling and Pitch of Hammerfliigel Built in the South German and
Viennese Traditions, 1780-1820’, in Musikwissenschaftliche Schriften [Music Science] (Munich and Salzburg:
Musikverlag Katzbichler, 2000), Vol. 34, pp. 9-10. See also Clarke, ‘The English Piano’, p. 259.

55 The whereabouts of these instruments today has not been charted comprehensively. Many of the rarest
examples have survived in this country because they have been forgotten, and therefore remain in original
condition.

56 Cole, The Pianoforte in the Classical Era, p. 317.

57 See, ‘Date’, in Chapter 2, this volume.

58 The dates of Frederick Beck’s birth and death are unknown (see ‘Frederick Beck’, in Chapter 2, this
volume). The dates provided reflect those given in M. Cranmer, ‘Beck, Frederick’, in Oxford Music Online
(Oxford: Oxford University Press, 2007—13).

59 See ‘A Unique Stand’ and ‘Campaign Furniture’, in Chapter 2, this volume. See also ‘A Rival First Fleet
Piano?’, in Appendix B, Volume 2 of this publication.
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fortepiano aficionado Stewart Symonds (b. 1937),% but in so doing, informed him
that the instrument had been brought to Botany Bay by surgeon George Bouchier
Worgan on board the flagship of the First Fleet, the Sirius. Bradshaw recounted
that the recurring mantra uttered by generations of mothers to their children in
the family from whom he had purchased the instrument was ‘be careful ... it came
out with the First Fleet’.*! This book provides, for the first time, a comprehensive
set of measurements and photographs of this particular piano.*

Given the existence of these tantalising clues (the unique hinged legs, campaign-
furniture-inspired stand and Bradshaw’s remarks), I entertained the possibility,
upon examining the instrument, that I had encountered and could verify the
existence of the First Fleet piano. Where subsequent paths of inquiry led me
constitutes the substance of this book: at best the tome supports supposition
that the 1780/86? Beck square piano is the instrument that George Worgan
brought to Botany Bay in 1788. At the very least, it makes known that a rare
and magnificent square piano made in 1780/86? by Frederick Beck® exists in
Australia.

This book represents the first time that aspects of the piano’s developmental
history, as well as the instrument’s role in late eighteenth and early nineteenth-
century English society, have been used as a springboard from which is explored
the history of the first piano to be brought to Australia. This book also seeks
to encourage an understanding of what owning the first piano to be brought to
Australia may have entailed.

As we grow older and see the ends of stories as well as their beginnings,
we realize that to the people who take part in them it is almost of
greater importance that they should be stories, that they should form a
recognizable pattern, than that they should be happy or tragic.*

During the late eighteenth and early nineteenth centuries, the First Fleet
piano was played and heard by individuals who were closely associated with
a defining era in Australia’s history. Reflecting the truism that ‘nothing is
insignificant in the history of a young community, and—above all-—nothing

60 Symonds, a close friend of Bradshaw, was the executor of his estate.

61 Stewart Symonds reiterated this information within the context of many conversations held with
the author.

62 See Appendix A, Volume 2 of this publication.

63 The instrument is one of what may be only 32 extant pianos by Frederick Beck. See ‘Extant Pianos by
Frederick Beck’, in Chapter 2, this volume.

64 West, Black Lamb and Grey Falcon, p. 55.
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seems impossible’,* stories from their lives are told in the hope that light may

be shed, however obliquely, on the circumstances within which the First Fleet
piano contributed its unique enrichments to the quality of their daily life.

It is tempting to look back on Australia’s colonial history simply as ‘the actions
of men and women [with whom] we cannot identify” and whose ‘motives we do
not really understand. It is emotionally easier and ... more convenient to inquire
no further.®® The story of the First Fleet piano, however, is not a remote one.
Rather, it is intimate, immensely rich, real and worthy of serious and sustained
attention.

Tradition only whispers, for a short time, the name and abilities of a mere
Performer, however exquisite the delight which his talents afforded to
those who heard him; whereas ... [ideas| once committed to paper and
established, live ... at least in libraries, as long as the language in which
... [they are] written.®’

My fervent hope is that this book (apart from acting as a catalyst for further
research) will long encourage celebration of our nation’s cultural roots and
colonial history, as the story of the foundation of Australia’s rich and intriguing
pianistic past unfolds.

65 Catherine Spence (1825-1910), writer, teacher, politician and feminist, looking back upon her life in
1910. Quoted in H. Thomson (ed.), Catherine Helen Spence (Brisbane: University of Queensland Press, 1987), p.
425. Also quoted in S. Macintyre, A Concise History of Australia, 3rd edn (Cambridge: Cambridge University
Press, 2010), p. 307.

66 J. Paxman, Empire: What Ruling the World did to the British (London: Penguin Books, 2011), p. 3.

67 J. Hawkins, A General History of the Science and Practice of Music, 5 vols (London: T. Payne & Son, 1776),
Vol. 1, p. 705. Quoted in W. Weber, The Rise of Musical Classics in Eighteenth-Century England: A Study in
Canon, Ritual, and Ideology (Oxford: Clarendon Press, 1992), p. 217. Also quoted in B. Haynes, The End of
Early Music: A Period Performer’s History of Music for the Twenty-First Century (Oxford: Oxford University
Press, 2007), p. vii.
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Chapter 1

In his introduction to Federation: Australian Arts and Society 1901-2001, John
McDonald writes: ‘Australians reserve their highest admiration for sportsmen
and women, followed by entertainers and actors. Political leaders appear well
down the scale of public affection, and it is further still before one encounters
any artists|, musicians| or writers.”! Piano makers and professional concert
pianists are rarely mentioned, nor consistently celebrated.

Many Australians are unaware of the complex and pervasive pianistic history
that makes up a large part of our nation’s musical heritage.” Widespread
ignorance often produces a devastating reality: old pianos are thrown onto the
rubbish dump or converted into writing desks, dressing tables,®> bookcases or
bars (a vandalism that thoughtlessly destroys a wealth of historical information).
‘In the land that is a nursery for hedonistic abandon, where nothing is taken
more seriously than sport, and where spiritual pleasures are subsumed both
by physical ones and the accumulation of material wealth’,* awareness of, let
alone concern for, the preservation of pianos that survive from those that were
either brought into Australia between the late eighteenth and early twentieth
centuries or manufactured in Australia by Australian piano makers appears to
be the furthest thing from the interests of most people. The gulf between the
past and the present has never been wider.

During the nineteenth century, however, many Australians (especially women)
appear to have regarded the piano as an indispensable part of life; the isolation
experienced by a considerable number of pioneers was often a catalyst for piano
ownership. In his Hints for Intending Missionaries and Emigrants, the Reverend
Henry Hanson Turton (1818-87) observes (somewhat typically for a nineteenth-
century man of the cloth): ‘if your wife is anything of a performer ... [a piano]
will provide a valuable and cheerful companion in a foreign land.” Other
nineteenth-century Englishmen also urged emigrants to take a piano with them
to foreign climes. In 1856, for example, Edward Brown Fitton (?-?), a landowner
and magistrate in Canterbury, New Zealand, advises:

1 J. McDonald, ‘From Gallipoli to Homebush Bay’, in Federation: Australian Arts and Society 19012001
(Canberra: National Gallery of Australia, 2000), p. 15.

2 Graeme Skinner’s PhD dissertation represents a seminal addition to the study of Australia’s colonial music
culture. Skinner focuses on the ‘role of composers, and the function and reception of locally composed music
within colonial society’. G. Skinner, Towards a General History of Australian Musical Composition: First
National Music 1788—c.1860, PhD dissertation (The University of Sydney, 2011), p. 3.

3 See Cole, The Pianoforte in the Classical Era, p. 326.

4 McDonald, ‘From Gallipoli to Homebush Bay’, p. 1.

5 Quoted in J. MacGibbon, Piano in the Parlour: When the Piano was New Zealand’s Home Entertainment
Centre (Wellington: Ngaio Press, 2007), pp. 11-12.
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If a lady were hesitating whether to pay the freight for her piano or a
chest of drawers, I would decidedly recommend her to prefer the piano.
It will afford more gratification and cheerfulness from the associations
aroused by its music than can be supplied by more practically useful
furniture, for which, after all, it is easy to get a substitute from any
skilful colonial carpenter.®

In 1861, Charles Hurtsthouse (1817-76), a colonist at New Plymouth, New
Zealand, remarks: ‘I would advise any fair emigrant to take a piano with her as
part of her battery of charms.”

Pianos have always been voices of culture and civility. Some symbolise the late
eighteenth and early nineteenth-century ideal of ‘accomplished’ femininity
(English ‘women [virtuoso] pianists were rarely outshone by their male
counterparts’);® others represent pinnacles of human achievement in relation
to design, manufacture and sound; some reflect the focus of middle-class hearth
and home; whilst others reveal working-class aspirations.

The Australian musicologist Roger Covell (1967—) observed that the values and
priorities of the middle class

rarely expressed themselves with more touching gallantry and tenacity
than in the sacrifices and discomforts endured by countless families in
order to bring this cumbersome symbol of higher values to their chosen
home in small unstable ships and on grinding bullock drays.’

Such ‘tenacity’, ‘sacrifices and discomforts’ are alluded to, for example, in the
diary of Annabella Boswell (née Innes) (1826—-1916)," whose life was full of
dancing to the playing of bagpipes ... long horse rides and walks with picnics
... bathing, dinner parties and gardening."

In March 1838, Annabella speaks of spending several months at “The White
Rock, near Bathurst’, in New South Wales.'> She comments on the condition
of the road leading to White Rock, by stating that ‘nothing could be worse
than this road’."” Given the notoriously bad condition of roads around Bathurst

6 E. B. Fitton, New Zealand: Its Present Condition Prospects and Resources; Being a Description of the Country
and General Mode of Life among New Zealand Colonists, for the Information of Intending Emigrants (London:
Edward Stanford, 1856), p. 283.

7 Quoted in MacGibbon, Piano in the Parlour, p. 12.

8 N. Salwey, “‘Women Pianists in Late Eighteenth-Century London’, in S. Wollenberg and S. McVeigh (eds),
Concert Life in Eighteenth-Century Britain (Aldershot, UK: Ashgate, 2004), p. 289.

9 R. Covell, Australia’s Music: Themes for a New Society (Melbourne: Sun Books, 1967), p. 21.

10 A photograph of Annabella Boswell can be seen in G. Griffin (ed.), Annabella of Lake Innes Port Macquarie
(Port Macquarie, NSW: The Port Macquarie Historical Society Inc., 2003), p. 126.

11 Ibid., p. iii.

12 Ibid., p. 21.

13 Ibid., p. 22.



Chapter 1

during the 1830s, it is not surprising that Annabella also writes the following:
‘At this time we got a piano. A most laborious business it was conveying it.""*
(Annabella had put aside her guitar in favour of the piano, despite the fact
that, as she wrote: ‘T am getting on very well with the guitar, and can play
several long pieces, besides three pretty waltzes and the accompaniments for
three songs." I assure you I never look off the book now when I am playing.’)'

The owners of pianos were not the only ones to suffer because of the
inconveniences associated with extreme conditions and piano moving. The
instruments themselves sometimes had more than a hard time of it. Writing
from Augusta in Western Australia on Wednesday, 7 November 1832, Georgiana
Molloy (1805-43) mentioned that she had to rub oil into the case veneer of her
piano ‘as the heat has rather warped it"."” Sarah Harriet Selwyn (1809-1907),
wife of George Augustus Selwyn (1809-78), the first Anglican bishop of New
Zealand, complained, for example, that her ‘poor dear Piano ... came, perforce in
a wagon over such a road! It had a nest of ferns to soften its fate, but the keys are
much loosened and the treble is in a bad state.”'® In 1845, the grazier John Everett
(1816-1902)" wrote: ‘Within the last few years many ladies have ventured to try
the bush life, and none I think regret the experiment; on each side of us, and far
beyond us, petticoats are to be found, and pianos ... considerably out of tune. I
don’t think drays and stony ranges improved musical instruments.”*’

In some instances, pianos were completely ruined during transport. In 1846,
the pastoralist Stewart Marjoribanks Mowle (who ‘was dedicated to singing and

14 Quoted in D. Crisp, ‘The Piano in Australia, 1770 to 1900: Some Literary Sources’, in Musicology Australia,
1995. Volume XVIII (Canberra: Musicological Society of Australia, 1995), p. 27. Crisp takes the quotation
from: A. Boswell, Annabella Boswell’s Journal: An Account of Early Port Macquarie (1830’s and “40s) (Sydney:
Angus & Robertson, 1981), p. 16.

15 In a letter written at ‘a boarding school in Bridge Street, Sydney ... [on Saturday, 16 April 1836] to her
uncle, Major Innes at Lake Innes, Port Macquarie’, Annabella states that she can ‘play the accompaniment to
“Ye Banks and Braes”, “Ah Vousdirais”, “Rondo”, and a few other little airs’. P. Clarke and D. Spender (eds),
Life Lines: Australian Women'’s Letters and Diaries, 1788—1840 (St Leonards, NSW: Allen & Unwin, 1992), pp.
177, 178. Clarke and Spender take the quotation from: A. A. C. D. Boswell, Early Recollections and Clearings,
from an Old Journal or Some Recollections of My Early Days Written at Different Periods (No publisher, 1908),
p- 19.

16 Quoted in Clarke and Spender, Life Lines, p. 178.

17 Quoted in J. W. C. Cumes, Their Chastity Was Not Too Rigid: Leisure Times in Early Australia (Melbourne:
Longman Cheshire/Reed, 1979), p. 199.

18 Quoted in MacGibbon, Piano in the Parlour, p. 13. MacGibbon takes the quotation from: S. H. Selwyn,
Reminiscences 1809-67 (Auckland: Auckland War Memorial Museum Library, 1809-67).

19 ‘John Everett arrived at Sydney in October 1838 in the Hope, and later squatted at Ollera (sweet water)
fourteen miles (22 km) from Guyra, in the New England district’ of northern New South Wales. Alan V.
Cane, ‘Everett, John (1816-1902)’, in Australian Dictionary of Biography Online (Canberra: National Centre of
Biography, Australian National University) [first published in hardcopy in Australian Dictionary of Biography
(Melbourne: Melbourne University Publishing, 1972), Vol. 4].

20 Quoted in Crisp, ‘The Piano in Australia ‘, p. 28. Crisp takes the quotation from: Eve Pownall, Australian
Pioneer Women (Ringwood, Vic.: Viking O’Neil, 1988), p. 162.

19
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music’)* observed that ‘the piano had been topsy-turvy, and some of the ivory was
off the notes ... It had been packed ... in wet sheepskins, and the result was that
the back was loose, the polish taken off part of the top of it, and almost all the keys
had been shot the eighth of an inch |2 centimetres] out of their places’.?* Prior to the
ruining of this piano, Mowle’s wife, Mary (1827-57), in her diary entry for Tuesday,
7 January 1851, confessed that playing the piano had been her ‘chief solace’:

The same old story, get up, dress the children, feed the poultry, breakfast,
go to work [she always referred to sewing as work]|, put Kate to sleep,
hear Florence her lesson, dine, read, feed chickens, work till sunset, feed
chickens, stroll about till dusk, put Kate to bed, have tea, undress the
others—play [the piano] for an hour (my chief solace) work till eleven,
go to bed & rise next morning to recommence the same routine.”

For many settlers who found themselves in what must have seemed a cultural
wasteland,

the piano became a tangible symbol of the re-establishment of a polite
and ordered society ... In 1843 a traveller through the wilds of western
Victoria expressed astonishment at finding ‘a piano, well stocked table
and a lighted fire’ in the living room of a pioneer homestead ... the piano
ranked beside shelter and food in the list of colonial essentials.*

During the mid-nineteenth century in Sydney, Hobart and remote new
settlements, possession of a piano ranked among the marks of social gentility.
Nor was the piano an essential indulgence exclusive to the wealthy middle class.
It often figured prominently in working-class aspirations. After all, in England,

there was gratifying evidence that musical tastes were not class-specific.
Handel was reported to be popular among northern factory audiences
as early as 1788; employers simply had to encourage and foster, and this
they did. In ... Yorkshire and Durham the London Lead Company, and in
Cheshire ... all gave encouragement to the musical propensities of their
employees. Of the cotton-spinners of Cresbrook in Derbyshire it was
said in 1824 that ‘their highest species of enjoyment, the highest that
man can enjoy, is music; this delightfully intellectual source of pleasure
is improved, encouraged, and scientifically taught at Cresbrook’.

21 Cumes, Their Chastity Was Not Too Rigid, p. 329. ‘Mowle had a difficult and materially unrewarding life
but he continued with those things that gave him real pleasure, mostly riding and singing and going to good
parties with good friends.” Ibid., p. 243.

22 Quoted in Crisp, ‘The Piano in Australia’, p. 27. Crisp takes the quotation from: P. Clarke, A Colonial
Woman: The Life and Times of Mary Braidwood Mowle, 1827-1857 (Sydney: Allen & Unwin, 1986), p. 92.

23 Quoted in P. Clarke, ‘Life Lines: 19th Century Women’s Letters and Diaries’, in Private Lives Revealed:
Letters, Diaries, History (Canberra: National Library of Australia, 2010).

24 B. McKinlay, Sweet & Simple Pleasures: Australian Entertainment in Colonial Times (Melbourne: Collins
Dove, 1988), p. 28.
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... As H. A. Bruce commented in an address at the Swansea Musical
Festival in 1864, the promotion of music amongst the working classes
‘has induced them frequently to desert the public-house, and to seek
for some higher and better occupation. And no occupation surely can
be purer, or free from anything like dangerous influences, or more
successful in its results than the ... cultivation of music.’”

In 1892, the poet, novelist and radical commentator Francis William Adams
(1862-93) observed that urban tradesmen often owned ‘a small, iron-framed,
time-payment piano, on which his daughters, returning ... from the local
“public school” ... discoursed popular airs with a powerful manual execution’.*®
In the same year, Francis Campbell Brewer, the editor of the Sydney Morning
Herald between 1865 and 1877, wrote: ‘The Australians are a very musical
people, and in Sydney particularly ... it is not inappropriate to call Sydney the
“City of Pianos”."”’

From the late eighteenth century, the love of, and desire for, the piano spread
from England across the world with incredible speed, consistently meeting with
approval in the highest intellectual quarters. The American philosopher and
essayist Ralph Waldo Emerson (1803-82) observed approvingly, ‘Tis wonderful
how soon a piano gets into a log-hut on the frontier’,”® ratifying the instrument’s
position as the symbol of respectability and sophistication. Emerson’s evocative
prose paints a compelling picture:

[W]itness the mute all-hail

The joyful traveller gives, when on the verge
Of craggy Indian wilderness he hears

From a log-cabin stream Beethoven’s notes
On the piano, played with master’s hands.”

During the late eighteenth and nineteenth centuries, the piano represented a
cultural and social symbol such as no musical instrument had before.

25 H. Cunningham, Leisure in the Industrial Revolution c. 1780—c. 1880 (London: Croom Helm, 1980),
pp- 102-3. Cunningham takes the quotation in the first quoted paragraph from: ‘Manchester Mechanics’
Institution” in M. Tylecote, The Mechanics’ Institutes of Lancashire and Yorkshire before 1851 (Manchester:
Manchester University Press, 1957), p. 72.

26 Humphrey McQueen, A New Britannia (St Lucia, Qld: University of Queensland Press, 2004), p. 112.
McQueen takes the quotation from: Francis William Lauderdale Adams, Australian Essays (Melbourne: Inglis,
1886).

27 FE C. Brewer, The Drama and Music in New South Wales (Sydney: Charles Potter, Government Printer,
1892), p. 54. Quoted in Skinner, Towards a General History of Australian Musical Composition.

28 Quoted in C. Hogwood, The Pianoforte Past: Queen Street Galleries [Exhibition catalogue] (Sydney:
Musica Viva, April 1979), pp. 1-2.

29 R.W. Emerson, ‘The Adirondacs: A Journal. Dedicated to My Fellow-Travellers in August, 1858, in The
Literature Network (Jalic Inc., 2000-12 [1858]).
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The First Piano to be Brought to Australia

History shows that the arrival of a piano with the First Fleet at Botany Bay was
prophetic. Not only did the instrument highlight the importance and role of
music in the lives of the first settlers, but it also served as a herald for notions
of musical idealism and entertainment that inspired ensuing generations of
Australian piano lovers.

The first piano to be brought to Australia was a small rectangular instrument,
a so-called ‘square’ piano. Square pianos superficially resemble an ‘unfretted’
(‘fret-free’) clavichord.” Like clavichords, square pianos appear as an oblong,
fairly shallow box, open at the top (closed by a lid), with an inset keyboard
at the front long-side of the instrument, a soundboard at the treble end, and
horizontal strings running obliquely, above up-striking hammers,’" from the
back of the instrument at the bass end to the front at the treble end (the bass
strings being nearest to the player), the strings passing over the soundboard.*
Square pianos, like clavichords, are usually ‘double-strung’—that is, each note
has two adjacent strings tuned to the same pitch.

Two extant instruments contend for the title ‘First Fleet piano’

1. a square piano made in 1780/86? by the London-based, German-born(?)
piano maker Frederick Beck, inscribed Fredericus Beck Londini Fecit 1780 |
No. 4 and 10 Broad Street Soho*

2. a square piano dated 1785/86? inscribed Longman and Broderip Musical
Instrument Makers. | No. 26 Cheapside and No. 13 Hay Market London.*

Since there was only one piano on board the Sirius as the ship made its way to
Botany Bay, there can only be one First Fleet piano. Claims that either of these
two instruments is the First Fleet piano are based substantially on provenance
details originating in hearsay. Given that hearsay inevitably comprises a
constructed interpretation (whether conscious or not) and is never an artless
recollection,® there are both tension and interaction between the histories of

30 See ‘Clavichord’, in Appendix Q, Volume 2 of this publication. Clavichords built with the possibility for

each of several adjacent key levers to strike a string-course (two or more adjacent strings tuned to the same
pitch) at different places, each adjacent key lever producing a different note from its neighbour, are called
‘fretted’ clavichords. Clavichords in which each string-course is only ever struck by a single key lever are
designated as ‘unfretted’ or ‘fret-free’. See B. Brauchli, The Clavichord (Cambridge: Cambridge University
Press, 2005), p. 4.

31 See ‘Up-Striking Hammers’, in Appendix Q, Volume 2 of this publication.

32 This definition is based on one found in Clarke, ‘The English Piano’, pp. 254-5.

33 See Appendix A, Volume 2 of this publication.

34 See Appendix B, Volume 2 of this publication.

35 See L. Douglas, A. Roberts and R. Thompson, Oral History: A Handbook (North Sydney: Allen & Unwin, 1988), p. 28.
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the two instruments, and the provenance details associated with each raise
so many unanswered (and perhaps unanswerable) questions that a conclusive
identification of the First Fleet piano is thwarted.

With the importance of historical context in mind, however, and when placed within
the framework of evidence based on hearsay, the unique hinged cabriole legs and
campaign-furniture-inspired stand of the 1780/86? Frederick Beck square piano
represent the strongest evidence supporting speculation that the instrument was
brought to Botany Bay by George Bouchier Worgan in 1788. The author favours this
speculation. Mindful that I am ‘answerable to the giver of all data for the accuracy
of ... [my] observations” and that my ‘interpretations are vulnerable to error’,* for
the purposes of this study, the Beck square piano of 1780/86? will be referred to
as: ‘George Worgan's piano’; ‘George Worgan's square piano’; ‘George Worgan's Beck
piano’; ‘George Worgan’s Beck square piano’; ‘George Worgan’s 1780/86? Beck piano’;
‘George Worgan's 1780/86? Beck square piano’; “Worgan’s piano’; “Worgan’s square
piano’; “Worgan's Beck piano’; “Worgan's Beck square piano’; “Worgan's 1780/86?
Beck piano’; “Worgan’s 1780/86? Beck square piano’; or ‘the First Fleet piano’.

Worgan’s square piano was one of many made in London towards the end of
the eighteenth century within the context of a raging enthusiasm for such
instruments, and exemplifies the redefinition of piano design that took place
in London between the mid-1760s and 1780s. This redefinition comprised
innovations made in relation to design, sound and touch, and was the result
(in large part) of the influence of several London-based piano makers who had
emigrated from Germany. These emigrants included Frederick Beck.

Frederick Beck’s pianos were the consequence of a long history of the piano in
London. This history is outlined below.

The Piano in London

The First Pianos in London

The history of the piano in London is ‘like a great tree whose roots reach ...
back’ to the 1730s. During the eighteenth century, it bore ‘many fruits: some ...
mouldered where they fell, some ... sprouted shoots of their own, and some ...
were picked and carried many miles away to feed the souls of ... [music lovers]

in far distant lands’.*’

36 D.G. Myers and L. D. Scanzoni, What God has Joined Together: A Christian Case for Gay Marriage (New
York: Harper San Francisco, 2005), p. 8.

37 R.Kriwaczek, An Incomplete History of the Art of Funerary Violin (London: Duckworth Overlook, 2006),
pp. xiii—viv.

23



24

The First Fleet Piano: A Musician’s View

Two of the first pianos ever seen in England were what we would now refer to as
‘grand’ pianos.” The term ‘grand’ was first coined in London by Robert Stodart in
his 1777 patent for a ‘grand Piano-forte’.” Stodart’s patent application describes his

[ijnvention of a new sort of Instrument or of Grand Fortepiano with an
Octave Swell and to produce various Tones together or separate and the
... Instrument will be more durable and produce finer and more variable
Tones than any yet made.*

Stodart’s grand piano was an instrument with up-striking* hammer action
modified to incorporate the plucking action of a harpsichord. It is not known
whether Stodart ever made one of these ‘grand’ combination pianos. Stodart’s
earliest surviving grand piano without an added harpsichord action is dated 1781.

Documentary evidence dating from 1716 through to 1792 reveals that combined
hammer and plucking-action keyboard instruments existed throughout most
of the eighteenth century.”” ‘What may appear as a specialized’” development
involving both aesthetic and design ‘issues is often only really comprehensible
as the specific form of” the resolution of ‘a larger problem’.* The emergence of
combined hammer and plucking-action keyboard instruments suggests that

1. there was a need for expressive instruments—that is, instruments capable of
producing a variety of timbres and dynamics

2. there was a perceived congruity between an instrument that put a wide
range of sounds at the command of a single player and the concept of ‘unity

38 See ‘Discovery’, in the ‘Introduction’, this volume.

39 See T. Bingham, Patents for Inventions. Abridgements of Specifications Relating to Music and Musical
Instruments A.D.1694-1866 (London: Tony Bingham, The Sign of the Serpent, 1985) [originally published
London: George E. Eyre & William Spottiswoode, 1871], p. 12.

40 c210/18, National Archives, Kew, London. Quoted in M. Latcham, ‘Pianos and Harpsichords for their
Majesties’, in Early Music (Oxford: Oxford University Press, 2008), Vol. 36, No. 3 (August), p. 363.

41 See ‘Up-Striking Hammers’, in Appendix Q, Volume 2 of this publication.

42 See M. Latcham, ‘The Apotheosis of Merlin’, in M. Latcham (ed.), Musique ancienne—instruments et
imagination. Actes des Rencontres Internationales harmoniques, Lausanne 2004 (Berne: Peter Lang, 2006), pp.
276-84. There are nine extant such combination instruments: 1) dated 1746, made by Giovanni Ferrini (d.
1758) (owner: Luigi-Ferdinando Tagliavini Collection, Bologna, Italy); 2) dated 1763, made by Johann Ludwig
Hellen (owner: Giulini Collection, Briosco, Italy); 3) undated, made by Johann Ludwig Hellen (attribution)
(owner: Germanisches Nationalmuseum, Nuremberg, Germany, inv. no. MINe 105); 4) undated (before 1779),
made by Johann Ludwig Hellen (attribution) (owner: Musikinstrumenten-Museum, Berlin, Germany, inv.
no. 2165); 5) undated, made by Johann Ludwig Hellen (attribution) (private ownership, France); 6) dated
1777, made by Johann Andreas Stein (attribution) (owner: Museo di Castelvecchio, Verona, Italy); 7) dated
1783, made by Johann Andreas Stein (owner: Conservatorio di Musica San Pietro a Majella, Naples, Italy); 8)
dated 1777, made by Tadeus Tornel (owner: Museo Arqueolégico, Murcia, Spain, inv. no. 2257); and 9) dated
1792, made by James Davies (owner: Smithsonian Institution, Washington, DC, USA, inv. no. 315, 718). See
Latcham, ‘The Apotheosis of Merlin’, pp. 279-84.

43 C. Harrison and P. Wood (eds), Art in Theory 1900-2000: An Anthology of Changing Ideas (Malden, MA:
Blackwell, 2003), p. 5.
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in variety’—a paradigm contemporaneously regarded as a ‘microcosmic
reflection of a varied universe under the seeing eye of a single deity” *

3. ingenuity and inventiveness were valued.*

Although the first two grand pianos seen in England have not survived, it
is reasonable to assume that they would have looked much like Italian-style
harpsichords. They were probably modelled on the arpicembalo che fa il piano
e il forte ("harp-harpsichord that has the soft and the loud’) of the Paduan-born
Bartolomeo Cristofori (1655—1731; 1732 according to the modern calendar).*

The term arpicembalo che fa il piano e il forte was first used to describe a particular
keyboard instrument in an inventory, taken in Florence in 1700, of the musical
instruments owned by Cristofori’s employer, Grand Prince Ferdinando de’
Medici of Tuscany (1663—1713). (Ferdinando ‘was one of the great patrons in
musical history, reportedly a gifted musician, an excellent harpsichordist and a
singer of skill and charm’.)* The inventory lists the instrument as arpicembalo
di Bartolomeo Cristofori, di nuova inventione, che fa il piano e il forte (‘harp-
harpsichord by Bartolomeo Cristofori, of new invention, which has the soft and
the loud’). The name ‘arpicembalo’, combining the words for ‘harp’ (arpa) and
‘harpsichord’ (cimbalo), gives an indication of how the character of the sound of
the newly invented instrument may initially have been perceived.

In the winter of 1688, Ferdinando travelled from his home (the Pitti Palace in
Florence) to attend the Carnival festivities in Venice. The prince, who had a
shaky marriage and a ‘roving eye ... enjoyed himself thoroughly’. He probably
‘met Cristofori on his way back home’ during March or April 1688.* The timing
was perfect. Antonio Bolgioni, Ferdinando’s resident harpsichord maker and
tuner, had died in February. As a consequence, the prince found himself in need
of someone not only to service his large collection of instruments in Florence,
but also to tune harpsichords for ‘the upcoming musical events at Pratolino, the
'%? (within which context Ferdinando’s harpsichord
tuner received bonus payments).”® Although no evidence exists to support

Prince’s summer residence

44 Latcham, ‘The Apotheosis of Merlin’, p. 289.

45 See ibid., pp. 288-9.

46 Niccolo Susier (1688-1737), a theorbo player at the court of Grand Prince Ferdinando de’ Medici of
Tuscany (1663-1713), noted Cristofori’s death in a diary entry dated 27 January 1731: ‘This date is given in
the ‘stile fiorentino’, in which the new year began on March 25, the Annunciation; the obituary was thus
written in 1732 according to the modern calendar.” S. Pollens, The Early Pianoforte (Cambridge: Cambridge
University Press, 1995), p. 47.

47 M. Chanan, Musica Practica: The Social Practice of Western Music from Gregorian Chant to Postmodernism
(London: Verso, 1994), p. 197. Chanan’s description of Grand Prince Ferdinando may be based upon that
written by Christopher Hibbert in his The House of Medici: Its Rise and Fall (New York: Harper Perennial,
2003), p. 300.

48 Isacoff, A Natural History of the Piano, pp. 20-1.

49 Pollens, The Early Pianoforte, p. 47.

50 See Isacoff, A Natural History of the Piano, p. 22.
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the notion, it is possible that ‘while passing through Padua ... [Ferdinando]
heard about a talented 33-year-old local instrument builder and technician,
Cristofori’.” Some years later, Cristofori recounted that when Ferdinando first
offered him employment at the Florentine court, ‘the prince was told that I did
not wish to go ... he replied that he would make me want to ... Ferdinando ...
returned home with two things of significance ... the future inventor of the
piano and the venereal disease that would eventually claim his life’.>

‘The earliest official mention of Cristofori’s presence at [Ferdinando’s] court
is a record dated” Friday, 30 April 1688.> Following 10 years of part-time
employment at the prince’s court, Cristofori was promoted to full-time status in
1698. This promotion may have been associated with a commission to build a
piano; if so, Cristofori may have made his first arpicembalo che fa il piano e il forte
sometime during the very late 1690s.

The Medici musical inventory of 1700 contains detailed descriptions of
35 stringed keyboard instruments. These 35 instruments are conventional
harpsichords, spinets and clavichords; it seems unlikely that any of these
instruments would have inspired Cristofori to create his arpicembalo.**

Grand Prince Ferdinando de’ Medici was a

cultivated and enthusiastic patron of painting and the decorative arts ...
[He] also appreciated ivory carving and turning, as well as horology—
over forty clocks are listed in an inventory made after his death [in
1713], including some with musical mechanisms. Ferdinando’s interest
in complex mechanical devices of all kinds may have led him to support
Cristofori’s experimentation with the piano.”

By 1711, Cristofori had made three pianos: two were sold in Florence, and one
had been given, in 1709, as a gift from Grand Prince Ferdinando to the greatest
patron of the arts of his generation, Cardinal Pietro Ottoboni (1667—-1740) in
Rome.”® We know this from a detailed contemporaneous description of Cristofori’s
arpicembalo che fa il piano e il forte written by the poet, librettist and playwright
Marchese Scipione Maffei (1675-1755). Maffei’s description, published in 1711 in

51 Ibid., p. 21.

52 Ibid., p. 22.

53 Pollens, The Early Pianoforte, p. 47.

54 Seeibid., p. 49.

55 Ibid., p. 49.

56 ‘In addition to possessing a major art collection ... [Cardinal Ottoboni’s] keyboard instrument collection
contained, at his death, an organ with twelve registers, a small spinet, and fourteen harpsichords.” Frederick
Hammond, ‘Ottoboni, Pietro (1667-1740)’, in I. Kipnis (ed.), The Harpsichord and Clavichord: An Encyclopedia
(New York: Routledge, 2007), p. 354.
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the Giornale di Litterati d’Italia,” is the fruit of ‘the earliest known interview of
a musical instrument maker’.’® In 1709, Maffei saw three of Cristofori’s ingenious
new pianos. From Maffei’s description, it becomes clear that he had spent time
with Cristofori looking at the new instruments (Cristofori must have taken the
action out of the pianos in order to show Maffei how they worked).

It is from Maffei’s published description that we get the name now commonly
used in association with Cristofori’s pianos: gravicembalo col piano e forte (‘large
harpsichord with soft and loud’).

Except for their [hammer] actions ... [Cristofori’s| pianos were generally
quite similar to harpsichords.

... This is not to deny Cristofori’s several brilliant innovations, such as

the inverted wrest plank and the doubling of the bent side to separate
the functions of holding the hitch pins and the soundboard ... The
shape of the cases of his pianos, their scaling, and the structure of
their soundboards are, however, quite similar to those of Cristofori’s
harpsichords.”

It is not known how precisely the first two grand pianos seen in England
replicated Cristofori’s design.

Samuel Crisp’s Piano, Made by Father Wood

During the 1730s or early 1740s, the cultivated littérateur Samuel Crisp (1707—

83), ‘a man of learning and a man of exquisite taste in all the arts’,®° returned

from Italy to England with a piano.
Samuel Crisp was

a scholar of the highest order; a critic of the clearest acumen; possessing,
with equal delicacy of discrimination, a taste for literature and for the
arts; and personally excelling as a dilettante both in music and painting.

57 S. Maffei, ‘Nuova invenzione di un gravicembalo col piano e forte [New Invention of a Harpsichord with
Soft and Loud]’, in Giornale di Litterati d’Italia [Litterati Newspaper of Italy| (Venice, 1711), Vol. 5, pp. 144-59.
The notes Maffei made during his interview with Cristofori (in preparation for publication of his article in the
Giornale di Litterati d’Italia) are reproduced (along with an English translation) as ‘Appendix 2’ in Pollens, The
Early Pianoforte, pp. 232—7. Pollens’ ‘Appendix 3 reproduces Maffei’s published article along with an English
translation (pp. 238-43).

58 Pollens, The Early Pianoforte, p. 56.

59 Koster, Keyboard Musical Instruments in the Museum of Fine Arts, Boston, pp. Xv; xvii, fn. 23.

60 C. Burney, ‘Harpsichord’, in A. Rees (ed.), The Cyclopadia, or Universal Directory of Arts, Sciences, and
Literature, 39 vols (London: Longman, Hurst, Rees, Orme & Brown, 1819), Vol. 18, n.p. Burney’s entries
were completed in ca 1803. ‘The relevant volume of the Cyclopedia did not come out until 1811 and the
whole encyclopaedia was given the official publication date of 1819 (the year in which the last volume was
completed).” Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 389, fn. 7.
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He was the author of ... [an unsuccessful] tragedy called Virginia, and
several poetical effusions in the magazines of the day. He ... took up his
residence at Hampton; where he fitted up a small house with paintings,
prints, sculpture, and musical instruments, arranged with the most
classical elegance.®'

According to the English music historian Dr Charles Burney (1726—1814), Crisp’s
piano ‘remained unique in this country for several years’.®* Burney recounts that
the instrument was made in Rome by an expatriate English monk, Father Wood,
who was a friend of Samuel Crisp.”’ Nothing is known of Father Wood, and
unfortunately ‘there is no record of anyone called Wood” being enrolled at the
esteemed English College in Rome ‘in the period 1700-1740".** Father Wood’s
piano may have been modelled on Cristofori’s instruments; perhaps in Rome,
Father Wood had seen and/or heard the Cristofori piano that had been given as
a gift by Grand Prince Ferdinando de’ Medici to Cardinal Ottoboni.

It was not unknown for clerics to make keyboard instruments. For example, in
1702, the Lazarist priest Theodoric Pedrini (1671-1746) was sent to China to be
a court musician to Emperor K'ang Hsi (1654—1722); as well as teaching music to
members of the imperial family, he made harpsichords and organs.®” From Peking
(Beijing), Pedrini wrote to Cardinal Fabrizio Paolucci (1651-1726), the Secretary of
State to Pope Clement XI (1649-1721) and Pope Benedict XIII (1649-1730):

Nobody was ever more liked by the Emperor than me ... so that he
started to praise me, and went on for many years with several presents,
calling me to his presence several times, and taking me to high esteem
... |[The emperor] also used to write music notes, and ... we often played
together the same harpsichord, each with one hand.*

It is not known whether Father Wood made any other pianos apart from the one
that Samuel Crisp brought from Italy to London.

61 E. F. Rimbault, The Pianoforte, Its Origins, Progress & Construction: With Some Account of Instruments
of the Same Class which Preceded it Viz. the Clavichord, the Virginal, the Spinet, the Harpsichord, etc. (London:
Robert Cocks & Co., 1860), pp. 1301, fn. Rimbault rewrote Charles Burney’s account of Samuel Crisp and his
piano without acknowledging Burney as his source. See Burney, ‘Harpsichord’. ‘Rimbault ascribes the story
" (Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 389, fn. 7).

62 Burney, ‘Harpsichord” .

63 See ibid. Burney does not provide a date for the importation into England of Samuel Crisp’s Father Wood
piano.

64 Gadd, The British Art Piano and Piano Design, Vol. 1, p. 249, fn. 10. Gadd takes the quotation from: M.
Cole, ‘The Twelve Apostles?’, in The Southeastern and Midwestern Historical Keyboard Society Journal, Vol. 18,
2000, p. 19.

65 See R. Burnett, Company of Pianos (Goudhurst, Kent: Finchcocks Press, 2004), p. 22, fn. 1.

66 SeeF. Combaluzier, ‘Theodoric Pedrini, lazariste, missionaire apostolique: Pékin 2 octobre 1727 [Theodoric
Pedrini, Apostolic Lazariste Missionary: Peking 2 October 1727]’, in Neue Zeitschrift fiir Missionswissenschaft
[New Journal of Mission Studies] (Schoneck, Switzerland: Bruder-Klausen-Seminar, 1957), Vol. 13, pp. 139-47.
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Fulke Greville Purchases Samuel Crisp’s Piano

Possibly during the mid-1740s, the wealthy aristocrat, Member of Parliament,
High Sheriff of Wiltshire and man of fashion Fulke Greville (1717-1806)
purchased Samuel Crisp’s piano ‘for the enormous sum of 100 guineas’.”” (A
‘conversion rate of 21 shillings per guinea ... [was] established ... in 1717".)*®
The instrument’s price was approximately twice the cost of a good harpsichord;*
this is not surprising, given the uniqueness in England of Crisp’s piano.

Greville was

generally looked upon as the finest gentleman about town. He excelled

. in all the fashionable exercises, riding, fencing, hunting, shooting
at a mark, dancing, tennis, &c. and worked every day at every one of
them with a fury for pre-eminence not equalled, perhaps, in ardour
for superiority in personal accomplishments since the days of the
chivalrous Lord Herbert of Cherbury [1583-1648]. He travelled in a
style that was even princely; not only from his equipages, out-riders,
horses, and liveries, but from constantly having two of his attendants
skilled in playing the French horn; and these were always stationed to
recreate him with marches and warlike movements on the outside of the
windows, when he took any repast.”

Fulke Greville housed Crisp’s piano at his country mansion, Wilbury House,
near Newton Toney, in Wiltshire.

In 1746, Greville asked the harpsichord maker Jacob Kirckman (1710-92) to find
him a music teacher and companion ‘who had a mind and cultivation, as well
as finger and ear’.”" Kirckman recommended someone who was to become one of
eighteenth-century England’s most important music historians, Charles Burney. In
1747, the 21-year-old Burney was employed as Greville’s music-master-in-residence,
subsequently living in Greville’s Wilbury House between 1748 and 1749.”

That Wilbury House was located in the countryside may have been irksome
for Charles Burney, who (it appears) preferred city living. In 1744 (three years
before starting his employment under Fulke Greville), Burney (at 18 years of age)
had been brought to London as an apprentice to the leading English composer

67 Cole, The Pianoforte in the Classical Era, p. 43. Charles Burney writes: ‘Fulk Greville, esq. purchased this
instrument of Mr. Crisp for 100 guineas’ (Burney, ‘Harpsichord’).

68 FE. M. Scherer, Quarter Notes and Bank Notes: The Economics of Music Composition in the Eighteenth and
Nineteenth Centuries (Princeton, NJ: Princeton University Press, 2004), p. 247, fn. 5.

69 See Cole, The Pianoforte in the Classical Era, p. 43.

70 Rimbault, The Pianoforte, Its Origins, Progress & Construction, p. 130, fn.

71 P A. Scholes and W. Shaw, ‘Burney, Charles’, in S. Sadie (ed.), The New Grove Dictionary of Music and
Musicians (London: Macmillan, 1980), Vol. 3, p. 488.

72 See Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 389, fn. 20.
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Thomas Arne (1710-78). Burney ‘soon embedded himself in the musical life of
the capital as Arne’s copyist, occasional composer, and free-lance violinist and
harpsichordist, while keeping detailed notes on concerts and performers, which
formed the basis of the later chapters of his General History’.” Samuel Crisp (who
became a close friend of Burney) described London as ‘the centre of riches, luxury,
taste, pride, extravagance—all that ingenuity is to fatten upon’.” It appears that
Burney found London, with all its stimulations and failings, enticing. Although
he was a Shropshire lad (having been born in Shrewsbury), ‘late in life, Burney
decried [William] Wordsworth’s [1770-1850] paeans to rural solitude as inimical
to civil society. The countryside held no romance for Burney.””

Burney’s favourite poet was Pietro Antonio Domenico Trapassi (1698-1782),
commonly known by his pseudonym, Metastasio. Metastasio held sentiments
similar to Burney’s concerning the countryside.” In a letter dated Wednesday,
30 November 1768, written to the castrato singer Carlo Maria Broschi (1705-82),
whose stage name was Farinelli, Metastasio advised the famous singer to avoid

the autumnal exhalations, and the poisonous vapours of a great part of
... [the] country ... the air of paved cities is much less impregnated with
this poison, not only from the exhalations of the earth being impeded,
but from the numerous and constant fires, as well as the motions of the
inhabitants, which agitate and correct the air.”

(Burney and Metastasio were not alone in their dislike of the natural environment.
For example, the French painter Frangois Boucher (1703-70) complained that
nature was ‘too green, and badly lit’;”® the biologist Georges-Louis Leclerc,
Comte de Buffon (1707-88), was determined to mould nature according to his
personal taste: ‘Brute Nature is hideous and dying; I, and I alone, can render her
pleasant and living.)"”

Although Charles Burney may appear to today’s champions of ideological
correctness as being both ‘ecologically challenged ... [and] shockingly insensitive
to eternal aesthetic values’,* he did manage to cast aside any negative feelings
that may have emerged as the result of his employment within a rural context at

73 P. Howard, Gluck: An Eighteenth-Century Portrait in Letters and Documents (Oxford: Clarendon Press,

2003), p. 15.

74 Quoted in V. Patten, Chawton House Library and Early Women’s Writing—Women Writers: Frances
Burney (1752-1840).

75 D. Heartz, Music in European Capitals: The Galant Style, 1720—1780 (New York: W. W. Norton & Company,
2003), p. xxi.

76 Burney translated and published the treasure-trove of letters written by Metastasio to his close friend
Carlo Maria Broschi (1705-82), the famous castrato singer, commonly known by his stage name, Farinelli.

77 Quoted in Heartz, Music in European Capitals, p. xxii.

78 Quoted in ibid., p. xxii.

79 Quoted in ibid., p. xxii.

80 Ibid., p. xxii.
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Wilbury House. In his memoirs, Burney reveals not only that he subsequently
enjoyed the advantage of moving in the best circles of society, but also that he
was able to spend many hours practising on Fulke Greville’s piano.

It appears that Greville’s piano had several pronounced weaknesses, as well
as strengths. Burney observed that ‘the touch was very imperfect, and the
mechanism clumsy; so that nothing but slow movements ... cl*¥ be executed on
it".*! Burney’s description makes it clear that Greville’s piano was not an exact
version of Cristofori’s, whose pianos contain an action that is subtle, precise,
reliable and efficient.

Although ‘nothing but slow movements ... cl* be executed on it’,** Burney
remarks that the tone of Greville’s piano ‘was ... superior to that produced by
quills’—that is, by a harpsichord.® The salient tonal beauty of Greville’s piano
created a context within which slow movements ‘and other solemn and pathetic

strains when executed with taste and feeling by a master ... accustomed to the

touch, excited equal wonder and delight in the hearers’.**

Rutgerus Plenius Copies Fulke Greville’s Piano
Fulke Greville’s piano became celebrated.® As a consequence, in ca 1747,

Rutgerus (or Roger) Plenius (originally Pleunis) (1696-1774), a
harpsichord maker from the Low Countries who was resident [in 1736]
at South Audley Street, Grosvenor Square [‘ye King's Arms being over
ye Door’]* proposed to make an improved version [of Greville’s piano],
and was given permission to copy the [instrument].*’

After playing Plenius’ copy, Burney stated that ‘the touch was better, but the tone
very much inferior’.*® Plenius asked Burney to give a public demonstration of his
piano copy, but Burney declined on the grounds that he ‘had other employm[en]|t®

81 S. Klima, G. Bowers and K. S. Grant (eds), The Memoirs of Dr Charles Burney 1726—1796 (Lincoln:
University of Nebraska Press, 1988), pp. 72-3.

82 Burney, ‘Harpsichord” .

83 Ibid.

84 Ibid.

85 See Rimbault, The Pianoforte, Its Origins, Progress & Construction, p. 131. Unfortunately, Rimbault
provides no evidence for his assertion.

86 W. Page (ed.), ‘Industries: Musical Instruments’, in A History of the County of Middlesex. Volume 2:
General; Ashford, East Bedfont with Hatton, Feltham, Hampton with Hampton Wick, Hanworth, Laleham,
Littleton (1911), pp. 180-93. See ‘South Audley Street’, in A Plan of the Cities of London and Westminster, and
Borough of Southwark, with the New Buildings (London, 1767), in London and Environs Maps and Views (Last
updated 31 December 2011), Map Section: northernmost extent Mary le Bon and southernmost extent Tothill
Fields.

87 Cole, The Pianoforte in the Classical Era, p. 44. See M. Debenham and M. Cole, ‘Pioneer Piano Makers in
London, 1737-74: Newly Discovered Documentary Sources’, in Royal Musical Association Research Chronicle,
Vol. 44, No. 1 (April 2013).

88 Burney, ‘Harpsichord’, n.p.
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w I liked better than that of a shew-man’.* Burney’s uncharacteristically sardonic
response lackskindness and grace. Demonstrating keyboard instruments, however,
was nothing new to Burney, who ‘had been closely connected with the Kirckman
workshop. From a small preserved fragment of Burney’s intended autobiography
it is known that as a young man he demonstrated their harpsichords to potential

clients””—an activity that, it appears, he found odious.

Plenius was ‘unable to generate sufficient interest in his instruments’,”’ and
‘failing to rescue his finances by running a raffle’,”” he ‘was declared bankrupt
in 1756, at which point his stock’, including his piano copy, was ‘sold ... at
auction’.”” From this moment, the fate of Plenius’ piano copy (described at auction
as a ‘Piano piece’)™ is shrouded in mystery. (Two ‘Forte Pianos’, presumably
made by Plenius, were in Plenius” workshop in 1756.” ‘So London musicians
and connoisseurs had opportunity to buy pianofortes during the 1750s though
no record of their use in concerts has been found.’)*

After Plenius’ bankrupting in 1756, his eldest son, Johann (John) Christian
(1720-75), continued in the harpsichord-making business (in 1737, John was
apprenticed to his father, and, having successfully completed his training, later
worked as a journeyman).”’

In 1763, Thomas Mortimer’s (1730-1810) The Universal Director®® lists Plenius
(without a Christian name) as ‘Harpsichord-maker. Catherine Street, Strand.””
This maker is one of the sons of Roger Plenius (possibly his son John).'®

89 Klima et al., The Memoirs of Dr Charles Burney 1726-1796, p. 73.

90 M. Cole, Broadwood Square Pianos: Their Historical Context, and Technical Development. Together with a
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95 See Gazetteer and London Daily Advertiser, 11 December 1756, No. 4755, p. 3.

96 ‘Roger Plenius (1696—1774)’, in M. Debenham and M. Cole, ‘Pioneer Piano Makers in London’.

97 See ibid., fns 9, 20.
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Established in London and Westminster, and their Environs (London: J. Coote, 1763) [Canberra: National
Library of Australia. Eighteenth Century Collections Online, Gale Cengage Learning].

99 Ibid., p. 52. See The Public Advertiser, 23 August 1763, No. 8981. See also ‘Catherine St.’, in A Plan of the
Cities of London and Westminster, Map Section: northernmost extent Lambs Conduit Fields and southernmost
extent Lambeth.

100 Plenius’ son Rutgerus Plenius (1729-?) ‘is known to have been working with his father and brother
John in the 1740s’. ‘Roger Plenius (1696-1774)", in Debenham and Cole, ‘Pioneer Piano Makers in London’,
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Chapter 1

A letter written at Mount Vernon, USA, by George Washington (1732-99) to
John Didsbury, ‘a boot maker in London who had made shoes for Washington
in the 1750s’,'" dated Monday, 12 October 1761, contains a request for

1 Very good Spinit, to be made by Mr. Plinius, Harpsicord Maker in
South Audley Street Grosvenor Square.

Note it is beg’d as a favour, that Mr. [Robert] Cary [the shipper] would
bespeak this Instrument as for himself or a friend, and not let it be
known that it is intended for Exportation. Send a good assortment of
spare Strings to it.'%

It appears that Washington, in 1761, did not know that Roger Plenius had
been declared bankrupt five years before. ‘Clearly Plenius’ fame as a maker had
reached far and wide, despite his personal financial difficulties.”'”

It is reasonable to assume that after his bankruptcy, Plenius remained unwilling
to pursue his pioneering efforts in relation to the piano. Plenius died on 4
January 1774, at the home of his son (John?). Four days later, on Saturday, 8
January 1774, The General Evening Post reported his death: ‘On Tuesday, at his
son’s house in Catherine-street in the Strand, Mr. Rutgerus Plenius, by birth a
German, and supposed to be the greatest harpsichord-maker in England.”***

William Mason’s Piano, Made by Friedrich Neubauer(?)

On Friday, 27 June 1755, the poet, musician and cleric Reverend William
Mason (1725-97), biographer of his friend the poet Thomas Gray (1716-71),'”
the ‘author of the famous Elegy Written in a Country Churchyard’,'® wrote: ‘I

101 FE E. Grizzard, George Washington: A Biographical Companion (Santa Barbara, Calif.: ABC-CLIO, 2002), p. 321.
102 J. C. Fitzpatrick (ed.), The Writings of George Washington from the Original Manuscript Sources 1745~
1799, 39 vols (Charlottesville: George Washington Resources at the University of Virginia Library, 1931-44),
Vol. 2, p. 370. See also D. H. Boalch, Makers of the Harpsichord and Clavichord 1440 to 1840 (New York:
Macmillan, 1956), p. 86.

103 ‘Roger Plenius (1696-1774)', in Debenham and Cole, ‘Pioneer Piano Makers in London’.

104 The General Evening Post, 8 January 1774, No. 6281, p. 3.

105 W. Mason, The Poems of Gray. To Which are Prefixed Memoirs of His Life and Writings by William Mason
(York: A. Ward, 1775).

106 Cole, The Pianoforte in the Classical Era, p. 45.
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bought at Hamburg such a pianoforte, and so cheap! It is a harpsichord too of
two unisons, and the jacks serve as mutes when the pianoforte stop is played."””
(Apparently, ‘two sets of 8’ strings'® were both plucked and struck’.)'”

The only instrument maker in Hamburg known to have made combination
instruments of the type described by Mason was Friedrich (Frederick) Neubauer.
Neubauer made a wide variety of keyboard instruments. In the Privilegierte
Hamburgische Anzeigen of Monday, 2 September 1754, Neubauer advertised
that he sold harpsichords, unfretted clavichords (FF—f*), pantelongs (pianos)'*’
and a ‘new invented Clavicimbel de Amour’ (an upright pantalon), which had
‘taken much diligence, research and care’ to create.'"!

Four years later (by mid-1758), Neubauer was resident in London. (In the summer
of 1758, at St James’s Church, Piccadilly, Neubauer’s daughter, Charlotte, married
the harpsichord and piano maker Abraham Kirckman. Neubauer’s signature
appears in the marriage register. As there is no evidence for a shotgun wedding,
it is reasonable to assume that Neubauer immigrated to London, at the latest, in
1757.)112 As a London-based instrument maker, Neubauer advertised the same
types of keyboard instruments that he had made in Hamburg, replacing the name
pantelong with “piano forte’."”* In 1763, an entry in Mortimer’s Directory reveals
that Neubauer made pianos. This entry is the earliest known advertisement in
which pianos are offered for sale in London.'*

107 T. Gray and W. Mason, The Correspondence of Thomas Gray and William Mason with Letters to the Rev.
James Brown, D. D. Master of Pembroke College, edited by J. Mitford, 2nd edn (London: Richard Bentley,
1855), p. 33. Quoted in Cole, The Pianoforte in the Classical Era, p. 45.

108 In stringed keyboard instruments, the term 8" (8-foot) is used to describe a set of strings, each string
of which sounds at a normal point of pitch reference. For example, at a pitch standard of al = 430 Hertz, the
string for the note a' (the note nine semitones above middle-C) sounds at 430 Hertz. (‘Hz is the International
Standard symbol for Hertz, the unit of frequency, defined as the number of cycles per second of a periodic
phenomenon ... Sound is a travelling wave which is an oscillation of pressure. Humans perceive frequency
of sound waves as pitch.” Each note (sounding pitch) in music ‘corresponds to a particular frequency which
can be measured in Hertz'. ‘Hertz’, in Wikipedia: The Free Encyclopedia (n.d.). An 8’ set of strings sounds
an octave lower than a 4’ (4-foot) set of strings. See ‘8" (8-foot)’, in Appendix Q, Volume 2 of this publication.
109 Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 389, fn. 12.

110 See ‘Zumpe’s Small Piano-Forte’, below.

111 Privilegierte Hamburgische Anzeigen, 2 September 1754, p. 2r. See P. Bavington, L. Bemmann, E. Helenius,
D. Millard, P. Simmonds and B. Vogel, ‘c. 2 Neubauer, Frederick (Friedrich)’, in C. Mould (ed.), Boalch 3
Clavichord Updates (B3CU) Amendments and Additions to Clavichord-Related Information in the Third Edition of
Donald Boalch’s Makers of the Harpsichord and Clavichord 1440-1840 (1995), p. 11. See also Cole, The Pianoforte
in the Classical Era, p. 33.

112 See Cole, The Pianoforte in the Classical Era, p. 46.

113 See ‘2. Origins to 1750".

114 See M. Cole, ‘Adam Beyer, Pianoforte Maker’, in The Galpin Society Journal (London: The Galpin
Society), Vol. 48 (March), p. 94. See also M. Debenham, ‘London Directory Entries for Musical Instrument
Makers in the Years 1763, 1793 and 1794, Identified by the Author from Mortimer’s Universal Director, 1763;
Wakefield’s Directory, 1793, and Kent’s Directory, 1794’, in M. Debenham, Historical Musicology: New Articles
(4 November 2013).
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According to an advertisement published in the Public Advertiser of Monday,
21 January 1765, Neubauer established his workshop ‘in Litchfield Street, St
Anne’s Soho’,'” at the sign of ‘the Hand & Tuning Hammer'''® (Soho was an
especially attractive area for many immigrants at this time; there was a strong
French protestant settlement in Litchfield Street throughout the eighteenth
century).'"” In this advertisement, Neubauer used the term ‘pyano forte’ to

describe one of the types of keyboard instrument that he offered for sale:'*®

E. Neubauer, harpsichord-maker from Compton Street,'"” now in
Litchfield Street, St Anne’s Soho, at the Hand & Tuning Hammer, makes,
sells and repairs all sorts of Harpsichords, Pyano Fortes, Lyrichords,
Clavir d’amours, Clavychords &c. Harpsichords from 200L [£200] down
to 20L [£20], and all sorts of musical Instruments, according to the value
of the Workmanship and the Fineness of Tone, at reasonable Prices.
Lovers of Music will be surprised to find so many Improvements, and
so well finished, which he makes no Doubt will please the Nobility and
Gentry, with his extraordinary Workmanship, and likewise every Lover
of the common Way will also find them very reasonable.'*

Neubauer’s pyano fortes may have been square pianos;'*' then again, they may
have been ‘grand’ instruments ‘in the Italian-derived style, like those previously
built by Plenius’.'*

As far as is known, the following three instruments represent the most noticeable
pianos seen in England from the 1730s and early 1740s up to 1760:'*

1. Fulke Greville’s piano (by Father Wood), purchased from Samuel Crisp
2. Rutgerus Plenius’ copy of Greville’s piano

3. William Mason'’s piano (by Friedrich Neubauer?).

115  See ‘Litchfield 8, in C. Bowles, Bowles’s Reduced New Pocket Plan of the Cities of London and Westminster,
with the Borough of Southwark, Exhibiting the New Buildings to the Year 1775 (London: Carington Bowles,
1775), in London and Environs Maps and Views (Last updated 31 December 2011), Grid Reference Cn.

116  The Public Advertiser, 21 January 1765. Quoted in M. Cole, ‘Adam Beyer, Pianoforte Maker’ (n.d.).

117 See W. H. Cole, ‘The Early Piano in Britain Reconsidered’, in Early Music (Oxford: Oxford University
Press, 1986), Vol. 14, No. 4 (November), p. 565.

118 See Cole, The Pianoforte in the Classical Era, p. 49.

119 See ‘Compton Str., in A Plan of the Cities of London and Westminster, Map Sections: northernmost
extent Mary le Bon/Lambs Conduit Fields and southernmost extent Tothill Fields/Lambeth.

120  The Public Advertiser, 21 January 1765. Quoted in Cole, ‘Adam Beyer, Pianoforte Maker’.

121 See M. Cole, ‘Another Line of Investigation’, in The Invention of the Square Piano: A Review of Some
Claimed Early German Tafelklaviere (n.d.).

122 ‘Frederick Neubauer (ca. 1705?—74)’, in Debenham and Cole, ‘Pioneer Piano Makers in London’.

123 See Cole, The Pianoforte in the Classical Era, p. 46.
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Georg Friedrich Handel Plays a Piano

In London, Georg Friedrich Handel (1685—1759) played a piano on two separate
occasions: 1) on Monday, 16 May 1740; and 2) 16 years later, on Saturday, 29
May 1756. Each occasion is described in a contemporaneous document.

1) The first account of Hindel playing a piano is given in a letter dated Tuesday,
17 May 1740, written by Thomas Harris (1712-85) to his elder brother James'**
(1709-80). Thomas Harris was a lawyer who had been called to the Bar at Lincoln'’s
Inn, was a Master in Chancery, music lover and one of Handel’s inner circle of
friends. He witnessed Hiandel’s will and the first three codicils; in the fourth and
final codicil, Harris was named as the beneficiary of the not inconsiderable sum
of £300. ‘No other English composer of the eighteenth century, as a result of his
professional activity, attained the dizzy heights of wealth enjoyed by Handel. It
was ... Handel as impresario, not as composer, who scaled the cliff and guarded
his crock of gold.'*

Harris” correspondence reveals an intense interest in Hindel’s welfare and
musical endeavours. Harris reports that his friend Georg Friedrich Handel ‘was
in good spiritts yesterday and played finely on the Piano-forte’."** No further
information regarding this piano has come to light. Unfortunately, ‘we don’t
know Handel’s reaction to this new instrument ... but he apparently didn't go
out of his way to play it more frequently’.'?” Sixteen years ensued before Handel
again played a piano.

2) The second account of Hindel playing a piano is found in a diary entry
dated Saturday, 29 May 1756, written by George William Harris (1717-69) (Plate
8).'”® Harris records that he attended a dinner party at the house of Charles
Jennens (ca 1700-73),'* after which Hiandel played on Jennens’ ‘piano forte’.
George Harris’ diary entry reads: ‘May 29" 56 Dined at M" Jennings’s, ormond
street. Wl Mas™ Handel [and] Hetherington. Handel quite Blind, but pretty
cheerfull, and after Dinner play’d finely on M* J’s Piano forte.”'*°

124 James Harris was a brilliant littérateur, who created an oratorio-style libretto from John Milton’s
(1608—74) poems L’Allegro and 1l Penseroso. The libretto was further developed by Charles Jennens (Handel’s
librettist for ‘Messiah”’). Charles Burney held James Harris in high regard as a writer on music.

125 R. Crewdson, ‘An Exceptional Case’, in D. Burrows (ed.), Handel’s Will: Facsimiles and Commentary
(London: The Gerald Coke Handel Foundation, 2008), p. 28.

126 Hampshire Record Office, inv. no. 9M73/G307/2.

127 M. van Til, George Frideric Handel: A Music Lover’s Guide to His Life, His Faith & the Development of
Messiah & His Other Oratorios (Youngstown, NY: WordPower Publishing, 2007), p. 160.

128 George William Harris was the younger brother of the lawyer and friend of Handel Thomas Harris.

129  Charles Jennens was not only a patron of the arts, but also Handel’s librettist for ‘Messiah’.

130 This document is housed in the Hampshire Record Office: Malmesbury papers, 9M73/G57.
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Plate 8 Diary entry dated 29 May 1756, written by George William Harris
(1717-69).

Source: Reproduced with permission of the Hampshire Record Office. Malmesbury papers, 9M73/G57.
Photo by the author.

Apparently, Hindel’s blindness was not a hindrance to either the energy or the
quality of his playing. Five years before, on Sunday, 14 March 1751, the MP Sir
Edward Turner (1719-66) observed: ‘Noble Handel hath lost an eye, but I have
the Rapture to say St. Cecilia makes no complaint of any Defect of his Fingers.”"*!

During the eighteenth century, loss of sight was not an uncommon condition
for the aged. That ‘blindness seems to have been a condition that elicited either
pity or revulsion ... is confirmed by Burney when he says that Handel was
embarrassed by his blindness; this embarrassment was no doubt caused in the
supremely independent Handel by his perceived “weakness”, which required a
childlike dependence on others’."*

There is a remote possibility that when Hiandel played the piano after the dinner
party at Jennens’ house on 29 May 1756, he used the piano copy that had
been made by Rutgerus Plenius almost a decade before. Plenius was declared
bankrupt in early 1756. His stock-in-trade would probably have been auctioned
between February and mid-May 1756. George Harris’ diary entry indicates that

131 Quoted in van Til, George Frideric Handel, p. 279.
132 Ibid., p. 286.
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a piano was located in Jennens” home by 29 May 1756. It is possible that when
Hindel played Jennens’ piano, the instrument had been acquired only about
two weeks earlier at the auction of Plenius’ stock.

Records suggest that in 1756, there were only two pianos in London. Jennens’
piano was one of these. After dinner, on 29 May 1756, Hindel can only have
played either of the following.

1. Fulke Greville’s piano (by Father Wood), which Greville had purchased from
Samuel Crisp, and which Hindel had played 16 years before, on 16 May
1740.

2. Rutgerus Plenius’ copy of Greville’s piano, possibly purchased by Jennens
at the recent auction of Plenius’ stock.

‘Despite the fact these early pianos were seen and enjoyed by a significant
group of musical enthusiasts who were well connected with the aristocracy and
with the London theatres’,'”’ it seems no English professional musicians were
convinced to transfer their allegiances from the harpsichord to the piano.

The Twelve Apostles

Adlam," Clinkscale," Cranmer," Dale,"”’ Erlich,”® Good,"” Harding,'** Henkel,"*'
Hollis,'** James,'** National Museums Liverpool,'* Ord-Hume,'* Palmieri,'* Pollard,'’
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Schott,'*® Swan,'* Wainwright" and Williams"' (to mention but a few) all speak of a
group of 12 pioneering German piano makers ‘who emigrated to London from Saxony
around 1760"” when trade was at a standstill owing to the Seven Years” War [1756—63].
This ... group of piano makers are frequently referred to as the “Twelve Apostles’.">
The story of the ‘Twelve Apostles’ is apocryphal, and was first mentioned in
1860 by Edward F. Rimbault (1816—76). Rimbault states:

At length, about the year 1760, many ingenious German mechanics
left their country and came to England in search of employment as
pianoforte-makers; this gave the instrument its first impetus. A party
of twelve travelled hither in one company, and obtained, from this
circumstance, the appellation of the ‘twelve apostles’."*

Many subsequent writers, including an alarming number publishing on the
Internet (none of whom provides any evidence in support of their fanciful
assertions), reiterate Rimbault’s fiction. Furthermore, those who subscribe to
Rimbault’s fallacy, and who go so far as to name those comprising the twelve
apostles, fail to agree on exactly who the twelve apostles were.

During the 1760s, not just 12, but many German musical instrument makers
emigrated from Germany to London. A treaty ending the Seven Years” War was
signed in Paris in 1763. The war ‘and its aftermath [not only] caused stringent
economies, affecting industries of all kinds ... [but also] emigration to less
hazardous environments ... a temptation succumbed to by many’.'”

Documentary evidence suggests (and in some instances proves) that of the
London piano makers who were commercially active prior to 1800, the following
were born in Germany (although this is not initially obvious if they anglicised
their names upon their arrival in London)"*

1. James Ball (1770-1833; fl. ca 1787-1819)
2. Gabriel Gottlieb Buntebart (b. 1726; fl. 1768-95)
3. George Froschle (Froeschle) (fl. 1776—1800)

148 H. Schott, Catalogue of Musical Instruments in the Victoria and Albert Museum. Part 1: Keyboard
Instruments (London: V & A Publications, 1998), p. 152.

149 A.Swan, ‘Enlightenment’s Gift to the Age of Romance: How the Piano Came to Be’, in J. R. Gaines (ed.),
The Lives of the Piano (New York: Holt, Rinehart & Winston, 1981), p. 51.

150 D. Wainwright, Broadwood by Appointment: A History (London: Quiller Press, 1982), p. 28.

151 J.-P. Williams, The Piano: An Inspirational Guide to the Piano and its Place in History (London: Quarto
Publishing, 2002), p. 18.

152 Hindel had died recently (on Saturday, 14 April 1759).

153 Cole, ‘Adam Beyer, Pianoforte Maker’ (n.d.).
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Ashgate, 2007), p. 8.
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Christopher Ganer (fl. 1774-1809)

John Geib (1744-1813; fl. ca 1777-97)

Ludewig Augustus Leukfeld (fl. 1790s)

Friedrich (Frederick) Neubauer (fl. 1757 — ca 1765)
Johannes (John) Pohlmann (Pohlman) (fl. 1767-93)
Frederick and Christian Schon (Schoene) (fl. ca 1780s)
10. John Henry Schrader (fl. ca 1768-1802)

11. Johann (John) Zumpe (fl. ca 1765-82)."”

© ® Nk

No unequivocal evidence supports the commonly encountered claim that Adam
Beyer (1729?-1804; fl. 1768-1801) (despite the sound of his surname) and
Frederick Beck (fl. ca 1756-98) were born in Germany."*®

London acted as a magnet for immigrant craftsmen because

1. of its wealth

2. it was located in a country that had not recently endured a war
3. it was free of restrictive guilds
4

unlike many European cities, no permission or licence was needed to set up
in trade.”

By 1750, London held over one fifth of the total population of Britain and was
at least ten times bigger than the largest of provincial towns. It was the national
centre of fashion and patronage, of luxury production and consumption. It

provided the greatest access to cultural information from abroad, [and] was

the hub of a growing press network as well as printing and publishing.'*®

Even as early as 1713, for those with an entrepreneurial spirit, London ‘offered
opportunities rarely found in comparable countries and cities in mainland
Europe’.'®' The German music theorist, composer and Hindel's friend Johann
Mattheson (1681-1764) wrote: ‘In these times, whoever wishes to be eminent in
music goes to England. In Italy and France there is something to be heard and
learned; in England something to be earned.’'*

157 See ibid., p. 80. The area around Zumpe’s birthplace (Fiirth, near Nuremberg) ‘was not ... one of those
most directly affected by the’ Seven Years” War, ‘but had been gradually declining in prosperity since the
sixteenth century. Thus ... it seems most likely that Zumpe left home to seek his fortune abroad as a young
journeyman carpenter, perhaps in the late 1740s when he would have been in his early 20s.” Koster, Keyboard
Musical Instruments in the Museum of Fine Arts, Boston, p. 118, fn. 7.

158 Concerning Frederick Beck’s place of birth, see ‘Frederick Beck’, in Chapter 2, this volume.

159 See M. Cole, ‘Maker’s File: Adam Beyer’ (n.d.).

160 J.Riding, ‘Handel’s London’, in J. Riding (ed.), Handel House Museum Companion (London: The Handel
House Trust Limited, 2001), p. 39.

161 Ibid., p. 38.

162 J. Mattheson, Das neu-erdffnete Orchestra [The newly founded Orchestra] (Hamburg: Benjamin Schiller,
1713). Quoted in ibid., p. 38.
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The German musicologist Eva Badura-Skoda (2004) suggests that the title
‘Twelve Apostles” may have originated with Burkat Shudi’s (1702—73) youngest
daughter, Barbara (1749-76).'*° Burkat Shudi (also Burkhart, Burkhardt, Schudi,
Tschudi, Tshudi) was a Swiss harpsichord maker who came to London in 1718.
He dominated the harpsichord market there between the 1740s and the 1760s.
Shudi’s instruments were highly praised and greatly sought after (he was ‘as
famed in London as [Pascal] Taskin [1723-93] was in Paris’)."** In 1775, Charles
Burney remarked: ‘T must observe, that the Germans work much better out of
their country, than they do in it, if we may judge by the harpsichords of ...
Shudi.”'® Shudi’s illustrious clientele included Frederick the Great, for whom he
made five harpsichords; the first of these was given as a gift in 1744.'%°

The [1744] instrument ... [has not] survived, but it was probably shown to
Johann Sebastian Bach [1685—-1750] on his visit to the King in 1747. Shudi’s
gesture was ultimately rewarded by an order in 1765 from Frederick the
Great for no less than four harpsichords, one of which'® [production
number 496]'* ... [before it] was shipped off to its royal destination ... was
played by the nine-year-old Mozart and his sister Nannerl (then fourteen),
who visited Shudi’s shop whilst in London with their father.'®

Concerning King Frederick’s relationship with music prior to his accession to
the throne, Charles Burney informs us:

It was by stealth, that this prince indulged his passion for music, during
the life of his father, the late king, who had forbid him, not only to
study and practise music, but to hear it ... it was the late queen mother,
who at this time encouraged the prince in his favourite amusement, and
who engaged musicians for his service; but so necessary was secrecy in
all these negociations, that if the king his father had discovered that he
was disobeyed, all these sons of Apollo would have incurred the danger
of being hanged. The prince frequently took occasion, to meet his
musicians a hunting, and had his concerts either in a forest or cavern.'”

163  See Cole, Broadwood Square Pianos, p. 161.

164 E. L. Kottick, A History of the Harpsichord (Bloomington: Indiana University Press, 2003), p. 362.

165 C. Burney, The Present State of Music in Germany, the Netherlands, and United Provinces; Or, the Journal
of a Tour through those Countries, Undertaken to Collect Materials for a General History of Music ... The Second
Edition, Corrected, 2 vols, facsimile edn (New York: Broude Brothers, 1969) [Originally published London: T.
Becket, J. Robson & G. Robinson, 1775], Vol. 2, p. 147.

166 See Kottick, A History of the Harpsichord, p. 360.

167 See A. Cobbe, Composer Instruments: A Catalogue of the Cobbe Collection of Keyboard Instruments with
Composer Associations (Hatchlands, Surrey: The Cobbe Collection Trust in association with The National
Trust, 2000), p. 25.

168 See Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 383.

169 Kottick, A History of the Harpsichord, pp. 360—1.

170 Burney, The Present State of Music in Germany, Vol. 2, p. 139.
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In 1769, Barbara Shudi married John Broadwood (1732-1812), who at the time was
employed as foreman by her father. ‘Barbara’s marriage to her father’s foreman was a
normal practice in Georgian London since the business would then remain a family
concern, ensuring its continuance, together with the maintenance of the family, after
the death of the original master."”" A year after Broadwood’s marriage to Barbara
Shudi, he became a partner in his father-in-law’s business, and the firm’s name was
changed to Shudi and Broadwood.'”* John Broadwood eventually became one of the
most successful piano makers in history; when Broadwood died, he left a personal
estate of £125 000 (‘in modern terms, the fortune of a multi-millionaire”),'”
as ‘a business worth much more, employing over a hundred men, and substantial
London properties’.'* (The Broadwood firm continued until 1970, making it the
world’s ‘longest continuously running firm of instrument-makers’.)'”

as well

Oral tradition among members of the Broadwood family reported that German
immigrants usually received the help and hospitality of the Shudi family. One
can imagine the joy with which German immigrants arriving in London met
other Germans working in the same trade, who were willing to help them settle
in this new environment.'”

It is possible that Barbara Broadwood, daughter of the Swiss-Deutsch-speaking
Burkat Shudi,

was still fluent in German [during the 1760s], and therefore could have been a
great help in linguistic matters to most of the German immigrants, including
[the inventor of the square piano, Johann Christoph] Zumpe,'”” who worked
for her father. She could have been the originator of the nickname ‘Twelve
Apostles” when she visited or hosted a gathering of the German musical
instrument builders and there happened to be 12 of them around.'”®

One of the German émigré instrument makers who arrived in London during the
1760s subsequently invented a new type of piano that catalysed a redefinition of the
role of the piano in society. This instrument maker was Johann Christoph Zumpe.

171 J. Nex, “Women in the Musical Instrument Trade in London, 1750-1810’, in R. Illiano and L. Sala (eds),
Instrumental Music and the Industrial Revolution (Bologna: Ut Orpheus Edizioni, 2010), p. 337.

172 See Kottick, A History of the Harpsichord, p. 362.

173 Chanan, Musica Practica, p. 201.

174 M. Goold, Mr Langshaw’s Square Piano (London: Corvo Books, 2008), p. 249. ‘In 1945, in one of the last
acts of defiance from Hitler’s regime, a series of V2 rockets was launched towards England. The very last of
these flying bombs fell on London on Palm Sunday, 25 March, making a direct hit on Whitefield’s Chapel in
Tottenham Court Road. It destroyed the building and the burial ground. The graves of Burkat Shudi, and John
and Barbara Broadwood were obliterated.” Cole, Broadwood Square Pianos, p. 114.

175 Cobbe, Composer Instruments, p. 25.

176 E. Badura-Skoda, ‘The Piano Maker Adam Beyer, a German by Birth’, in The Galpin Society Journal
(London: The Galpin Society, 2004), Vol. 57 (May), p. 232.

177 Zumpe invented the square piano (in its English incarnation) in London, in ca early 1766.

178 Badura-Skoda, ‘The Piano Maker Adam Beyer’, p. 232.
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Johann Christoph Zumpe

Zumpe's ‘Small Piano-Forte’

‘The critical event that changed perceptions in relation to the piano [in
England] was the invention by the German-born craftsman Johann Christoph
Zumpe (Johannes Zumpe, John Zumpe, or John Zumpé) of a small rectangular
instrument that has since become known as the “square piano”."'”

During the late eighteenth century, the square piano was commonly referred to
as the ‘small piano-forte’. In The Morning Post and Daily Advertiser of Thursday,
10 February 1780, Zumpe described himself as ‘the inventor of the Small Piano-
Forte and Maker to her Majesty and the Royal Family'* (note that Zumpe's
‘claim to be the maker of choice for the royal family’ is placed after his ‘claim to
have invented the small piano”).'*!

What or Who Inspired Zumpe to Invent His ‘Small Piano-
Forte’?

If we look for evidence of any surviving square piano from Germany
that might have served as a prototype for Zumpe, or indeed for any
surviving piano that is obviously derived from some shared ancestor,
the search proves entirely vain. The only known German pianos that
resemble Zumpe’s are very obviously derived from him and made after
he produced his first ‘small piano-forte’ ... ca. early 1766.'*

Zumpe may have been inspired by any one of the several varieties of touch-sensitive
keyboard instruments that emerged in northern Germany during the first half of the
eighteenth century, or those that appeared in London during the early to mid-1760s.

Kramer's Tafelklavier

Ginther (2006)'®’ observes that around 1760, Zumpe (who at the time was an
apprentice to the Swiss harpsichord maker Burkat Shudi in London) returned
to his birthplace (Fiirth, approximately 8 kilometres from Nuremberg) to visit

179  Cole, Broadwood Square Pianos, p. 31.

180 The Morning Post and Daily Advertiser, 10 February 1780, No. 2286, p. 1.

181 See C. A. Hoover, ‘Pianos for Sale’, in J. Parakilas (ed.), Piano Roles: A New History of the Piano (New
Haven, Conn.: Yale Nota Bene, 2001), p. 33.

182  Cole, The Pianoforte in the Classical Era, p. 57.

183 M. Gunther, Der frithe Tafelklavierbau im Gebiet des Mains und mittleren Rheins zwischen 1760 und
1790: Geschichte und Bauweise des Tafelklaviers [Early Square Piano Construction in the Main and Rhine Areas
about 1760-1790: History and Architecture of the Square Piano], edited by B. E. Hans Schmuhl and M. Lustig
(Augsburg and Michaelstein, 2006). See Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 389, fn. 14.
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relatives. ‘On his return to London, Zumpe brought back with him the idea of
the Tafelklavier (“table keyboard instrument”). He may even have brought back
a Tafelklavier made by Georg Ludwig Kramer [fl. ca 1760].'**

A tafelklavier is a rectangular-shaped transversely strung hammer-action
keyboard instrument, similar in outward form to a clavichord. In Germany, a
large number of makers developed a plethora of variations on the instrument’s
design. Some tafelklaviere had bare wooden hammers, whilst others had leather-
covered hammers; some had two sets of hammers:

One set was usually of bare wood [or some other hard material] while the
second set of hammers, brought into play by a handstop, was tipped with
soft leather to produce a dulcet tone. The player selected one or the other
set according to the tonal requirements of the Affect of the music.'®

Some tafelklaviere had dampers, whilst others did not. Some had tone-colour
altering devices; one such device, for example, comprises a mechanism that
interposes a strip of woven cloth between the hammerhead and the string
(now commonly referred to as a ‘moderator’),'® producing a characteristically
‘dark’, ‘distant” and ‘ethereal’ sound. The action of some tafelklaviere had an
escapement (an escapement provides the player with comfortable, reliable and
subtle control over dynamics). Although no extant tafelklavier is dated from
before 1767,'*" advertisements for such instruments appeared from the 1740s.'%
Despite the wide range of design and sound represented by the tafelklavier, no
specific or consistent tradition emerged.

When compared with the number of extant late eighteenth-century English
square pianos, relatively few early eighteenth-century German tafelklaviere
have survived. It seems that in Germany during the first half and middle of the
eighteenth century, the tafelklavier did not reach the same levels of popularity
or production as did the square piano in late eighteenth-century England.'®

In 1781, ca 20 years after Zumpe’s encounter with Krdmer’s tafelklavier, the
German music theorist Johann Nikolaus Forkel (1749-1818) remarked: ‘Ein
beriihmter und geschickter Orgelbauer und Instrumentenmacher ... Namens
Georg Ludw. Krdmer, hat ... eine neue Art von Fortepiano ... erfunden, die nicht

184 Cole, The Pianoforte in the Classical Era, pp. 82-5.

185 Cole, ‘Another Line of Investigation” .

186 See ‘Moderator’, in Appendix Q, Volume 2 of this publication.

187 See M. Cole, The Invention of the Square Piano: A Review of Some Claimed Early German Tafelklaviere
(n.d.).

188 See A. Loesser, Men, Women and Pianos: A Social History (New York: Simon & Schuster, 1954), p. 44.
189 See B. van Oort, The English Classical Piano Style and its Influence on Haydn and Beethoven, Unpublished
PhD dissertation (Cornell University, Ithaca, NY, 1993), p. 16.
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grofsser als ein gewohnliches Clavier’™ (‘A famous and skillful Organ maker and
Instrument maker ... whose Name is Georg Ludwig Kramer, has invented ... a
new Kind of Fortepiano ... not much larger than a Clavichord”).

Similarities ‘between the actions in extant instruments by Kramer and Zumpe**!

suggest that Zumpe may have been influenced in some way by Kramer’s
tafelklavier. (At the very least, Kramer’s influence may have extended only to
the notion of a rectangular-shaped piano.)

The Pantalon

It could be viably posited that the design features of a pantalon represent a
subset sitting at the extreme end of the design range of the tafelklavier. A
pantalon (pantaleon, pantalone or bandaleon) is a small rectangular or harp-
shaped keyboard instrument whose horizontal metal strings run obliquely from
the keyboard. The soundboard extends the entire length of the instrument,
above the keys. Typically, a pantalon has a single string for each note. Usually,
the strings are struck by bare wooden pivoted hammers. Commonly, there are
no dampers (in such instances, there were never meant to be any).'”

Because the action of a pantalon has no escapement, the range of dynamic nuance
that can be achieved through touch is limited. There is no check'” (a check
catches the hammerhead after it rebounds from hitting the string and prevents
the hammer from bouncing back up and hitting the string again). Without a
check (depending on the dynamic), rapid note repetition and trills may be fairly
slow and awkward. Pianos with no check must be played physically more gently
than those with a check (especially within the dynamic context of forte).'**

A variety of timbres is available to the player via ‘mutation’ stops. A mutation (in
eighteenth-century German writings, Verdnderung or Mutation) alters or modifies
the timbre of the sound using a mechanical device that is incorporated into the
instrument, such as a ‘moderator’;'” or, as another example, an s-shaped wooden
batten suspended above and following the line of the bridge, with a teased cloth
covering attached to the underside that, when lowered, rests lightly on the strings
(producing a characteristically ‘pizzicato’ sound). A pantalon may have as many as
five or more mutations. Because the scope of dynamic nuance that can be achieved

through touch is limited, the sense of dynamic shading is mostly created through

190 J. N. Forkel, Musikalischer Almanach fiir Deutschland auf das Jahr 1782 [Musical Almanac for Germany
for the Year 1782] (Leipzig: im Schwickertschen Verlag, 1781), pp. 36—7. Unless otherwise indicated, all
translations are by the author.

191 Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 389, fn. 14.

192 See M. Cole, ‘Pianoforte and Pantalon’, in Square Pianos (2013).

193 Also called ‘back check’.

194 In music, the Italian term forte is a performance instruction denoting ‘loud’ and ‘strong’.

195 See ‘Moderator’, in Appendix Q, Volume 2 of this publication.
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changes in tone colour that result from the use of mutations. These mutations ‘were
designed to reproduce the tonal effects and musical resources of” the dulcimer—
perhaps specifically of Pantalon Hebenstreit’s (1667-1750) ‘famous dulcimer but
with the convenience of playing them through a standard keyboard”."

The shape of Hebenstreit’s dulcimer was trapezoidal. The instrument ‘had
two soundboards, and two or more bridges and soundholes’.’”” On Tuesday,
22 September 1772, whilst in Dresden, Charles Burney saw Hebenstreit’s
instrument, observing that it was ‘more than nine feet [2.7 metres| long,
and had ... 186 strings of catgut’.'”® (The Guinness Book of Musical Facts and
Figures claims that Hebenstreit’s dulcimer was the ‘largest stringed instrument
ever made’.'” This is true, at least for the eighteenth century.) Hebenstreit’s
dulcimer also had an unknown number of metal strings. Alternation between
gut and metal strings gave the player a choice of different tone colours. Each
note probably had three unison strings (some notes may have had four). As with
all dulcimers, the strings were hit with small, handheld mallets. The creation
of a variety of timbres was achieved by alternating bare wooden mallets with
mallets that had padded cloth-covered heads.

None of the strings had a damper, and therefore the instrument, as it was played,
built up a rich and prominent background ‘glow’ of overtones.

Hebenstreit ... liked to roll great billows of arpeggiated chords over
the wide range of his instrument and to allow the full resonance of
the undamped strings to die slowly on the listeners’ ears. It was a new
sensation at the time, and it seemed ravishing.*

When one set of ... strings [gut] was played upon, the other set [metal]
(attached to the bottom, or ‘flip-side’ of the instrument) vibrated
sympathetically. Piano makers later achieved this same musical effect [via
a mechanism that enabled all the dampers to be simultaneously raised] ...

Hebenstreit went to Paris in 1705 and performed for King Louis XIV, who
christened this large dulcimer a ‘pantalon.” According to Sarah E. Hanks
[1969], ‘the fact that the Sun King ... [so named] the instrument ... was a

196 Cole, ‘Another Line of Investigation’.

197 P F Baird, ‘Hebenstreit, Pantaleon (1667-1750)’, in R. Palmieri (ed.), Piano: An Encyclopedia (New York:
Routledge, 1969), p. 171.

198 Burney, The Present State of Music in Germany, Vol. 2, p. 57.

199  Guinness Book of Musical Facts and Figures (London: Guinness PLC, 1976), p. 47. Quoted in C. Hogwood,
‘A Note on the Frontispiece: A Concert in Cambridge’, in C. Hogwood and R. Luckett (eds), Music in Eighteenth-
Century England: Essays in Memory of Charles Cudworth (Cambridge: Cambridge University Press, 1983),
p. xv, fn. 2.

200 Loesser, Men, Women and Pianos, p. 25.
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double-entendre. The term pantalon was a familiar designation in French
and Italian comedy for a clown, and appropriately described the amusing
jerks and leaps of the player’s body, visible behind the large instrument.*”!

Charles Burney tells us that, following Hebenstreit’s audience with Louis XIV,
‘the inventor [that is, Hebenstreit] went by the name of his instrument ever
after’** (that is, Pantalon Hebenstreit).

It was only a matter of time before instrument makers created a keyboard
version of the pantalon, inspired (if not by the timbres and undamped sounds
of the folk instrument the dulcimer) by the opulent undamped soundscapes that
emanated from Hebenstreit’s giant dulcimer.

Herman Vietor

In London, Herman (or Harman) Bernard Vietor (or Viator) (?—?), instrument maker
and organist at ‘St George’s Lutheran Church, Allie Street, Whitechapel, since at
least early 1764’,°* advertised in the press between 1766 and 1768. The only extant
instrument by Vietor is a square piano dated 1767. This instrument has no dampers,
and as such reflects tafelklavier/keyboard pantalon making, ‘knowledge of which

... |Vietor] had presumably imbibed somewhere in north Germany before 1765".**

In 1766 Vietor was located at 19 Mercer Street, Longacre, Soho, and by 1767,
had moved to 32 Porter Street, Newport Market, St Ann’s, Soho.**Unfortunately,
Herman Vietor was not a professional instrument maker, and his sole extant
instrument exhibits both faulty design and poor craftsmanship.**

In 1765, Vietor named his ‘invented’ instrument Coelestin d’Amour.*® In
1766, he gave the instrument the name ‘Piano ex Forte’.””® In an advertisement
published in The Public Advertiser of Monday, 1 February 1768, Vietor claimed
to be the ‘sole Inventor’ of his ‘Forte Pianos’, which came in ‘different Sizes and

201 Baird, ‘Hebenstreit, Pantaleon (1667-1750), p. 171. Baird takes the quotation from: S. E. Hanks,
‘Pantaleon’s Pantalon: An 18th Century Musical Fashion’, in The Musical Quarterly (New York: G. Schirmer,
1969), Vol. 55, No. 2 (April), pp. 215-17.

202 Burney, The Present State of Music in Germany, Vol. 2, p. 57.

203 ‘Herman Bernard Viator (Dates Unknown)’, in Debenham and Cole, ‘Pioneer Piano Makers in London’.
204 Cole, ‘Another Line of Investigation’.

205 See ‘Herman Bernard Viator (Dates Unknown)’, in Debenham and Cole, ‘Pioneer Piano Makers in
London’.

206 See Cole, ‘Another Line of Investigation’.

207 The Public Advertiser, 27 September 1765, No. 9643, p. 3.

208 The Public Advertiser, 2 May 1766, No. 9826, p. 3.
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Constructions’.*” Vietor also claimed that he ‘had the Honour to sell a great
many of them within these seven Years to a great Part of the Nobility and Gentry
in these Kingdoms'—that is, the United Kingdom.*"°

Itisdifficultnottoseein ... [Vietor'sadvertisement| the desperate braggadocio
of a failing entrepreneur. From being an organist with a sideline in making
and selling novel keyboard instruments he is now apparently a dealer in
all manner of musical instruments and, if we were to believe him, the sole
inventor of Forte Pianos. Musical cognoscenti of the period cannot have
been fooled by this, for they would certainly be aware that in 1768 regular
professional instrument makers—Zumpe, [Gabriel] Buntebart [fl. 1768-95],
[Johannes (John)] Pohlman [or Pohlmann] [fl. 1767-93], and others—were
experiencing huge demands for their ‘Forte Pianos’. There is not much that
may be said for his astonishing claim to have sold ‘a great many of them ...
to a great part of the Nobility and Gentry in these Kingdoms’. Judging by
the poor quality of design and construction in his 1767 specimen one would
be surprised to find any example of such work in the well-furnished homes
of any English aristocrat ... His claim to have been selling such instruments
‘within these last seven years’ could be as dubious as his other statements,
or it may suggest that he had been constructing some sort of [experimental]
hammer-action instruments since 1761.*"!

If this is so, it is possible that similar instruments were also being made in
northern Germany as early as 1761.>"

Zumpe’'s Genius

In 1761, Johann Zumpe left Shudi’s employment to set up his own workshop at
the sign of the Golden Guitar.*”

We may never know exactly what it was that inspired Zumpe to invent the
square piano; perhaps it was Kramer's tafelklavier, the keyboard pantalon, early
eighteenth-century German tafelklaviere, or instruments made in London by
Friedrich Neubauer or Herman Vietor during the early 1760s.

Historians often marvel at the tendency for inventions to come in
multiples, the lightbulb going on in several people’s brains at almost

209 The Public Advertiser, 1 February 1768, No. 10376, p. 4. See also ‘Vietor, Harman Bernard’, in The Early
Piano: Authentic Materials for Early Keyboard Instruments (Dorchester, Dorset: Early Piano, 2011-13).

210 The Public Advertiser, 1 February 1768, p. 4. See also Cole, ‘Another Line of Investigation’.

211 ‘Herman Bernard Viator’, in Debenham and Cole, ‘Pioneer Piano Makers in London’.

212 See Cole, ‘Another Line of Investigation’.

213 See Cole, The Pianoforte in the Classical Era, p. 51.
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exactly the same moment. Great ideas often seem to be less the result of
brilliance than the logical outcome of having a set of thinkers who share
the same questions and methods.?™

Evidence suggesting that Zumpe was influenced by anyone at all, however, is,
at best, both fragmentary and inferential. There remains the strong possibility
that his invention of the ‘small piano-forte’ may simply have been the product
of his genius alone.

No Escapement

The action of Zumpe’s square pianos (as also with Krdmer’s tafelklavier and
Neubauer’s piano forte) does not have an escapement. This creates two major
disadvantages:

1. in order to enable the hammer to build up enough momentum to hit the
string, the player has to use a slightly ‘jabbing’ touch; this touch is the
antithesis of what would naturally be associated with dynamically subtle,
expressive playing

2. the touch for pianissimo can be difficult to predict; sometimes, the small
amount of energy required to produce a pianissimo is absorbed by the
baleen*”> damper springs; when this happens, the hammer falls back to its
rest position before it hits the string. A reliable pianissimo depends on the
player perfectly judging the touch.

Mutations

In order to reproduce the background ‘glow’ of overtones and tonal variety
associated with Hebenstreit’s pantalon, Zumpe incorporated mutations into his
pianos; these mutations were engaged via hand levers. The following mutations
are found in Zumpe’s pianos:

.216

1. 1766 (the five earliest extant Zumpe pianos date from 1766):*'° one hand
lever for raising the bass dampers

214 L. Morris, Why the West Rules—For Now: The Patterns of History, and What They Reveal about the
Future (London: Profile Books, 2010), p. 568.

215 ‘Usually called ‘whalebone’ ... [baleen is] made from the filter-plates from the mouth of certain kinds
of whale. Its most common use was in corsets, but it was also used for the springs of ... dampers in ... early
square pianos.” Gadd, The British Art Piano and Piano Design, Vol. 1, p. 261.

216 1) Privately owned in the United States; 2) Colonial Williamsburg Foundation, Williamsburg, VA, inv.
no. 1968-294; 3) Wiirttembergisches Landesmuseum, Stuttgart, inv. no. 1982-96; and 4) Emmanuel College,
Cambridge. Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 389, fn. 15. 5) Recently, another early
square piano by Zumpe (albeit severely reworked during the early nineteenth century) has been discovered;
the instrument is part of the Stewart Symonds Collection, Sydney (Plates 455-77). According to Michael Cole
(Email from Michael Cole to the author, 5 December 2012), certain features of the instrument’s action suggest
it was originally constructed either late in 1766 or in 1767.
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2. 1767 onwards: two hand levers for independently raising treble or bass dampers

3. 1769-70: a ‘buft” stop, which places a strip of leather against the strings,
producing a lute-like sound.

In performance, mutations would have been used quite freely. It is reasonable
to assume that some pianists played with the dampers continuously raised. An
observation made by Charles Burney reinforces this proposition.

On Wednesday, 20 June 1770, whilst in Paris, Burney heard Madame Anne
Louise Brillon de Jouy (née Boyvin d"Hardancourt) (1744—1824) play the piano.
He describes her as being

one of the greatest lady-players on the harpsichord in Europe. This lady not
only plays the most difficult pieces with great precision, taste, and feeling,
but is an excellent sight’s-woman; of which I was convinced by her manner
of executing some of my own music, that I had the honour of presenting to
her. She likewise composes; and was so obliging as to play several of her
own sonatas, both on the harpsichord and piano forte ... To this lady many
of the famous composers of Italy and Germany, who have resided in France
any time, have dedicated their works; among these are [Johann| Schobert [ca
1720, 1735 or 1740?—67] and [Luigi] Boccerini [Boccherini; 1743-1805].%"

It appears that Burney did not like the piano played with the dampers
continuously raised. He remarks: ‘I could not persuade Madame Brillon to play
the piano forte with the Stops on [that is, with the dampers lowered, in contact
with the strings]—"too dry” she said—but with them off unless in arpeggios,
nothing is distinct—'tis like the sound of bells, continual and confluent.*'®
Burney’s comment reveals that there were differences of opinion amongst
musicians during the 1770s in relation to playing with the dampers lifted.

Some pianists went to great lengths to exploit the effects of mutations. Morse
(1902) provides an example:

There is an Astor [square] piano in Salem ... made as late as 1815. It
had two pedals, one being used to prolong the tones [probably damper
raising]. The other served to produce a novel and taking effect, by
lifting a section of the top of the piano lid, which was then allowed to
fall suddenly, the slamming serving to illustrate the firing of a cannon.
[This mutation was called a ‘Nag’s Head swell’, and was a commonly

217 C. Burney, The Present State of Music in France and Italy: Or, the Journal of a Tour through those Countries,
Undertaken to Collect Materials for a General History of Musi, facsimile edition (USA: Elibron Classics, 2005)
[originally published London: T. Becket & Co., 1771], pp. 42-3.

218 C. Burney, Music, Men & Manners in France & Italy 1770: Being the Journal Written by Charles Burney,
Mus.D., During a Tour through these Countries Undertaken to Collect Material for a General History of Music,
edited by H. E. Poole (London: Eulenburg Books, 1974), pp. 19-20. This is an extended version of Burney’s
The Present State of Music in France and Italy collated with his unpublished notes.
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encountered accessory on square pianos during the 1780s and 1790s.]*"
The young lady who owned the piano created a sensation by playing
battle pieces with this startling accompaniment.”*

In the hands of an imaginative player, the mutations available in Zumpe’s pianos
allowed for the enhancement of an already sweet, sonorous and succulent un-mutated
sound. These dimensions of sonic beauty go a long way to explain the success of
Zumpe’s pianos, as well as the contemporaneous emergence of the music they inspired.

Zumpe'’s House

Zumpe’s workshop was at 7 Princes Street,””' a small street leading to the then

fashionable Hanover Square, on the western fringes of London.*”” Zumpe’s
shrewd decision to live and work near a fashionable district ensured that his
clientele would be of the wealthy and ‘respectable’ variety.

Plate 9 shows Hanover Square as it appeared in 1754 (seven years prior to
Zumpe’s relocation from Shudi’s workshop in Great Pulteney Street** to his
own premises in Princes Street). Princes Street enters Hanover Square at the
square’s north-eastern corner. Tall buildings obscure the street, but the small
chimneypot at the very edge of the picture (or the roof above the three windows
immediately to its left), following the line of the street to the right, may belong
to the house in which Zumpe lived and worked. In ca 1787 (five years after
Zumpe had relinquished his business and address to the Schoene*** brothers,
and approximately three years before his death), the bird’s-eye-view paths in the

shape of a cross with diagonals in the gardens of Hanover Square were replaced

‘with a circular path running around the circumference bordered by trees’.””

Plate 10 shows Zumpe’s house as it appears today; it is the building painted
white, and further marred by a tinted-glass street-level front. What a scandal that
such architectural vandalism has been allowed to occur. Because Zumpe’s house
was the first building in the world to be dedicated exclusively to the making

219 See Cole, The Pianoforte in the Classical Era, p. 76.

220 E C. Morse, Furniture of the Olden Time (New York: Macmillan, 1902), pp. 261-2.

221 See A Plan of the Cities of London and Westminster, Map Section: northernmost extent Mary le Bon and
southernmost extent Tothill Fields. See also ‘Princes S’, in Bowles, Bowles’s Reduced New Pocket Plan of the
Cities of London and Westminster, Grid Reference Bn.

222 See Cole, The Pianoforte in the Classical Era, p. 51.

223 Known during the eigheteenth century as Pultney Street, and from the second decade of the nineteenth
century as Great Pultney Street. Now known as Great Pulteney Street. See ‘Pultney Str’, in J. Cary, Cary’s New
and Accurate Plan of London and Westminster the Borough of Southwark and Parts Adjacent; Viz. Kensington,
Chelsea, Islington, Hackney, Walworth, Newington &c with an Alphabetical List of Upwards of 500 of the Most
Principal Streets with References to their Situation (London: John Cary, 1795), in London and Environs Maps and
Views (Last updated 31 December 2011), Map Reference 27.

224 ‘Originally Schon.” Cole, The Pianoforte in the Classical Era, p. 72.

225 ‘Hanover Square Gardens: A History of the Locality’ (London: City of Westminster, n.d.) [information
on a permanent sign located at Hanover Square, London)].
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of pianos, the cultural significance of this building cannot be underestimated.
Oddly, there is no blue heritage plaque identifying the building as the residence
of the inventor of the English square piano.

Zumpe’s house is currently owned and occupied by the Salvation Army. A
conversation held between the author and a representative of the Salvation
Army’s London management revealed that the 2008-09 global financial crisis had
stalled the planned gutting of Zumpe’s house. The photographs of and from the
first-floor front room (Zumpe’s principal room for receiving guests) are possibly
the last to be taken before redevelopment (which was scheduled to begin in early
2010) obliterates the internal space as it currently exists (Plates 11 and 12).

In Plate 12, the ‘Lloyds TSB’ building on the left-hand side of the image occupies
land on the southern corner of the intersection of Princes Street with Hanover
Square. If Zumpe had walked a few buildings south from this intersection,
he would have come upon the Hanover Square Music Rooms, located at the
intersection of Hanover Square and the northern side of Hanover Street. Richard
Horwood'’s Plan of the Cities of London and Westminster, the Borough of Southwark,
and Parts Adjoining**® shows Hanover Square, 7 Princes Street (Zumpe’s house)
and the Hanover Square Music Rooms (Plate 12a). Horwood labels the Hanover
Square Music Rooms as ‘Concert Rooms’. During Joseph Haydn’s (1732—1809) first
visit to London in 1791, the symphonies he composed for Johann Peter Salomon’s
(1745-1815) concert series were premiered at the Hanover Square Music Rooms
(the concert hall comprised 235 square metres, and accommodated an audience of
500). ‘Credit for the first regular series of public commercial concerts in England
is usually given to the violinist John Banister (ca 1624—79); they were held in his
own house in Whitefriars [two blocks south of Fleet Street, near the northern bank
of the Thames|*”’ in 1672 and advertised in ... [The] London Gazette, thus drawing
on the coffee-house audience that provided the readership of early newspapers.’>**

The front door of Zumpe’s house would have opened from the street directly into the
front room, where he may have displayed the pianos he had for sale (Zumpe’s timber-
framed workshop was situated behind the house). For those with money, ‘shopping
was an important component of late 18th century [life]. Indeed, the shops where
luxury objects” such as Zumpe’s pianos ‘were sold were places for sociability”.”

‘In England a man’s house served as his ultimate possession, the absolute
confirmation of his status. Accordingly, vast sums of money (often a family’s

226 R.Horwood, Plan of the Cities of London and Westminster, the Borough of Southwark, and Parts Adjoining.

Showing Every House (London: R. Horwood, 1792-99).

227 See ‘White Fryers’, in J. Noorthouck, A Plan of the City and Liberties of London,; Shewing the Extent of
the Dreadful Conflagration in the Year 1666 (London: R. Baldwin, 1773).

228 Chanan, Musica Practica, p. 133.

229 H. Koda and A. Bolton, Dangerous Liasons: Fashion and Furniture in the Eighteenth Century (New York:
Metropolitan Museum of Art, 2007), pp. 89-90.
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whole substance) were spent to build, decorate, improve, maintain, and furnish
the domestic enclosure.””*® There can be little doubt that a large portion of the
considerable fortune that Zumpe made through the sale of his pianos would
have been spent on improving, maintaining and furnishing his house.

During the five years after 1774, London experienced the biggest surge of the
century in building:

Fireplaces and bigger windows became standard, but spaces were also
more confined. In small houses status was indicated by a simple cornice
over the best fireplaces or in the best room, and plain painted panelling
was found in all but the poorest houses.

Large numbers of houses incorporated shops.”!

Zumpe's house was one such building.

. I
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Plate 9 Sutton Nicholls (fl. 1680-1740): Hanover Square (1754).
Engraving; longest dimension 46 centimetres.

Source: Hanover Square Gardens: A History of the Locality (London: City of Westminster, n.d.). Image on a
permanent sign located at Hanover Square, London. Photo by the author.

230 R. Leppert, ‘Music, Domestic Life and Cultural Chauvinism: Images of British Subjects at Home in
India’, in R. Leppert and S. McClary (eds), Music and Society: The Politics of Composition, Performance and
Reception (Cambridge: Cambridge University Press, 1987), p. 66, fn. 11.

231 M. Berg, Luxury and Pleasure in Eighteenth-Century Britain (Oxford: Oxford University Press, 2007), p. 224.
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Plate 10 Johann Zumpe’s house.

Source: Photo by the author.

Plate 11 The first-floor drawing ro in Johann Zumpe’s house.
The fireplace surround is not from the eighteenth century.

Source: Photo by the author.
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Plate 12 The view of Hanover Square from the first-floor drawing room in
Johann Zumpe's house.

Source: Photo by the author.

Plate 12a Hanover Square and surrounds (detail).

Source: Richard Horwood (ca 1757-1803), Plan of the Cities of London and Westminster, the Borough of
Southwark, and Parts Adjoining. Showing Every House (London: R. Horwood, 1792-99). Reproduced with
permission of Motco Enterprises Limited. www.motco.com.

55



56

The First Fleet Piano: A Musician’s View

Johann Christian Bach’s Support

Zumpe appears to have gained affirmation and support from his friends
Johann Christian Bach (1735-82), the youngest son of Johann Sebastian Bach
(1685—1750; ‘Master of the Queen’s Musick’, chamber musician to the Queen’s
household, ‘accompanist to the flute-playing George III'*** and internationally
acclaimed composer), and Gabriel Buntebart, possibly harpsichord maker to
Queen Charlotte (1744-1818) and ‘grand Piano forte Maker to Her Majesty’.*”
A favourite at court,”* affable with both the aristocracy and the intelligentsia,
and comfortable in lower social circles,*” J. C. Bach was good looking (he had
an ‘enchanting smile’),”® engaging, was of ‘worthy character’” and had a gift
for making friendships that captivated both sexes equally.”® Bach was greatly
respected not only by the professional musical fraternity, but also by the royal
family.* Both J. C. Bach’s and Buntebart’s close connections with the court
and the immediate cohort of attendants in Queen Charlotte’s household?*® meant
that these two gentlemen were perfectly positioned to encourage the acceptance
of Zumpe’s new invention by those who represented the highest and most
fashionable levels of society.

J. C. Bach arrived in London in the summer of 1762. (‘London in 1762 was
well provided with musical entertainment, concert halls, and musicians ...
[including] foreigners, attracted to its service by the generosity of its purse.”)*"!
The position J. C. Bach occupied at court had remained unfilled since Handel’s
death in 1759. Amongst the small number of German professional musicians in
London, only J. C. Bach was considered to have sufficient reputation and merit
to replace Hiandel.*** That the German-born Queen Charlotte ‘should desire a

232 Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 389, fn. 11.

233 Circumstantial evidence suggests that Gabriel Buntebart was Queen Charlotte’s harpsichord maker.
Buntebart arrived in London from Strelitz at the same time as Queen Charlotte. See M. Cole, ‘John Zumpe’ in
Square Pianos (n.d.).

234 When J. C. Bach died of consumption (tuberculosis), Queen Charlotte ‘paid for his funeral and
established a pension’ (of £200 a year for life) for his widow. J. L. Cooper and A. S. Powell, ‘Sophie Charlotte,
1744-1818', in A Princess of Mecklenburg-Strelitz as Queen of England (Last modified 10 November 2003).
See also C. L. H. Papendiek, Court and Private Life in the Time of Queen Charlotte: Being the Journals of Mrs
Papendiek, Assistant Keeper of the Wardrobe and Reader to Her Majesty. Edited by her Grand-Daughter, Mrs
Vernon Delves Broughton (London: Richard Bentley & Son, 1887), Vol. 1, p. 153.

235 See P M. Young, The Concert Tradition: From the Middle Ages to the Twentieth Century (London:
Routledge & Kegan Paul, 1965), p. 144.

236 Papendiek, Court and Private Life in the Time of Queen Charlotte, Vol. 1, p. 151.

237 1Ibid., p. 153.

238 See C. S. Terry, John Christian Bach, facsimile edn (London: Travis & Emery, 2009) [originally published
Oxford: Oxford University Press, 1929], p. 11.

239 See Papendiek, Court and Private Life in the Time of Queen Charlotte, p. 133.

240 See Cole, The Pianoforte in the Classical Era, p. 61.

241 Terry, John Christian Bach, p. 62.

242 See ibid., p. 60.
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compatriate as her music-master was as natural as that she should invite her
brother Duke Adolph Friedrich to provide one ... The national bias of a German

Queen rejected an Italian master”.**’

Queen Charlotte was a passionate devotee of music.

At the tender age of 17, during a stormy ten-day voyage [‘which rendered
her five ladies-in-waiting unfit for service’|*** when she crossed the
English Channel to marry a man she had never seen (George III), she
comforted herself by playing the harpsichord. She ... left her cabin door
open so that others on board the ship could enjoy her playing.**

Revealing a degree of political astuteness surprising in such a young person, she
included in her performances her rendition of the British national anthem, God
Save the King. She also ‘memorized a few English sentences—English had not
been taught at the court of Neustrelitz’.**
The young King George III ... was woefully immature to be an effective
ruler, and Charlotte was certainly no beauty, but they had one redeeming
feature in common: both were ardent music lovers. The king had taken
instruction on composition from Handel, and the queen was a competent
singer and [keyboardist].*’

After her wedding to George III, the Queen established her own private
orchestra; members of the orchestra dressed in uniforms of scarlet and gold. She
often performed organ concerti by Hindel, having beforehand placed a bust
of the composer by Louis-Frangois Roubillac (Roubiliac; 1695-1762) above the
organ.**

Roubillac, ‘whose statue of Handel erected at Vauxhall Gardens®® in 1737 was
among his first works for London, was commissioned to create the monument’

for Hiandel's grave, located in Westminster Abbey; ‘it turned out to be his last

work’.?*°

243 1Tbid., pp. 59-60.

244 Cooper and Powell, ‘Sophie Charlotte’.

245 Gadd, The British Art Piano and Piano Design, Vol. 1, p. 235.

246 Cooper and Powell, ‘Sophie Charlotte’.

247 J. Jenkins, Mozart and the English Connection (London: Cygnus Arts, 1998), p. 10.

248 H. C. Smith, The Complete History of Buckingham Palace: Its Furniture, Decoration, & History (London:
Country Life Limited, 1931), p. 89. Quoted in Gadd, The British Art Piano and Piano Design, Vol. 1, p. 235.
249 See ‘Vauxhall Gardens’, in Cary, Cary’s New and Accurate Plan of London and Westminster, Map
Reference 52.

250 E. T. Harris, ‘Handel and His Will’, in D. Burrows (ed.), Handel’s Will: Facsimiles and Commentary
(London: The Gerald Coke Handel Foundation, 2008), p. 18.
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The sculptor probably knew Hiandel as a friend. They may have

met at Slaughter’s Coffee House in St. Martin’s Lane>' [Charing Cross] to
exchange gossip and discuss Hiandel’s scores, some of which had been
published with engraved illustrations by [Hubert-Frangois Bourguignon,
commonly known as] Gravelot [1699-1773], a French artist who was also
a friend of ... [William Hogarth (1697-1764). At the time, Hogarth was]
the most famous frequenter of Slaughter’s.”

Queen Charlotte cannot have been blind to the musical strengths of Zumpe’s
square piano (during his first visit to London, between 1791 and 1792, Joseph
Haydn found Queen Charlotte’s keyboard skills to be ‘quite good—for a
Queen’).”” Fortunately for Zumpe, Queen Charlotte’s acceptance of his square
pianos conferred upon them the ultimate accolade and guarantee of fashionable
status.”* Queen Charlotte may even have been one of the first to play a Zumpe
piano.* Because Zumpe’s pianos were ‘the chosen instrument of the Queen ...
no woman of fashion or quality could be without one’.”* As a result, Zumpe
soon had more orders than he could fill. It is probable Zumpe made up to 50
instruments a year (that is, about one every week).

The Bach-Abel Concert Series

It took a long time for the grand piano to win general favour in London. On
the other hand, Zumpe’s ‘small piano-forte’ quickly became prodigiously
fashionable.”” The popularity of Zumpe’s square pianos may have been due, in
part, to their use in the exclusive Bach-Abel concert series. This series began on
Monday, 23 January 1764, and continued until 9 May 1781.

Carl Friedrich Abel (1723-87), ‘a former pupil of J. S. Bach and friend of” the
German composer and music theorist Johann Adam Hiller in Dresden,”® was
not only an accomplished harpsichordist, but was also renowned as the greatest
viola da gamba virtuoso of his day.

251 See ‘St. Martins St.’, in Bowles, Bowles’s Reduced New Pocket Plan of the Cities of London and Westminster.
252 M. Mainstone, ‘Roubiliac’s Handel’, in V & A Masterpieces (London: Victoria and Albert Museum, 1976,
rev. 2006).

253  Quoted in C. Hogwood, Liner notes for Johann Christian Bach: Four Sonatas & Two Duets, Op. 18
(L"Oiseau-Lyre/Decca, 1976), vinyl disc, DSLO 516, p. 2. Clive Unger-Hamilton attributes Haydn’s remark to
Georg Friedrich Handel in his Keyboard Instruments: The Instruments, the Music & the Musicians (Minneapolis:
Control Data Publishing, 1981), p. 50.

254 See Cole, The Pianoforte in the Classical Era, p. 61.

255 Seeibid., p. 61.

256 Goold, Mr. Langshaw’s Square Piano, p. 96.

257  See Cole, Broadwood Square Pianos, p. 30.

258 Young, The Concert Tradition, p. 144.
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In 1743, Abel was a gamba player in the Dresden court orchestra (the high
technical and musical standard of which amounted to that of a utopian fantasy)
under the direction of the famed Oberkapellmeister Johann Adolph Hasse (1699—
1783). During the destruction of Dresden by Frederick the Great in 175859,
Abel left the city and travelled to Frankfurt, Mannheim and Paris. In 1759,
Abel went to London, where he became a vital force in the musical culture of
the city that was to be his home until his death. Approximately five years after
his arrival in London (in ca 1764), Abel was appointed as a chamber musician at
the court of Queen Charlotte.*’

As two of London’s internationally respected immigrants, J. C. Bach and Abel

sought to present their subscription concerts like an expanded soirée
for polite society, a simulation of the private sphere with many of the
audience known not only to the performers but also to each other. True,
the buying of tickets was a commercial transaction, but it was disguised
under a veneer of aristocractic sociability in a manner very characteristic
of London’s advanced urban culture.*®

Bach and Abel’s concert series was not only ‘a vital marketing tool in building
a reputation and maintaining public visibility, but ... was’, as for most
instrumentalists in eighteenth-century London, “primarily a way of engineering

. essential contacts with influential and wealthy patrons at the core of the
musical structure’.?®!

Concerts were given weekly, with J. C. Bach and Abel directing the concerts on
alternate Wednesdays. Subscription tickets could be purchased at J. C. Bach’s
house, on the corner of Carlisle and Dean streets*** near Soho or Kings Square.**’

Plate 13 shows J. C. Bach’s house as it appears today. Coincidentally, the security
alarm of the ‘Jazz@Pizza Express’ shop located directly opposite Bach’s house is
labelled ‘Abel” (Plate 14).

259 See Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 389, fn. 11. See also W. Knape and M. R.
Charters, ‘(4) Carl Friedrich Abel’, in S. Sadie (ed.), The New Grove Dictionary of Music and Musicians (London:
Macmillan, 1980), Vol. 1, p. 11.

260 S. McVeigh, ‘Industrial and Consumer Revolutions in Instrumental Music: Markets, Efficiency, Demand’,
in R. Illiano and L. Sala (eds), Instrumental Music and the Industrial Revolution (Bologna: Ut Orpheus Edizioni,
2010), p. 20.

261 Ibid., p. 32.

262 See ‘Carlille S and ‘Dean Street’, in Cary, Cary’s New and Accurate Plan of London and Westminster,
Map Reference 28.

263 An engraving entitled Sohoe or King’s Square, by Sutton Nicholls (fl. 1680-1740), dated 1754, is housed
at the National Library of Australia, Canberra (Pictures Collection, nla.pic-an10268665). See ‘Soho Squ., in
Bowles, Bowles’s Reduced New Pocket Plan of the Cities of London and Westminster, Grid Reference Cn.
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Plate 13 Johann Christian Bach’s house.

Source: Photo by the author.

Plate 14 The security alarm labelled ‘Abel’ located directly opposite Johann
Christian Bach’s house.

Source: Photo by the author.
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The music presented at the Bach-Abel concert series ‘was doubtless of fine
quality, yet ... the [high-society] audience was largely interested in itself and
came to see and be seen ... In 1774 Bach deposited £3595 in the bank as the
season’s gross revenue from the undertaking—not a bad intake in any century.’***

Not surprisingly, the use of a Zumpe square piano in the Bach-Abel subscription
concerts would have brought the instrument to the attention of both potential
and socially influential buyers.

Charles Burney remarks:

After the arrival of Johann Christian Bach in this country ... all the
harpsichord makers tried their mechanical powers at piano-fortes; but
their first attempts were always on the large size [that is, grand pianos],
till Zumpé ... constructed small piano-fortes of the shape and size of
the virginal, of which the tone was very sweet, and the touch, with a
little use, equal to any degree of rapidity. These, from their low price,
and the convenience of their form, as well as their power of expression,
suddenly grew into such favour, that there was scarcely a house in the
kingdom where a keyed instrument had ever had admission, but was
supplied with one of Zumpé’s piano-fortes. In short, he could not make
them fast enough to gratify the craving of the public.?®

One infers from the opening of Burney’s statement that J. C. Bach’s preference
was unequivocally in favour of the piano rather than the harpsichord.**® This
is not surprising. Between 1750 and 1754, J. C. Bach studied music in Berlin
under his half-brother Carl Philipp Emanuel Bach (1714-88). The extraordinary
expressivity of Emanuel Bach’s musical style, and the sound of the grand piano
by Gottfried Silbermann that C. P. E. Bach used to accompany the flute-playing
Frederick the Great (1712-86) (within the context of the royal concerts at
Sanssouci*’—Frederick’s summer palace—and at the Berlin court), may have
inspired J. C. Bach to support piano making in London.

[A]lthough [Charles] Burney gives no date for the first appearance of ...
[Zumpe’s square pianos], the start of ... [the Bach-Abel concert series]
in 1764 must have roughly coincided with the time the piano first came
into fashion in London. This is not contradicted by the date of the four
earliest surviving Zumpe square pianos, all made in 1766.%*

264 Loesser, Men, Women and Pianos, p. 237.

265 Burney, ‘Harpsichord’ .

266 See Cole, The Pianoforte in the Classical Era, p. 48.

267 ‘These concerts are said to have taken place every night except Mondays and Fridays, the opera nights.’
Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 386.

268 1Ibid., pp. 361-2.
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‘Documentary evidence shows that both J. C. Bach and Charles Burney
thought so highly of Zumpe’s square pianos that they willingly acted as agents,
recommending them to friends and acquaintances everywhere.’>*

Gabriel Buntebart

It is likely that as harpsichord maker to Queen Charlotte, Gabriel Buntebart
provided politically valuable connections between Zumpe and the palace.
Buntebart may even have been involved with Zumpe’s work from the very
beginning in 1766. From 1768 onwards, the names of both Zumpe and Buntebart
appear jointly on the nameboard of Zumpe’s pianos,”® which are inscribed:
Johannes Zumpe et Buntebart Londini fecerunt. Given the popularity of Zumpe’s
pianos, it is reasonable to assume the need for increased production was the
catalyst for Zumpe’s partnership with Buntebart.

Buntebart was J. C. Bach’s close friend and business associate. Evidence of some
of their financial transactions is preserved in Bach’s bank accounts of the 1770s.
(‘An interesting feature of some surviving pianos by Buntebart is the presence
of J.C. Bach’s endorsement which appears as a faint but legible signature at the
far edge of the soundboard.”)*”!

After Zumpe and Buntebart amicably dissolved their business partnership on
Friday, 25 September 1778, it was Buntebart who supplied a grand piano for Queen
Charlotte.””” If Charlotte Papendeik (the assistant keeper of Queen Charlotte’s
wardrobe) observed correctly, this ‘superb instrument” may have been ‘a little
hard in the touch’.”” Doubtless, J. C. Bach was an essential link in the process
associated with the Queen’s acquisition of a grand piano by Buntebart.*”*

Frederick and Christian Schoene

Following the dissolution (by mutual consent) of Zumpe and Buntebart’s
business partnership in 1778,

Zumpe established a new workshop ... in a newly built house in Princes
Street [off the northern side of Oxford Street] near Cavendish Square.*”

269 M. Cole, ‘John Zumpe including Gabriel Buntebart, Sievers, the Schoene Brothers, and Meinke Meyer’,
in Square Pianos (n.d.).

270 See Cole, The Pianoforte in the Classical Era, p. 62.

271 M. Cole, ‘Johannes Zumpe with Information on Gabriel Buntebart, Christopher Sievers, the Schoene
Brothers, Meinke Meyer’, in Square Pianos (n.d.) (Last revised July 2012).

272 ‘Expressly claimed in Buntebart’s will." Cole, The Pianoforte in the Classical Era, p. 62, fn. 24.

273 Papendiek, Court and Private Life in the Time of Queen Charlotte, Vol. 1, p. 279.

274 See ibid., pp. 61-2.

275 See ‘Princes Str.’, in Bowles, Bowles’s Reduced New Pocket Plan of the Cities of London and Westminster,
Grid Reference Bn. See also ‘Princes Str., in Cary, Cary’s New and Accurate Plan of London and Westminster,
Map Reference 27.
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In 1782 he relinquished this address and the business to the brothers
Frederick and Christian Schoene (born 1749 and 1747 respectively). They
came from his home town Fiirth: like him they had previously served
an apprenticeship there. Presumably they paid Zumpe royalties because
the inscription of their pianos reads Schoene & Company/Successors to
Johannes Zumpe etc. The name Zumpe is purposely written much bolder
than Schoene, sometimes leading to mistaken identifications. Buntebart
meanwhile ... took a new partner, Christoph Julius Ludwig Sievers,
from Hanover, who presumably brought new capital into the business.*”

In the mid-1780s, the Schoene brothers made improvements to Zumpe’s action
by including

an intermediate lever between the hammer and the key. This had the
effect of transforming the action from one in which the acceleration
ratio between the hammer and the key increases as the key is depressed,
to one in which it decreases ... this makes for much easier finger
control. Moreover, this second lever also increased the damping factor
of the action, reducing hammer rebound. This action ... was capable of
rapid and reliable repetition and of a wider dynamic range; the overall
performance of this action was not improved further until the advent of
[Sébastien] Erard’s double-escapement action in the 1820s.%”

Zumpe's Pianos are an Inspiration

Zumpe’s square pianos so captivated hearts and minds that professional and
amateur musicians alike ‘almost fell over each other in their intense desire to
explore and exploit the piano’s potential for both brilliance and subtlety of
expression’.””

Because Zumpe’s square pianos have a keyboard compass®”

of almost five octaves® ... they could be used for virtually any published
music. Their clear articulation and charmingly novel tone made them
ideal for the kind of ... sonatas ... as provided by J. C. Bach (and his

brothers), Boccherini, [Baldassare| Galuppi [1706—85] and dozens of
lesser masters. The soundboard is very small, but the success of their

276 Cole, ‘John Zumpe'.

277 Clarke, ‘The English Piano’, p. 257.

278 Cole, The Pianoforte in the Classical Era, p. Xv.

279 See ‘Compass’, in Appendix Q, Volume 2 of this publication.

280 An ‘octave’ is the sounding distance between two pitches, where the sound of the higher pitch is
produced by vibrations that are double the frequency of the lower pitch; the sound of the lower pitch is
produced by vibrations that are half the frequency of the higher pitch. See ‘Octave’, in ibid.
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distinctive tone originated chiefly in very robust string tensions (greater
than on any piano made before)*®' and the voicing of their tiny hammers
by covering them with soft bookbinders’ leather.**

The softness, elasticity and durability of leather depend on the type of tanning
process.”® ‘Deer, goat, sheep, and calf can make good covering material, though it
seems that goat and deer are more likely to be found in English square pianos.”***
The leather found on a 1769 Zumpe is vegetable-tanned sheepskin—but beware,
an eighteenth-century sheep bears no resemblance to today’s animal, which has
such a relatively massive coat that the skin structure is compromised. ‘Vegetable
tanning is the oldest [tanning] method, dating back to prehistory. It involves
treating in tannic acid from plant/tree material’,*® often using a combination of
several tree species— oak or spruce bark, chestnut wood, sumach leaves, and
oakgall’***—for the best results. Vegetable-tanned leather is easily recognisable
by its yellow or light-beige coloration.?®” The tanning process ‘is generally
slow (6—12 weeks), [and] involves numerous manual bath changes and stirring,
[resulting] ... in leather that will need to be physically worked and oiled to
become flexible again’.?®

Several eighteenth-century piano makers (for example, Adam Beyer and John
Broadwood) used ‘alum-tawed goat skin ... It is usually white, soft, and flexible,
but when you pull it does not stretch ... However, another frequent choice by
historic makers was thin vegetable-tanned calf. It is flexible, but ultimately it is
not so durable.**

The succulent treble of Zumpe’s square pianos was especially suited to the
prominent melodic lines and the expressive subtlety of music written in the
fashionable ‘galant’ style. Like most stylistic labels (perhaps even more than
most), the term galant is a vague one.

In non-musical discourse of the late seventeenth and eighteenth
centuries, its signification varied with the user, covering such a broad
range of meanings as to embrace virtually opposite attributes—brave,
noble, chivalrous, courtly, lascivious, immoral. Often it was simply an

281 The geometry of the design of Zumpe’s pianos results in a very short string scaling. By way of example,
for c2, ‘Zumpe, pushing the material to its limits, used ferrous wire on a 12-inch scaling’. Debenham and Cole,
‘Pioneer Piano Makers in London’.

282 Cole, ‘John Zumpe including Gabriel Buntebart’.

283 See ‘Tanning’, in Appendix Q, Volume 2 of this publication.

284 ‘Vegetable Tanning’, in T. Strange, ‘Re-Leathering Your Square Piano Hammers and Action Parts’, in
Square Piano Tech: A Resource for the Restoration of 18th and Early 19th Century Square Pianos (n.d.), p. 5.

285 Ibid.

286 L. Vass and M. Molnar, Handmade Shoes for Men (Potsdam: H. E. Ullmann, 2006), p. 93.

287 1Ibid., p. 93.

288 ‘Vegetable Tanning’, in Strange, ‘Re-Leathering Your Square Piano Hammers and Action Parts’.

289 M. Cole, ‘Some Thoughts on Adhesives’, in Square Piano Tech: A Resource for the Restoration of 18th and
early 19th Century Square Pianos (2009), p. 2.
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approbatory adjective describing what was modish ... Although the
application of galant to music was often wide ranging and imprecise,
a general concept of galant composition emerged towards the middle
of the eighteenth century: easily accessible, agreeable, flowing music,
in which melody predominated [commonly comprising predictable,
symmetrically balanced phrase lengths] and accompaniment played a
subordinate role, or, negatively, music that avoided contrapuntal texture
or other compositional complexity, and made no stringent demands on
the intellect or emotions of the listener.*”

In some instances, adjectives such as ‘urbane’, ‘elegant’, ‘pleasing’, ‘light” and
‘charming’ were used to conceal judgment of the galant style as being superficial,
facile and short-winded. Such a judgment is reflected, for example, in the
opinions of the eighteenth-century English music theorist Sir John Hawkins
(1731 — ca 1800), who, in his An Account of the Institution and Progress of the
Academy of Ancient Music (published in 1770), states:

For reasons, which no one is willing to avow, adagio music is exploded,
and we are content to forego [sic] the majesty and dignity of the largo
and andante movements, with all the variety arising from the interchange
of various airs and measures, for the noise and rattle of an unisonous
allegro, to which no name can be given, or the intoxicating softness of
that too-often iterated air, the minuet.?*

It is not surprising that, as a 69-year-old, Hawkins found it difficult to adapt
to the aesthetic changes wrought by the emergence of the galant style; as with
many innovative musical styles, galant was ‘at once proposition’ (that is, an
experimental style, whose aesthetic, emotional and compositional limits were
untested) ‘and resolution’ (that is, a style defined by specific aesthetic and
compositional parameters).**

In London, the musical strengths of Zumpe’s pianos and the compositional
characteristics of the galant style not only found themselves inextricably linked,
but also inspired composers to produce some of the late eighteenth century’s
most extraordinarily beautiful piano music.

Several decades after Zumpe’s invention, the square piano was still viewed in
a more than favourable light. A dealer’s catalogue dated 1789 describes some

290 D. M. Berg, The Correspondence of Christian Gottfried Krause: A Music Lover in the Age of Sensibility
(Farnham, Surrey: Ashgate, 2009), pp. xvii—xviii.

291 Quoted in Hogwood, Liner notes for Johann Christian Bach, p. 2.

292 See R. Wagner, Symbols that Stand for Themselves (Chicago: University of Chicago Press, 1986), p. 11.
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of the advantages of the square piano: ‘Their tones are remarkably sweet and
delicate, and their structure renders them agreeable for travelling with, as they
may be conveyed and even performed upon in a coach.”*”

A complex mixture of social and economic factors contributed to the square
piano’s popularity. During the late eighteenth century, trade was the foundation
of the English economy. As a consequence, the ‘professional’ classes** acquired
more wealth and influence,”” many finding themselves both with the desire for
and in a position to purchase a ‘small piano-forte’; the status of ‘gentlemen’ was
associated not only with wealth, but also with ownership of a piano.

Zumpe’s Pianos in England and Abroad

The Professional Class: Piano music and hedonism

In 1709, the English author, journalist and pamphleteer Daniel Defoe (ca 1660—
1731)*° described England’s socioeconomic groups as

1. The great, who live profusely.

2. The rich, who live plentifully.

3. The middle sort, who live well.

4. The working trades, who labour hard, but feel no want.
5. The country people, farmers, &c, who fare indifferently.
6. The poor, that fare hard.

7. The miserable, that really pinch and suffer want.*’

Defoe’s ‘middle sort” included both the lower end of ‘the rich” and the upper end
of ‘the working trades’. ‘Contemporary observers noted the apparent ease by
which gentility could be acquired via ... prosperity, and thus how new blood
from trade or the professions swelled the ranks of the “genteel”.**

A large number of the people in late eighteenth-century England who owned
a piano and who bought and played piano music belonged to the ‘middle sort’.
This socioeconomic group is now commonly described as middle class; this is

293 Music Trades Review, 15 December 1890, p. 21, Col. 1.

294  See ‘The Professional Class: Piano music and hedonism’, below.

295 See L. Conway, The Advent of the Zumpe Square Pianoforte (n.d.), p. 12.

296 Defoe’s fame derives from his novel Robinson Crusoe.

297 See J. Riding, Mid-Georgian Britain 1740-69 (Oxford: Shire Living Histories, 2010), pp. 12-13.
298 1Ibid., p. 13.
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not a term with which the middle sort would have been familiar. ‘Such people
probably did not consider themselves to be part of a monolithic ... [middle]
class, but rather as part of a professional class.”>”

The ‘professional class’ comprised those who did not hold hereditary noble
titles, and who earned

a living by some (legal) activity other than manual labour ... [The
professional class] was a highly diverse group, extending from very
wealthy industrialists and commercial magnates and bankers, through
the ranks of lawyers, physicians, and holders of middle-tier government
posts, down to small shop keepers, minor officials, and school teachers.>®

At the ‘lower’ end of this social spectrum, certain trades possessed an inherently
higher status than others. For example, goldsmiths and watchmakers were
considered to be more ‘respectable’ than shoemakers and butchers. Traditionally,
apprentices were held in low esteem, regarded as ‘members of a youth sub-
culture prone to frivolous behaviour, irresponsibility, riot, and in the worst

cases, criminality’.*”

As the professional class became increasingly affluent,

their demand for music in diverse forms increased and spread to an
ever-widening fraction of the population. Hearing music performed
professionally and having the means to perform it oneself were luxury
goods, defined by economists as goods whose consumption rises more
than proportionately with advances in real income.*”

The expansion of the professional class presented significant opportunities for
social mobility.

One was recognised as a gentleman through the acquisition of the proper
clothing, manners, fashionable possessions and, most importantly, the ability to
support oneself without manual labour.**

The piano became a status symbol, not only because elaborately inlaid
instruments were expensive, but also because they provided the

299 D. de Val, ‘The Ascent of Parnassus: Piano Music for the Home by Clementi and His Contemporaries’,
in R. Illiano, L. Sala and M. Sala (eds), Muzio Clementi: Studies and Prospects (Bologna: Ut Orpheus Edizioni,
2002), p. 52.

300 L. Plantinga, ‘Music, Machines, and the Middle Class’, in R. Illiano and L. Sala (eds), Instrumental Music
and the Industrial Revolution (Bologna: Ut Orpheus Edizioni, 2010), p. 47.

301 R.Jordan, The Convict Theatres of Early Australia 1788-1840 (Hatfield, UK: University of Hertfordshire
Press, 2002), p. 87.

302 Scherer, Quarter Notes and Bank Notes, p. 33.

303 Loesser, Men, Women, and Pianos, p. 185.
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opportunity for a gentleman’s wife and/or daughters to acquire and
display musical skill, which was considered a highly attractive genteel
‘accomplishment’.***

Genteel families and those aspiring to higher ranks subscribed to
the belief that among women an appearance of leisure, combined
with moderate artistic accomplishments reflected directly on their
families” prestige in society. Alongside needlework, drawing, and an
understanding of foreign languages, the ability to sing and play the
piano were considered highly desirable skills for nubile ladies who were
expected to parlay their accomplishments into suitable matrimonial
matches. Unsurprisingly, women were important consumers of keyboard
music in the late eighteenth century, a considerable amount of which
was written to meet what was seen as their tastes and needs.’”

The presence in the home of a piano served not only to substantiate a gentleman’s
claims to consequence, but was also useful in revealing his innate moral
character; the piano continued to function in this regard well into the early
nineteenth century. For example, in Jane Austen’s (1775-1817) novel, Pride and
Prejudice (1813),%*

Mr. Darcy’s gift to his sister of a piano demonstrates his generosity
and readiness to care for the women nearest to him. Tender recesses
of Darcy’s character are thus revealed, and by strong implication, his
potential kindness as a husband. Simultaneously, Austen shows that a
piano was regarded as an essential feature of gentility.>’

Making music at the piano was often the primary source of entertainment in the
home, and amateur musicians (often members of the professional class) sought
both ‘diversion and refuge in providing their own musical entertainments ...
Images of elegant ladies, gentlemen, and children playing instruments permeate
... the arts of ... [the] period”.**®

304 Conway, The Advent of the Zumpe Square Pianoforte, p. 12.

305 R.-M. Kok, ‘Family and Gender in Imaginative Children’s Music’, in R. Illiano and L. Sala (eds),
Instrumental Music and the Industrial Revolution (Bologna: Ut Orpheus Edizioni, 2010), p. 269.

306 J. Austen, Pride and Prejudice: A Novel. In Three Volumes. By The Author of ‘Sense and Sensibility”
(London: T. Egerton, 1813).

307 A. Vickery, Behind Closed Doors: At Home in Georgian England (New Haven, Conn., and London: Yale
University Press, 2009), p. 85.

308 C. M. Wehking, Music and the Pursuit of Happiness in the Eighteenth Century (Minneapolis: University
Gallery, University of Minnesota, 1983), p. 31.
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‘The salon was the locus where music became a commodity which could be
exchanged for social status.”” In the salon, the aspirational, status-conscious
professional class sought to emulate the tastes and materialistic ostentation of the
wealthy aristocracy; the purchase and ownership of a piano enhanced this aim.

It appears that there was no limit to the obsessive materialism of the professional
class. In Essays on Practical Education, the Anglo-Irish novelist Maria Edgeworth
(1767-1849) wrote (in collaboration with her father)’'® of ‘the higher classes
in life ... it is in vain that they intrench themselves, they are pursued by the
intrusive vulgar. In a wealthy mercantile nation there is nothing which can be
bought for money, that will not long continue to be an envied distinction.”"!

In attempting to provide a reason for the ‘addictive consumption of the late
18th century’,’"? Colin Campbell proposes that it was a ‘modern hedonism, an
individual pleasure in luxury material goods” within the context of ‘a newly
legitimised commercial society’”’ that motivated the affluent, multi-layered
ranks of the professional class to imitate the manners, ‘luxury tastes and
conspicuous consumption of the wealthy elite’.*™

During the late eighteenth century, the enriched bourgeoisie’s hedonistically
motivated hunger for belongings, as well as its insatiable appetite for style
and fashion, radically changed patterns of consumption.’” This ‘consumer
revolution’ sometimes catalysed shrewd responses from craftsmen. The
production and marketing strategies of Josiah Wedgwood (1730-95; ‘Potter to
her Majesty’)’'® provide us with a particularly fine example. Wedgwood’s vision
was to expand the market for his pottery by

not simply ... churning out cheap cups and plates for a mass market,
but by replicating a luxury product for a wider clientele. He invented
a classic design subliminally identified with aristocratic culture
['Wedgwood cultivated a taste for classical forms and ornamentation in
reaction to earlier rococo styles’],>"” only to develop the revolutionary
technical processes and working methods needed to reproduce it in

309 Chanan, Musica Practica, p. 141.

310 The educational writer and engineer Richard Lovell Edgeworth (1744-1817).

311 M. Edgeworth, Essays on Practical Education; By Maria & R. L. Edgeworth. The Third Edition, 2 vols
(London: J. Johnson & Co., 1811), Vol. 2, p. 184.

312 McVeigh, ‘Industrial and Consumer Revolutions in Instrumental Music’, p. 6.

313 C. Campbell, The Romantic Ethic and the Spirit of Modern Consumerism (Oxford: Basil Blackwell, 1987),
cited in ibid., pp. 6-7.

314 McVeigh, ‘Industrial and Consumer Revolutions in Instrumental Music’, p. 6.

315 Seeibid., p. 5.
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quantity for a bourgeois market. Yet Wedgwood still made sure to woo
royalty and aristocratic patrons, retaining an image of luxury as he sold
in large numbers. His success was nicely dependent upon retaining the
prestige value of his products: if the brand became too widely diluted it
would lose its exclusive cache, disdained by the aristocracy and thus no
longer desirable to the emergent bourgeoisie either.’'®

The production and sale of square pianos in late eighteenth-century London
mirror Wedgwood’s production and marketing strategies. Piano makers were
quick to follow Wedgwood’s ‘concept of commercialising a luxury product

. simultaneously’ making it relatively cheap and ‘widely desirable’.’"® The
square piano, in particular, represented a new and desirable type of luxury
item. In its most unadorned, basic version, it was not specifically ‘crafted for
high society’,”” and yet through ownership of a square piano, the ‘modernity,
politeness, respectability, and independence’* associated with the values of the

aristocracy were instantly made available to members of the professional class.

Ownership of a square piano by an aspiring professional-class family was a
visible symbol of respectability (which was ‘the sharpest of all lines of social
division’), and placed ‘the piano ... at the centre of social change’, identifying
it as ‘a potent symbol of social emulation’.’** This is not to say that a square
piano might not have been ‘desired for its own sake rather than for any prestige
which may’ have been attached to it (after all, a square piano does yield its
‘own immediate and obvious satisfactions’).””> The professional class was ‘both
able and willing to purchase a product previously’ identified with ‘aristocratic
consumption patterns’.’**

Social standing, pretence or hedonism were not the only things that may
have stimulated many in the professional class to purchase a piano; the
notion that a true gentleman should express his emotions in a refined and/
or artistically mediated way may also have had an influence. In the end, ‘a
variety of ... meanings, motives and intentions”**’ goes towards explaining why
the professional class regarded the square piano as an essential part of their
material world.

318 McVeigh, ‘Industrial and Consumer Revolutions in Instrumental Music’, pp. 5-6.
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324 1Ibid., p. 40.
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The design of the square piano ensured that it could be made inexpensively and
reproduced (handcrafted) easily. The late eighteenth-century ubiquitousness
of the instrument suggests that the professional class placed ‘value on ...
craftsmanship, on beauty, on being able to see and feel the hand of the artisan
behind the [instrument]’.>* Their response was an emotional as well as an
aesthetic one.

The professional class overwhelmingly ‘came to be thought of as a “public”’—a
group with growing economic clout, and one thought to hold certain collective
ideas, wishes, and tastes’.’”” At the end of the eighteenth century, this was
a completely new notion. Some researchers ‘with a xenophile agenda have
suggested that interest in pianos and piano music was superficial and reflected
no genuine musicality on the part of the British’—for example, Hermann
Muthesius (1861-1927), ‘that intense watcher of the British’, explained to his
German audience®® that ‘the English are probably the most unmusical race in
the world’).*” “They forget that people, however rich or poor, are not generally
inclined to spend their money on something they don't like or don't understand,
nor to raise their social standing by acquiring something unless it is highly
valued and prized by society.”**

As the 1700s gave way to the new century, London piano makers did not restrict
themselves to the home market. In relation to the sale and distribution of English
pianos on the Continent, the trade embargo imposed on English goods during
the Napoleonic wars amounted to nothing more (at least for entrepreneurial
London piano makers) than a passing inconvenience. During the first decade
of the nineteenth century, ‘the manufacture of British pianos represented not
only a significant export but also a powerful symbol of national technological

prowess and modernity’.**!

Zumpe's ‘Small Piano-Forte’ Copied Abroad

By 1780, many instrument makers throughout Europe had copied Zumpe’s
concept—for example: in Stockholm, Pehr Linholm (1742-1813) and Mathias
Peter Kraft (1753-1807); in Amsterdam, Meinke Meyer (ca 1740-7?); in Paris,
Balthazar Péronard (fl. 1760—-89) and Johann Kilian Mercken (1743-1819); in

326 M. Waller and D. Bradbury, Fusion Interiors: The International Design of Andrew Martin (New York:
Watson-Guptill Publications, 2000), p. 22.
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329 Hermann Muthesius, The English House (London: Crosby Lockwood Staples, 1979), p. 216. Quoted in
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330 N. Temperley, ‘Foreword’, in T. Ellsworth and S. Wollenberg (eds), The Piano in Nineteenth-Century
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Brussels, Henrique van Casteel (fl. ca late 1750s—70s); in Berne, Johann Ludwig
Hellen (1716-81); in Madrid, Antonio Enriquez (fl. ca late 1770s); and in Seville,
Juan del Marmol (1737-?). Given the current paucity of research into the
dissemination of Zumpe’s ideas on the Continent, it is possible that other such
makers will be identified in the future.”?

‘The late eighteenth century ‘English square piano’, with its origins in Zumpe’s
square pianos, was the instrument that established the piano both as an item of
trade and as a cultural artefact of central significance.”””

The Cost of Zumpe’s Pianos

Charles Burney ascribes the success of Zumpe's square pianos, in part, to
‘their low price’.”” Compared with harpsichords, Zumpe’s square pianos
were inexpensive; in the 1770s, at 16 guineas each,” they were priced at
the equivalent of approximately one-half to one-third of the cost of a single-
manual harpsichord. Shudi, for example, ‘charged between thirty-five and forty
guineas for a single-manual instrument, fifty guineas for ... [a] single-manual
[harpsichord] with an added “Venetian swell”>** device he invented, and eighty
guineas for [a] double-manual harpsichord ... with the swell’.>””

Reckoned in today’s monetary values, the price of a Zumpe square piano was
approximately £1070 (that is, approximately A$1900).>*® During the 1780s in
London, ‘a prosperous tradesman’s family lived well on £350" (approximately
£22 000, or A$39 000). ‘People with incomes of between ca. £50” (£3100, or
approximately A$5600) and £200 (£12 600, approximately A$22 000) ‘a year

who could afford some of life’s pleasures constituted about a quarter of the

population’.**

During the mid-1780s, the usual cost of a square piano made in London ranged
between 15 and 20 guineas** (£990-1300, or approximately A$1800-2400). This
represents about one-fifteenth of an annual middle-class income. (Analogously,

332 See Cole, Broadwood Square Pianos, p. 36. See also Cole, The Pianoforte in the Classical Era, pp. 81-2, 84.
333 The University of Edinburgh, Russell Collection of Early Keyboard Instruments, St Cecilia’s Hall,
Niddrey Street, Edinburgh, EH1 1JL, catalogue no. P2-ZJ1768.35 (n.d.), p. 89.

334 Burney, ‘Harpsichord” .

335 In late eighteenth and early nineteenth-century England, piano prices ‘were always quoted in the
dignifying unit of guineas’. Ehrlich, The Piano, p. 39.

336 A ‘Venetian swell’ is a ‘frame holding louvers (resembling those of Venetian blinds) that can be opened
and closed by a pedal to control the volume of sound. It covers the soundboard [and strings] of many late-
eighteenth century English harpsichords.” Koster, Keyboard Musical Instruments in the Museum of Fine Arts,
Boston, p. 342. ‘It is rarely found on early pianos.’ Clinkscale, Makers of the Piano 1700-1820, p. 403.
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this is the current equivalent in Australia of the cost of a reasonable-quality
home entertainment system. Unlike contemporary home entertainment
systems, however, the making of piano-based chamber music encourages both
community and communication.) At the same time,

6d would buy enough meat and drink for a journeyman’s dinner [a
journeyman cabinet-maker earned between 15s and £1 a week], 11b of
candles cost 2s 10d, a ticket for the Messiah at the Foundling Hospital**!
was 10s 6d and a set of false teeth with gold springs at £73 10s cost more
than a [good single-manual| harpsichord; little wonder that many got
dead drunk on gin for 2d.**

The Popularity of the ‘English’ Piano in Paris

During the late eighteenth century, the only city that rivalled London in
importance and influence was Paris.> Only a handful of years after the invention
of the ‘English’ (that is, Zumpe-style) piano, the instrument (and the music it
inspired) had spread to the French capital. By 1770, J. C. Bach had arranged for
at least one piano to be shipped to Paris (whether this instrument was a square
piano made by Zumpe is not known).

On Wednesday, 20 June 1770, Charles Burney, whilst in Paris, encountered the
pianist Madame Anne Louise Brillon de Jouy.>** Burney reports:

There was a good deal of company at dinner which was excellent and
bien servi. After coffee we went into the music room where I found an
English pianoforte [that is, a Zumpe-style square piano]|**> which Mr. [J.
C.] Bach had sent her. She played a great deal and I found she had not

acquired her reputation in music without meriting it.>*

During the Ancien Régime,*” playing the harpsichord and the fortepiano was a
favoured pursuit for French aristocratic women.**®

341 See A Plan of the Cities of London and Westminster, Map section: northernmost extent Lambs Conduit
Fields and southernmost extent Lambeth.
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Madame Brillon was ‘rather pretty ... charming ... polite, easy ... naturally
cheerful’,’” and often played host to musical luminaries. Her musical abilities
were greatly respected by, for example, J. C. Bach, Luigi Boccherini, Johann
Schobert, Ernst Eichner (1740-77) and Henri-Joseph Rigel (1741-99). Madame
Brillon also enjoyed the company of the political and social elite. Benjamin
Franklin, for example, became a close friend.

In the year following the Declaration of Independence, Benjamin
Franklin went to Paris to represent American interests. He stayed there
throughout the Revolutionary War, returning after eight years in 1785.
Franklin—mnow a widower in his seventies—did not let politics stand
in the way of earthly pleasures. He spent a good deal of time socializing
with the women of France to whom he was unceasingly attracted.
Franklin was a lover of music, and he was able to combine his interest in
women, chess, and music in twice-weekly gatherings at the home of ...
Madame Brillon de Jouy. Madame Brillon was the thirty-three-year-old
wife of a wealthy civil servant. At first Franklin’s attention to Madame
Brillon was rather more than platonic—and her habit of sitting in his lap
in the presence of others stimulated at least rumours. But before long,
they adopted a father—daughter relationship, and she referred to him
affectionately in her voluminous correspondence as ‘mon cher Papa’.**

The date of Burney’s visit to Madame Brillon (20 June 1770) indicates that she
was among the first Parisians to own a piano. Her connection with J. C. Bach,
and the fact that Burney describes Madame Brillon’s piano as ‘English’**'—that
is, a Zumpe-style square piano—allow for conjecture that the instrument may
have been made by Zumpe.

Charles Burney mentions that Zumpe had been in Paris in 1770.%** Unfortunately,
the exact date of Zumpe’s visit to the French capital is unknown, as are details
concerning his activities whilst there. Charles Burney’s encounter with
Madame Brillon and her ‘English pianoforte”> took place on 20 June 1770. If
Zumpe made Madame Brillon’s square piano, perhaps he personally delivered
the instrument to her during the first six months of 1770. Had this been so,
however, the evening’s conversation would surely have revealed that Madame
Brillon’s square piano was relatively new, and that the piano’s maker (by 1770,
Zumpe was a famous man) had travelled from London to deliver the instrument;
Burney remains silent in relation to these matters. It is also possible that Madame

349 Burney, Music, Men & Manners in France & Italy 1770, p. 19.

350 B. Gustafson, ‘'The Music of Madame Brillon: A Unified Manuscript Collection from Benjamin Franklin’s
Circle’, in Notes (Middleton, Wis.: Music Library Association, 1987), Second Series, Vol. 43, No. 3 (March),
p. 522.

351 Burney, Music, Men & Manners in France & Italy 1770, p. 19.

352  Seeibid., p. 27.

353 1Ibid., p. 19.
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Brillon's English pianoforte’** was an instrument made by Frederick Beck, Adam
Beyer (fl. 1768-1801), Christopher Ganer (fl. 1774-1809), Johannes Pohlmann or
the brothers Frederick and Christian Schoene.

Un Inventaire sous La Terreur

Thanks to the meticulous record-keeping of the French revolutionaries, the
popularity of the English square piano in France during the 1770s and 1780s is
exposed. During the Reign of Terror (Thursday, 5 September 1793 — Monday,
28 July 1794), an Inventaire’® of ‘confiscated ancient and foreign instruments
which were ‘les plus rares, par leur perfection’ [the most rare, because of their
perfection] was made by the eleventh sub-commission of a ‘Commission
temporaire des arts’” >

The Commission temporaire des arts (Temporary Commission of Arts) was
established to protect the objects confiscated from the French aristocracy
and bourgeoisie from vandalism. The Commission included two musicians: 1)
violinist (at the Comédie Italienne, one of the three principal theatres of Paris)
and composer Antonio Bartolomeo Bruni (1757-1821); and 2) Bernard de
Sarette (1765-1858), the first director of the Institut National de Musique—
subsequently the Conservatoire National de Musique).

On Saturday, 3 May 1794 (12 weeks and two days before the Reign of Terror
came to an end), the Commission temporaire des arts decreed that authorisation
had been given for ‘the professors of the Institut National de Musique to betake
themselves, together with the commissioners, into the houses of the emigrated
and the condemned, there to choose the best musical instruments for the use of
the Institute’.”” The instruments were to be brought to a specially designated
depot.

354 1Ibid., p. 19.

355 A. B. Bruni, Un Inventaire sous La Terreur: Etat des Instruments de Musique Relevé chez les Emigrés et
Condamnés Par A. Bruni. L'un des Délégués de la Convention [An Inventory of the Terror: State Record of Musical
Instruments owned by Emigrants and the Condemned By A. Bruni. One of the Delegates of the Convention], edited
by J. Gallay, facsimile edn (Geneva: Minkoff, 1984) [originally published Paris: Georges Chamerot, 1890]. ‘A
more complete list of the confiscated instruments (including 25 not listed in J. F. Gallay)’ can be found in J.-B.
Weckerlin, ‘Etat des instruments de musique enlevés du dep6t nationale, Rue Bergére, pour étre transférés au
Conservatoire, établi aux Menus, ainsi que ceux qui ont été delivers ailleurs par ordre du Comité d’instruction
publique et du ministére (1795)" [State Listed Musical Instruments Stored in the National Warehouse, Bergere
Street, to be Transferred to the Conservatorium, as well as Those to be Delivered Elsewhere by Order of the
Committee of Public Instruction and the Ministry (1795)]’, in Nouveau Musiciana [New Musiciana) (Paris: Garnier
Freres, 1890), pp. 145-69. M. Latcham, ‘In the Shadow of the Enlightenment; Stringed Keyboard Instruments
in Diderot’s Encyclopédie and its Derivatives’, in Musique, Images, Instruments: Revue frangaise d’organologie
et iconographie musicale 11: Le pianoforte en France 1780-1820 |French Magazine of Organology and Musical
Iconography 11: Pianoforte in France 1780—1820] (Paris: CNRS éditions, 2010), p. 9, fn. 18.

356 Gadd, The British Art Piano and Piano Design, Vol. 1, p. 211.

357 Loesser, Men, Women and Pianos, p. 322.
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Antonio Bruni supervised the seizure of instruments, a process that began on
3 May 1794, and concluded more than 15 months later, on Tuesday, 18 August
1795. Bruni and de Sarette ‘visited 111 houses and mansions of the emigrated
and the condemned, removing 367 items’.””®
Although there were 33 houses that owned one or more pianos and no
harpsichords or spinets, there were 31 other houses that owned one
or more harpsichords but no pianos. Nevertheless, most of the dated
harpsichords are earlier than the dated pianos and none of the seventeen
houses with both harpsichords and pianos appears to have acquired a
harpsichord after purchasing a piano, assuming the harpsichords were
all acquired when new. Except for one, those houses that certainly or
probably owned grand pianos had no other keyboard instrument.**

Confiscated keyboard instruments provided the fledgling Institut National de
Musique with an instrument collection,’a public ‘Cabinet of instruments”**' that
‘served as models because of their working principles’.*** Although instruments
were stored in preparation for the establishment of a museum collection, little
action was taken in relation to the matter ‘until 1861, when Louis Clappisson
was finally put in place as curator’.’® (During the cold winters of the early
1800s, some of the confiscated instruments were used as firewood. During the
winter of 1816, 20 harpsichords met their fate in this way.)*** Thankfully, not all
seized instruments found their way into the collection of the Institut National
de Musique. Some of the confiscated instruments were returned to the families
of their guillotined owners**—however, not all. Certain ‘high executives’ of the
Directoire exécutif or Directory (‘a body of five directors that held executive
power in France from 26 October 1795 until 10 November 1799, following the
end of the Reign of Terror’),>* ‘as well as other highly placed officials seem to
have taken’ the declaration of the instruments as ‘property of the nation’

quite personally ... One of the Directors ... Jean-Frangoise Rewbell
[1747-1807] ... had a Taskin harpsichord and a Schoene piano, quite

358 1Ibid., p. 324.

359 Latcham, ‘In the Shadow of the Enlightenment’, p. 10.

360 Some of the instruments in this collection ‘form the basis of the collection of the ... Conservatoire in
Paris, now in the Cité de la Musique’. Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 391, fn. 55.
361 Quotation taken from the confiscated instrument Inventaire in F. Gétreau, ‘The Conservation of
Acoustical Specifications: A Long Ignorance in Public Collections of Ancient Instruments’, in Proceedings of
the 17th International Congress on Acoustics (Rome, 2001.

362 Quotation taken from the confiscated instrument Inventaire, XXXI, in A. G. Hess, ‘The Transition from
Harpsichord to Piano’, in The Galpin Society Journal (London: The Galpin Society, 1953), Vol. 6 (July), p. 83.
363 Kottick, A History of the Harpsichord, p. 402.

364 See ‘France Paris Musée de la Musique’, E. L. Kottick and G. Lucktenberg (eds), Early Keyboard
Instruments in European Museums (Bloomington and Indianapolis: Indiana University Press, 1997), p. 51.

365 See Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 391, fn. 55.

366 M. Martin, ‘The Directory, 1795-99’, in Napoleon: Revolution to Empire (Melbourne: The Council of
Trustees of the National Gallery of Victoria, 2012), p. 79.
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impartially, sent home for the use of his wife. Lazare Carnot [1753—
1823], another exalted Director, must have been quite a music lover, for
he helped himself to three pianos. The high-talking political moralist
[Louis-Marie] Larevelliere-Lepeaux [1753—1824], another of the nation’s
chief executives, took four instruments. [Pierre] Benezech [1775-1802],
Minister of the Interior, inspired by the example of his superiors, also
took a grab from the bag, but contented himself with a single organ—
as did citizen [Charles] Cochon [de Lapparent, 1750-1825], a mere
modest Minister of Police. However, citizen Angibault, Comptroller of
Buildings, seems to have been quite drunk with musical enthusiasm, for
he pilfered no fewer than seven instruments, some of them amongst the
most valuable ... It appears that ... when the Conservatoire ... [formed
its] museum, not one of the enthusiastically ‘socialized’ instruments was
at hand for inclusion.*”’

Of the seized keyboard instruments, 62 were harpsichords and 71 were pianos.’*®
Amongst the instruments catalogued as a clavecin (harpsichord), one made in
1769 (24 years before the start of the Reign of Terror) by Jean-Henri Silbermann
(1727-99) may have been one of Silbermann’s Hammerfliigel (grand pianos):**
92.—Un clavecin en bois de noyer, par Jean Henri Silbermann, année 1769,

a Strasbourg.

[A harpsichord of walnut wood, by Jean Henri Silbermann, year 1769,
from Strasbourg.]*”®

(Confiscated from Laurent Planelli de Mascrany de la Valette, Baron de
Maubec.)

‘The surviving pianos by Silbermann ... all have plain walnut cases while
numerous French harpsichords of the second half of the eighteenth century
are painted and further decorated with gold bands.””" That the confiscated
1769 instrument is described as a clavecin is confusing. ‘Perhaps Silbermann’s
Hammerfliigel and other [instruments] like them were not ... considered as
pianos but as expressive harpsichords.”””

367 Loesser, Men, Women and Pianos, p. 326.

368 See Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 369.

369 See Latcham, ‘In the Shadow of the Enlightenment’, p. 9.

370 ‘XXII Inventaire du 16 Messidor I’an Ile’, in Bruni, Un Inventaire sous La Terreur.
371 Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 369.

372 1Ibid., p. 368.
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Some of the other seized clavecins may also have been grand pianos.’” One of
the named harpsichords of the confiscated 62 is listed as an undated clavecin
by Louis Dulcken (1733 — after 1793). ‘Another, a clavecin anglais by John
Broadwood, dated 1789, was almost certainly one of his grand pianos.”*”

Of the 22 seized French-made pianos, 13 were by Sébastien Frard or by the
‘Erard fréres' (Erard brothers);” ‘this is over half again as many as all other
French makes put together’.””

Of the 71 pianos seized from the aristocracy, 68 were square pianos: 34 were
made in London;*”’ 22 were by Parisian makers; one was ‘Un forte-piano allemand
par Henrion’, a German-style square piano by Henri Henrion (fl. ca 1780);*”® and
the remaining 11 square pianos were the work of unidentified makers.>”

Dated square pianos ... were made between 1769 and 1791. [With the
exception of two instruments] ... twelve of the dated forte-pianos made
between 1769 to 1782 were English. Of those made between 1783 and
1791, sixteen were English and eighteen were French. Apparently, until
about 1782, the Parisians preferred ... [imported square pianos] from
London rather than equivalents made in Paris.’®

The Inventaire lists instruments made by Frederick Beck (five pianos),’® Adam
Beyer (two combination piano-organs),’** Christopher Ganer (one piano),**
Johannes Pohlmann (four pianos)’® and Zumpe’s successors, the brothers
Frederick and Christian Schoene (nine pianos).’® Bruni’s Inventaire attests not
only to the popularity in Paris of instruments by these London-based makers,
but also to the popularity in Paris of English pianos.

Listed amongst the confiscated pianos are seven instruments made by Zumpe:
six pianos and an ‘organized piano’ (claviorganum)—that is, a square piano
mounted on, and incorporated with, an organ.386 An organized piano may
sound as a piano, an organ or as a simultaneous combination of both. With

373 See Latcham, ‘In the Shadow of the Enlightenment’, p. 9.

374 Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 369.

375 See ibid., p. 370.

376 Loesser, Men, Women and Pianos, p. 324.

377 See Bruni, Un Inventaire sous La Terreur. See also Hess, ‘“The Transition from Harpsichord to Piano’,
Charts IV and V, pp. 83-90; and Latcham, ‘In the Shadow of the Enlightenment’, p. 10.
378 Bruni, Un Inventaire sous La Terreur, entry no. 1, p. 1.

379 See Latcham, ‘In the Shadow of the Enlightenment’, p. 10.

380 1Ibid., p. 10.

381 See ‘Frederick Beck and Christopher Fuhrlohg’, in Chapter 2, this volume.

382 See ‘iv) Adam Beyer (fl. 1768-1801)’, in Appendix E, Volume 2 of this publication.
383 See ‘xii) Christopher Ganer’, in ibid.

384 See ‘xxiii) Johannes Pohlmann (fl. 1767-93)’, in ibid.

385 See ‘xxvi) Frederick and Christian Schoene (fl. 1780s)’, in ibid.

386 See Latcham, ‘Pianos and Harpsichords for their Majesties’, p. 370.
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Zumpe's organized piano, the piano and the organ were combined using a single
keyboard.”®” ‘A special feature of all such combination instruments is that by
modifying the touch (hard, accentuated touch or soft, legato style of playing)
either the sound of the piano or that of the organ can be emphasised.**®

There is a paucity of surviving repertoire written specifically for the organized
piano. Two works are particularly impressive.

1. Dmytro Stepanovic Bortniansky’s (1751-1825) Sinfonia concertante, composed
in 1790 (Bortniansky worked at the imperial court in St Petersburg). In
addition to a ‘fortepiano organisé’, the work is scored for two violins, harp,
viola da gamba, bassoon and violoncello.

2. Domenico Cimarosa’s (1749-1801) Sextet in F major. In addition to a
‘pianoforte organizzato’, the work is scored for a colourful mixture of
instruments: violin, harp, viola da gamba, bassoon and violoncello.*®

There are no extant solo pieces for the organized piano; this sad state of affairs
may be explained by the fact that every piano piece from the period not
exceeding the commonly encountered keyboard compass (FF—f3) could also be
played on an organized piano.’”

The Inventaire contains the following seven entries in relation to instruments
made by Zumpe:

19.—Un forte-piano de Johannes Zumpe, Londini, année 1787.
[A piano by Johannes Zumpe, London, year 1787.]*"!
(Confiscated from Joseph-Bernard de Chabert, Marquis de Gogolin.)

35.—Un forte-piano anglais, de Johannes Zumpe, année 1774.
[An english piano, by Johannes Zumpe, year 1774.]*”
(Confiscated from Charles-René-Félix de Vintimille, Marquis de Luc.)

73.—Un forte-piano organisé, par Johannes Zumpe: Londini fecit, année
1771.

[A claviorganum, by Johannes Zumpe: made in London, year 1771.]**
(Confiscated from Count Pierre-Gaspard-Marie Grimod d’Orsay.)

387 See ibid., p. 370. During the eighteenth century, the claviorganum seems to have enjoyed a particular
popularity in England.
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138.—Un piano anglais de Johannes Zumpe, en 1769.
[An English piano by Johannes Zumpe, of 1769.]***
(Confiscated from Louis-Georges Gougenot.)

293.—Un forte-piano de Zumpe, 1783, estimé 1 500 francs.

[A piano by Zumpe, 1783, estimated 1500 francs.]*”

(Confiscated from Mathieu-Paul-Louis Montmorency, Viscount de
Laval.)

307 —Un forte-piano de Zumpe, 1784.

[A piano by Zumpe, 1784.]*

(Confiscated from Charles-Etienne Pierre Maignart, Marquis de la
Vaupaliére.)

309.—Un petit piano de Zumpe.

[A small piano by Zumpe.]**”

(Confiscated from Charles-Ftienne Pierre Maignart, Marquis de la
Vaupaliere.)

In late eighteenth-century Paris, the term ‘English piano’—that is, an English
square piano—was commonly regarded as being synonymous with the term
‘piano’. During the 1770s, Zumpe’s square pianos were especially sought after,
so much so that cost was no impediment to ownership. For example, Burney,
whilst acting as an agent for Zumpe, opportunistically quoted an inflated
price to the philosopher, art critic and writer Denis Diderot (1713—84) of 28
guineas®® (in London during the 1770s, a Zumpe square piano cost only about
16 guineas).’® That Zumpe had a fine reputation in Paris is further revealed by
implication in the following listing taken from the Inventaire:

141.—Un forte-piano anglais de Schoene, successor de Johannes Zumpe,
Londini fecerunt, estimé 800 francs.

[An English piano by Schoene, successor to Johannes Zumpe, made in

London, estimated 800 francs.]*”

(Confiscated from Lord Frangois-Thomas Kerry.)

394 XLV Inventaire du 6 Thermidor ’an II¢’, in ibid.

395 ‘XCII Inventaire du 29 Germinal I’an I1le, rue du Montparnasse’, in ibid.
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The square piano by Schoene is deemed to be of quality because of Schoene’s
association with Zumpe (‘successor to Johannes Zumpe’).

By the 1780s, English pianos became so fashionable that ‘a Parisian of the 18th
Century’ advertised ‘that he would swap a Stradivarius [or Amati] violin for a
... piano’.*”* The advertisement is dated Sunday, 25 August 1782, and appears
in the semiweekly gazette Affiches, annonces et avis divers [Various Posters,
Advertisements and Opinions]:**

Tres bon forte-piano a vendre ou troquer contre un violin de Stradivarius,
d’Amati ... 25 aoiit, 1782.

[A very good forte-piano through purchase, or in exchange for a violin
by Stradivarius, or Amati ... 25 August, 1782.]*”

The offer of exchanging a Stradivarius or Amati violin for a “very good forte-
piano’ does not stipulate that the piano should be an English piano or one made
by Zumpe. Readers of the advertisement, however, would have understood that
the offer was made by a person who wished to acquire an English square piano.
Because the musical quality of square pianos made in London was rarely poor,
the advertisement’s ‘very good’ may refer to the excellence and beauty of the
instrument’s casework.

Two years prior to this advertisement, in 1780, a combination piano-organ by
‘Zump’ is advertised for sale in the Affiches, annonces et avis divers:

Forte-piano de Zump, organisé d’un flute, hautbois, galoubet, basse et
bassoon. Prix 48 louis, 23 decembre.

[Piano by Zump, organised with a flute, oboe, galoubet, bass and
bassoon. Price 48 louis, December 23.]***

[That is: a claviorganum with stopped wooden pipes, open pipes with
reeds, open tin pipes, stopped wooden pipes and open pipes with reeds. |

In 1788, again in the Affiches, annonces et avis divers, a square piano by Zumpe
is advertised for sale: ‘Piano de Zump, 22 louis, 16 novembre.'**

In both of these instances there is no connection with the advertisement
dated 25 August 1782, in which an exchange with a Stradivarius or Amati is
offered. The mention of Zumpe’s name in all of these advertisements suggests,
unsurprisingly, that he enjoyed a credible and international reputation.

401 Gadd, The British Art Piano and Piano Design, Vol. 1, p. 228.

402  Affiches, annonces et avis divers, 25 August 1782 (Paris: Jacques Guérin, rue de Foin, avec privilege du
Roy, 1782).

403 Quoted in E. de Bricqueville, Les vents d’instruments de musique au XVIIle siécle (Paris: Librairie
Fischbacher, 1908), p. 18.
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During the early 1770s in France, discussion took place within public forums
concerning the viability of the English square piano as an alternative to the
harpsichord. For example, the periodical L’Avant-coureur (The Forerunner),*®
dated Monday, 25 February 1771, contains an advertisement concerning the
publication of a song (an ‘arietta’) composed by Antoine Albanese (1729-—
1800).*7 Albanése was an Italian castrato, who had been a member of the
Chapelle Royale. Between 1752 and 1762, he often performed as a soloist in the
Concert Spirituel (a series of elite concerts that was presented in a room provided
by Louis XV, located in the central pavilion of the Palais des Tuileries).

Albanese’s ariette is dedicated to the Comte Louis d’Affry (1713-93), a French
general and ambassador to the Dutch, and is entitled ‘The Arrival of the
Pianoforte’. The advertisement in L’Avant-coureur reveals that in order to
purchase Albanése’s song, the buyer was required to part with 3 livres, 12 sous.

The text of Albanése’s ariette passionately declaims:

Oui, cher ami, tu me viens d’Angleterre,

Hélas, comment lui peut-on declarer la guerre ...
Il est donc vrai qu’enfin je te possede,

Mon cher ami, mon pianoforte.

Au plaisir de te voir tout autre cede.

Ah, que tu vas étre fété!

Ah, comme tu seras gotité!

[Yes, dear friend, from England do you come,

Alas, how can I declare war upon you ...

It is true that finally I will have you,

My dear friend, my pianoforte.

All other pleasures diminish at the joy of seeing you.
Ah, how you will be celebrated!

Ah, how you will be savoured!]**®

406  L’Avant-coureur. Feuille Hebdomadaire, Ot sont annoncés les objets particuliers des Sciences & des Arts,
le cours & les nouveautés des Spectacles, & les Livres nouveaux en tout genre, Monday, 25 February 1771 (Paris:
M. Lambert, 1760-73).

407 Cited in Loesser, Men, Women and Pianos, p. 316.

408 French text quoted in ibid., p. 316.
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Even as early as Monday, 2 April 1770, the L’Avant-coureur reported that a
performance had taken place on a piano made by ‘M. de Virbes’;*” the
description of the piano suggests it was a square piano inspired by Zumpe’s
instruments—made ‘in the shape of those from England’.*"’

Not all late eighteenth-century French music lovers were in favour of the piano.
The writer, philosopher and historian Frangois-Marie Arouet (pen name Voltaire,
1694-1778), for example, ‘declared in 1774 that the piano was a mere “kettle-
maker’s instrument in comparison with the harpsichord””.*"' The reactionary
Canon and organist of Nevers Cathedral ‘“Trouflant was “alarmed”” at the piano’s
‘internal complexity adding: Si les dessus en sont charmans, les basses dures,
sourdes & fausses, semblent donner la consomption a nos orielles frangoises [If the
treble is charming, the bass, hard, muffled and false, seems consumptive to our

French ears| .

In 1785, when Nicolas-Joseph Hiillmandel (1756-1823) wrote about
the harpsichord in the Encyclopédie méthodique,"’ he remarked that the
characteristic ‘grace and lightness’ of harpsichord music were the consequence
of ‘the different styles’ of certain composers. Hiillmandel's list of the composers
who had ‘wrought this revolution almost simultaneously’” comprises: Domenico
Alberti (ca 1710—40), Domenico Scarlatti (1685-1757), Jean-Philippe Rameau
(1683—1764), Johann Gottfried Miithel (1728-88), Georg Christoph Wagenseil
(1715-77) and Johann Schobert.**

The fresh breath of a new style was in the air after the 1760s, one in
which crescendo and diminuendo were part and parcel of expressive
design. Players, and hence builders, were ... interested in contemporary
music ... and the ... French harpsichord was an excellent instrument on
which that music could be expressed.*"”

The inclusion of the peau de buffle (soft quills of buffalo leather) and the machine
stop with genouilléres (knee-levers to change registration) into the French
harpsichord enabled musicians to play the music they wanted to hear.

409 D. Rowland, ‘The Piano to ¢.1770°, in D. Rowland (ed.), The Cambridge Companion to the Piano
(Cambridge: Cambridge University Press, 1998), p. 20. According to Eugéne de Bricqueville (Les Ventes
d’Instruments de Musique au X VIIIe Siecle, p. 18), Virbeés was organist at the church of St-Germain-1' Auxerrois,
Paris. He had a workshop at rue de Belles-Etuves.

410 Ibid., p. 20.
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413 Encyclopédie méthodique (Paris: Panckoucke, 1782-91).
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In fact, despite the change in musical style and the piano’s built-in
ability to make ... dynamic nuances with fingers alone, it took hammer-
action instruments much longer to achieve popularity in France than
they did in England and Germany. The French believed that they had
brought the harpsichord to perfection and did not easily give it up.*'°

Despite an enduring French confidence in harpsichords, the Encyclopédie
méthodique reveals that by the last two decades of the eighteenth century, the
English square piano had become the instrument of choice for many French
composers:

Le forté-piano est agréable a entendre, sur-tout dans des morceux d’une
harmonie pathétique, & lorsqu’il est ménagé avec goiit: par un habile
musicien; mais outre les reproches qui lui sont faits par plusieurs maitres,
entr’autres, par M. Trouflant, organiste de Nevers, on l’accuse d’étre
pénible a jouer, a cause de la pesanteur du marteau qui fatigue les doigts,
& qui méme peut rendre la main lourde avec le temps. Cependant, I’on voit
la plupart des maitres s’attacher de préférence a cet instrument pour leurs
compositions de musique, parce qu’il leur donne des effets plus marqués que
le clavecin.

[The forte-piano is agreeable to hear, especially in pieces that are filled
with sad harmonies, and when the instrument is played with taste
by a skilled musician. Adding to the disparaging remarks made by
several master musicians, Mr Trouflant, organist of Nevers, regards
the instrument as being painful to play because of the weight of the
hammers, which fatigue the fingers and may make the player’s touch
insensitive over time. However, it should be noted that most composers
prefer this instrument, because it gives them more pronounced effects
than the harpsichord.]*"”

The following passage is representative of criticisms levelled at the harpsichord
throughout the eighteenth century (the late eighteenth-century appearance in
Paris of the English square piano certainly did nothing to alter negative opinion):

Le prix éxhorbitant que cotite un bon clavessin, la difficulté de son transport,
la place qu’il occupe, la dépense de son entretien, le mistére de son accord ou
partition, dont le tempérament ... n’est fondé que sur une longue expérience
... & Uimpossibilité d’enfler & de diminuer les sons, rebutent aujourd’huy
les Dames de bon gotit qui préférent la Vielle dans laquelle elles ne trouvent
aucun de ces défauts.

416 Ibid.
417 Quoted in Latcham, ‘In the Shadow of the Enlightenment’, p. 45.
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[The exorbitant price of a good harpsichord, the difficulty of transporting it,
the space that it occupies, the expense of its upkeep, the mystery of its tuning,
of which the ... temperament is founded only on long experience ... and the
impossibility of increasing and diminishing the sound, repel Women of good
taste who prefer the Hurdy-gurdy in which they find none of these defects.|*"®

By 1791, Nicolas-Joseph Hiillmandel was unquestionably preaching to the
converted when he wrote:

The harpsichord lacks nuances ... An instrument in which evenness and
purity of sound and all the desired degrees of strength and gentleness speak
to the heart without hurting the ear, fulfils the aim of music to a much greater
degree ... [Now various composers,] by giving to their music graduated
nuances, contrasts, and a melody suited to the tone and resources of the
piano, have prepared or determined the downfall of the harpsichord.*"

The results of

a careful analysis of the availability of pianos [during the late eighteenth
century in France], their mention on the title pages of published music,
and the use of dynamic markings ... [in late eighteenth-century French
keyboard music| strongly ... [suggest that the era of the French Revolution
approximately] represents the close of the harpsichord era in France. It's
not that composers wrote exclusively for the piano after ... [the late 1780s
and 1790s] but that they no longer called specifically for the harpsichord.**

The First Pianos in America

David Propert advertised in the New York Mercury to sell a piano, but nothing
is known about the instrument. ‘Propert also gave America’s first known
public performance on a piano.*** On Thursday, 7 March 1771, a notice in the
Massachusetts Gazette®” advertised a concert in Boston in which a piano was
used.*”’ Unfortunately, Propert’s program is lost. ‘Propert also offered lessons in
Boston in 1770./#** Later, on Thursday, 7 November 1771,

ek

418 FE. Campion, Lettre de Monsieur I’Abbé Carbasus, a Monsieur de *** auteur du Temple de Goust sur la
mode des instruments de musique, ouvrage curieux et interressant pour les amateurs de I’harmonie [Letter from
Mr Abbot Carbasus, to Mr ***, Author of the Temple of Goust: Fashion, Musical Instruments, Curious and
Interesting, for Lovers of Harmony] (Paris: veuve Allouel, 1739), p. 20. The letter is addressed to Voltaire.
419 R. Benton, ‘Hiillmandel’s Article on the Clavecin in the Encyclopédie méthodique’, in The Galpin Society
Journal (London: The Galpin Society, 1962), Vol. 15 (March), p. 34. Quoted in Carew, The Mechanical Muse,
p-17.

420 Gustafson, ‘The Music of Madame Brillon’, p. 530.

421 Libin, ‘Early Piano Culture in America’, p. 382.

422 Massachusetts Gazette, 7 March 1771 (Boston: Richard Draper).

423  See Palmieri, Piano, p. 48.

424 Libin, ‘Early Piano Culture in America’, p. 382.
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the Virginia Gazette announced a performance of ‘select pieces on the ...
Piano-Forte’ in the town of Williamsburg.** Also in 1771, Col. Robert
Carter bought a piano for his house in Virginia, and Thomas Jefferson
ordered an English piano as a gift for his fiancée. Thus, by the early
1770s, imported pianos had entered fashionable homes and appeared in
public concerts from Massachusetts to Virginia.**

As the commercial manufacture of grand pianos in England began during the
1780s, these instruments were square pianos (if not made by Zumpe, then
modelled on his instruments).

In 1772, Johann Sheybli (‘an organ builder from Philadelphia’),**” ‘advertised
in New York that he made and repaired pianos. In 1774, Sheybli offered to
sell a ‘Hammer spinet’, by which he surely meant a square piano [one that,

perhaps, he had made]. From New York, Sheybli moved to Pennsylvania, where

he advertised pianos “of the best and newest sort”."***

In 1773, ‘H. B. Victor, formerly organist to the Princess of Wales, taught piano
in Philadelphia and the Dutch immigrant Peter Albrecht Van Hagen gave lessons

in Charleston, South Carolina’.**

John (Johann) Behrent (Bahrent or Brent; fl. early to mid-1775), a German
immigrant to Philadelphia®*—'the nation’s second largest city until around
1830’*'—is usually credited with making America’s first piano. On Monday,
13 March 1775, Behrent placed the following advertisement in Dunlap’s
Pennsylvania Packet:

John Behrent, joiner and instrument maker, living in Third-street
continued, in Campington, directly opposite Coates’s Burying-ground,
Has just finished for sale, an extraordinary fine instrument, by the
name of piano forte, of mahogany, in the manner of an harpsichord,
with hammers, and several changes: He intends to dispose of it on very

425 See J. R. Watson, Changing Keys: Keyboard Instruments for America 1700-1830 (Williamsburg, VA: The
Colonial Williamsburg Foundation, 2013), p. 10.

426 Libin, ‘Early Piano Culture in America’, p. 381.

427 L. Libin, Liner notes for Childhood Memories: Music for Younger Pianists (New World Records, n.d.),
CD: 80590-2.

428 Libin, ‘Early Piano Culture in America’, p. 381. See also C. A. Hoover, ‘History of the Instrument: North
America to 1860’, in Pianoforte (Granada: Conservatorio Profesional de Musica Angel Barrios, n.d.), p. 20.
429 Libin, Liner notes for Childhood Memories.

430 See C. A. Hoover, P. Rucker and E. M. Good, Piano 300: Celebrating Three Centuries of People and
Pianos. Compiled from the Exhibition Produced by the National Museum of American History at the Smithsonian
International Gallery March 9, 2000 — October 21, 2001 (Washington, DC: The National Museum of American
History, Behring Center, Smithsonian Institution and NAMM-International Music Products Association,
2001), p. 15.

431 D. Potter, ‘Music by the “Celebrated Mozart”: A Philadelphia Publishing Tradition, 1794-1861’, in J.
H. Jackson and S. C. Pelkey (eds), Music and History: Bridging the Disciplines (Jackson: University Press of
Mississippi, 2005), p. 87.
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reasonable terms; and being a master in such sort of work, and a new
beginner in this country, he requests all lovers of music to favour him
with their custom, and they shall not only be honestly served, but
their favours gratefully acknowledged, by their humble servent, John
Behrent.**

That Behrent described his piano as being made ‘in the manner of a harpsichord’
suggests that the instrument was not a square piano, but rather, wing-
shaped*”—'a model rarely seen’ in late eighteenth-century America.**

Behrent may have based his design on the pianos of Gottfried Silbermann.
Silbermann is commonly regarded as being the first instrument maker in
Germany to make pianos. By the early 1750s, Silbermann’s fame ‘as a builder of
excellent piano-forte instruments’*” had spread throughout Germany.

In 1732, Silbermann’s wing-shaped ‘Piano Fort’ combined the action design
principles and una corda®® of Cristofori’s arpicembalo che fa il piano e il forte with
a mutation®”’ that enabled all the dampers to be raised simultaneously. Some of
Silbermann’s pianos also included a mutation comprising ‘a row of ivory plates
mounted over the strings right above the strike line of the hammers. When they
touch the strings, a bright, almost harpsichordlike sound ... [is] produced.**

The mutation stops in Silbermann’s pianos were operated by hand levers. The
dampers, for example, had ‘to be lifted from both ends simultaneously. This is
also true for ... [other| mutation stops. Thus, it ... [was]| not possible to’ engage
or disengage the mutations ‘in the midst of playing, but only” when the music
allowed time for the player to take his or her hands from the keyboard.**

Given John Behrent’s German origin, and the fact that he had not spent any
time in London (where, in 1771, Americus Backers replaced mutation hand-
levers with foot pedals), the ‘several changes’ mentioned in Behrent’s 1775
advertisement may refer to an una corda and hand-lever-operated mutations
similar to those found in Gottfried Silbermann’s pianos. Then again, it is possible
that several changes may refer to hand-lever-operated mutations commonly
found in English square pianos of the time.

432 A facsimile of Behrent’s newspaper advertisement is reproduced in Hoover et al., Piano 300, p. 15.

433 A shape that we would now refer to as being ‘grand’.

434 Libin, ‘Early Piano Culture in America’, p. 381.

435 E. Badura-Skoda, ‘Silbermann, Gottfried (1683-1753)’, in R. Palmieri (ed.), Piano: An Encyclopedia (New
York: Routledge, 2003), p. 357.

436 A device that enables the keyboard (and therefore the action) to be laterally realigned, causing the
hammers to strike only one string of double or triple-strung notes.

437 A ‘mutation’ alters or modifies the sound by using a mechanical device that is incorporated into the
instrument. The mutations in Silbermann'’s pianos are engaged using hand-stops.

438 Badura-Skoda, ‘Silbermann, Gottfried (1683—1753)’, p. 357.

439 Ibid., p. 357.
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Behrent’s piano forte certainly attracted attention. In 1775, when the champion
of independence from British rule, John Adams (1735-1826), ‘inspected
Philadelphia’s defenses ... he wrote that Michael Hillegas [1729-1804), a music
dealer and treasurer of the Continental Congress’—the governing body of the
United States during the American Revolution—'talked “perpetually of the
forte and piano”’.**

Behrent’s piano-making activities were probably brought to a halt in late 1775
by the commencement of the revolutionary war against the British. The war
for independence, however, did not create a context within which music was
absent: ‘The civilian repertory before and after the war was kept up-to-date by
the presence of British soldiers and their commanders, who favored Handel,
Haydn, C. P. E. Bach, [Henry] Purcell [1659-95], and Arne.*"'

During the 1780s, several piano makers emigrated from London to America.
These included Thomas Dodds (New York, 1785), Charles Albrecht (Philadelphia,
ca 1785), Charles Taws (New York, 1786; Philadelphia, 1787) and Charles Trute
(fl. 1760-94).*** In 1786, John (Johann) Jacob Astor (1763—1848) was importing
square pianos made by his brother George (1752—-1813), from London into New
York.**’

In late eighteenth-century Philadelphia, audiences were especially erudite,
for on Thursday, 14 December 1786, at a concert given in Philadelphia’s City
Tavern, the composer and organist Alexander Reinagle (1756—1809) gave the
first public performance in the United States of a work by Wolfgang Amadeus
Mozart (1756-91): an unspecified piano sonata.”* In response to the public’s
thirst for amusement, warnings concerning the moral dangers posed by the
performing arts ensued. The New York Packet, for example, consumed by a
paroxysm of civic duty, ardently protested:

A correspondent observes that the infatuation which possesses many
of the people of this state for Theatrical Exhibitions is truly alarming

. Alas! The delerium appears to have spread far and wide. And,
strange to tell! The honest, sober Dutchmen of Albany, who were once
distinguished by industry and a laudable parsimony, are now plunging

440 Hoover et al., Piano 300, p. 15.

441 J. Barzun, From Dawn to Decadence: 500 Years of Western Cultural Life 1500 to the Present, First Perennial
edn (New York: Harper, 2001), p. 407.

442  See Hoover, ‘History of the Instrument’, p. 20. See also Cole, The Pianoforte in the Classical Era, p. 87.
443  See Cole, The Pianoforte in the Classical Era, p. 87.

444 An advertisement for this concert, published in The Pennsylvania Journal and Weekly Advertiser of
Wednesday, 13 December 1786, mentions the inclusion of a ‘Sonata Piano Forte’ by W. A. Mozart. See Potter,
‘Music by the “Celebrated Mozart™’, p. 96, fn. 2.
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into that very species of luxury and folly which stamps upon the
metropolis an indelible stigma. Is it not high time for the considerate
inhabitants to step forth and oppose the increasing evil.**

By the early 1790s, the square piano had established itself in America as an
indispensible instrument. In New York (America’s most important port during
the eighteenth century)*® on 19 September 1792, the Loudens Register published
the following report:

The forte-piano is become so exceedingly fashionable in Europe that few
polite families are without it. This much esteemed instrument forms an
agreeable accompaniment to the female voice, takes up but little room,
may be moved with ease, and kept in tune with little attention ... so that
on that account it is superior to the harpsichord.*’

The Triumph of the Piano in London

There is a widespread, but mistaken, perception that during the 1770s the
piano had already supplanted the harpsichord in London, and had become the
invariable choice for professional musicians. This is not borne out by archival
evidence. Throughout the 1770s, harpsichord sales in London continued
to grow, apparently unaffected by the surge in piano production. Similarly
in Paris, the rising popularity of the piano hardly affected the harpsichord,
which was thoroughly established and showed little indication of any decline
before 1780.***

The musical advantages of the harpsichord were its clarity and the brilliance of
the treble. On the other hand, Zumpe’s square pianos were capable of flexible
dynamics, and the sweet, radiant beauty of their sound was enticing. When
compared with the sound of Continental square pianos (tafelklaviere), the sound
of Zumpe’s pianos attenuated more slowly; the general effect was of greater
smoothness.

Even as late as the mid-1780s the harpsichord and the piano were not so much
rivals as equally popular alternative instruments. Many affluent households
would have considered themselves socially compromised if they did not
have both.** For example, Thomas Twining (1735-1804), an astute amateur

445 Quoted in Isacoff, A Natural History of the Piano, pp. 36—7.

446 See E. Glaeser, Triumph of the City (London: Macmillan, 2011), p. 3.

447  Cole, The Pianoforte in the Classical Era, p. 88. Cole takes the quotation from: R. Benton, ‘The Early Piano
in America’, in Hinrichsen’s Eleventh Music Book;, Music Libraries and Instruments (New York: Hinrichsen,
1961).

448 Gustafson, ‘The Music of Madame Brillon’, pp. 1, 20.

449  See Cole, Broadwood Square Pianos, pp. 20, 29.
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musician, decided (like many) to keep his harpsichord,** but supplemented it by
purchasing a square piano. In a letter written to Charles Burney, Twining, with
enthusiastic anticipation, states: “How I shall accent and express, after having
been so long cramped with the mountainous impotence of the harpsichord!"*"
Burney expressed his own (and perhaps prevailing) opinion by observing
that ‘the harsh scratching of the quills of a harpsichord can now no longer be
borne’.**

By the mid-1780s, the piano (especially the square piano) had grown in
popularity to such an extent that at least 31 piano makers were flourishing
in London.*” In 1794, ‘that most conservative institution, the King's band,
retained’ the harpsichord for ‘as long as possible but this year it had to go. A
harpsichord was used for ... rehearsal but a grand piano for ... performance.**
‘The latest dated surviving English harpsichord was built in 1800 ... While
Harpsichords were sporadically built later in Italy and used in Italian opera
houses, the English were the last to build them on a large scale.’*” (‘“Toward
the end of his life Joseph Kirckman the Younger recalled having made, along
with his father, the firm’s last harpsichord in 1809. The Kirckmans were almost
certainly the last to make harpsichords in England.’)**

In relation to the history of the development of the piano between the late
seventeenth and early nineteenth centuries, all available evidence annihilates
the commonly encountered and ‘misguided idea that the grand piano of the
late eighteenth century was created by inserting a hammer action into the
harpsichord and that the square piano then followed in its wake as a lesser,
domestic instrument’.*’ In late eighteenth-century England, the square piano
preceded the grand, and was the commonly encountered type; generally,
financially successful professional musicians and the wealthy owned grand
pianos.

From the second half of the 1780s, instruments inspired by Zumpe's design were
ubiquitous in England, and could be found throughout Europe. In January
1788, a fine example of one such square piano sat on board the flagship of the
First Fleet, the Sirius, as it lay anchored in Botany Bay.

450 An instrument by Abraham Kirckman.

451  British Library Add Ms. 39933 fol.96b. Quoted in Cole, Broadwood Square Pianos, pp. 29-30.

452 Burney, ‘Harpsichord’ .

453 See Appendix E, Volume 2 of this publication.

454 William Dale, Paper published in Proceedings of the Society of Antiquaries (28 April 1910), p. 209. Quoted
in Gadd, The British Art Piano and Piano Design, Vol. 1, p. 5.

455  S. Germann, ‘Masterpieces of Furniture’, in H. Schott (ed.), The Historical Harpsichord, 4 vols (Hillsdale,
NY: Pendragon Press, 2002), Vol. 4, p. 90.

456 Koster, Keyboard Musical Instruments in the Museum of Fine Arts, Boston, p. 184.

457 Latcham, ‘In the Shadow of the Enlightenment’, p. 14.
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Surgeon George Worgan’s Square Piano
(Frederick Beck, London, 1780/867?)

Stewart Symonds, the owner of a large private collection of keyboard instruments
in Australia,’ claims that one particular square piano in his collection was
brought to Australia by surgeon George Worgan on board the flagship of the
First Fleet, the Sirius (Plate 15). Although there is no single piece of evidence
that definitively and unequivocally substantiates the claim, the instrument’s
date, its campaign-furniture-style stand (which uniquely incorporates cabriole
legs hinged to the bottom of the piano’s case) and hearsay strongly reinforce
the validity of Symonds’ assertion; each of these factors is ‘reliant on a broad
historical and colonial context for their relevance to be apparent’.

Plate 15 Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1780/867?).

Source: Stewart Symonds Collection, Sydney. Photo by the author.

1 Within Australia, Symonds’ collection (which currently comprises 131 instruments) is unrivalled in both
its scope and its depth. In ca 1969, Symonds purchased his first piano from Albert George Briskie (1914-87),
an eccentric antiques collector and dealer in Sydney. See ‘Tea, Cake, Convivial Company and a Proposed
Provenance’ in Appendix B, Volume 2 of this publication. The instrument, a Broadwood & Sons square piano,
dated 1837, was completed on Monday, 2 January 1837, exactly 100 years (to the day) before Symonds was
born. The piano still forms a part of Symonds’ formidable keyboard instrument collection.

2 Rosen, Australia’s Oldest House, p. 101.
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The First Fleet arrived at Sydney Cove on Saturday, 26 January 1788. During the
two decades preceding 1788, there were several highly regarded piano makers
in London. One of these makers was Frederick Beck. In late January 1788, as the
Sirius lay anchored in the tranquil waters of Sydney Cove, it appears that part of
the precious cargo that had been brought thousands of kilometres from England
to the Antipodes was a square piano made by Frederick Beck.

Frederick Beck

Frederick Beck's signature—'Fk Beck London 1763 —appears on an English ‘guittar’.’
An inscription, handwritten in ink on the soundboard of a 1778 Beck square piano
reads: A F Beck, 1777.* Frederick Beck’s signature on his marriage bond, dated
Tuesday, 7 September 1779 (Plate 16), takes the following form: Arnold Frederick
Beck (Plate 16a).” Furthermore, a handwritten inscription on the soundboard of one
of the two extant Beck ‘tangent action’® square pianos reads: A. F. Beck. 1790. Patent
(Plate 16b).” Beck is commonly referred to as ‘Frederick Beck’; the usual omission of
Beck’s first name, Arnold’, may be due to the fact that nameboard inscriptions on his
extant square pianos usually include Fredericus Beck.®

3 See P. Poulopoulos, ‘The Influence of Germans on the Development of “This Favourite Instrument the
Guittar” in England’, in Soundboard: The Journal of the Guitar Foundation of America (2012), Vol. 38, No. 4,
p- 72, fn. 59. The English guittar ‘is a plucked-stringed instrument which was popular in the British Isles
during the second half of the eighteenth century. The instrument is characterized by a wide variety of design,
construction, and decoration features; however, the majority of surviving guittars typically have a round or
oval body with a flat back, a movable bridge, twelve or more metal frets fixed on an arched fingerboard, and
a head equipped with wooden pegs or a watch-key tuning machine. The guittar, which usually had ten wire
strings, with two single strings for the bass and four double for the treble courses, was normally tuned to an
open major chord and plucked with fingers rather than a plectrum. During the second half of the eighteenth
century, when the instrument was developed, it was usually called “guittar” (and more rarely “guitar”)’.
Poulopoulos, p. 69, fn. 1.

4  The soundboard date denotes a late-year production. I am indebted to Thomas Strange, owner of this
instrument, for this information. See also ‘Extant Pianos by Frederick Beck’, below.

5 Iam indebted to Graham Walker for providing me with a copy of the marriage bond.

6 See ‘Tangent Action’ in Appendix Q, Volume 2 of this publication.

7 G.P diStefano, ‘The Tangentenfliigel and Other Pianos with Non-Pivoting Hammers’, in The Galpin Society
Journal (London: The Galpin Society, 2008), Vol. 61 (April), p. 100, fn. 89. This instrument is owned by the
Osaka College of Music Museum, Osaka, Japan. See ‘Extant Pianos by Frederick Beck’, below.

8 See ‘b) The Absence of a Date’ in ‘1782/87?, Serial Number 5008’, in Appendix L, Volume 2 of this publication.
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Plate 16 Marriage bond between Arnold Frederick Beck and Rose Ann
Shudi, 7 September 1779.

Source: Reproduced with permission of the London Metropolitan Archives (Diocese of London Deposit).

.
-

Plate 16a Marriage bond between Arnold Frederick Beck and Rose Ann
Shudi, 7 September 1779: Frederick Beck’s signature (detail).

Source: Reproduced with permission of the London Metropolitan Archives (Diocese of London Deposit).
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Plate 16b Tangent action square piano by Frederick Beck (fl. ca 1756 -
ca 1798) (London, ca 1790 - estimate): handwritten inscription on the
soundboard—"A. F. Beck. 1790 Patent.’

Source: Reproduced with permission of Malcolm Rose. Photo by Malcolm Rose.
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Plate 16c Frederick Beck’s address as recorded by the City of
Westminster Coroner’s Court, 20 November 1765 (detail).

Source: Reproduced with permission of the Dean and Chapter of Westminster.

Not much is known about Frederick Beck. Unfortunately, ‘little biographical
detail is available even today about major’ late eighteenth-century London-
based piano makers.’

Beck’s place and date of birth are unknown. Margaret Cranmer informs us that
Frederick Beck was born in Wiirttemburg, and baptised there on Friday 30
May 1738." Regrettably, Cranmer does not provide information concerning the
source(s) upon which her remarks are based.

‘There is inferential evidence that ... [Beck] was born in a German-speaking
[culture] ... because, along with Gabriel Buntebart, he was selected for a jury at

9  Clinkscale, Makers of the Piano 1700-1820, p. xi.
10 Cranmer, ‘Beck, Frederick’ (2007-13).
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the Old Bailey which was composed of six “German” and six English members.""!
On Wednesday, 26 February 1783, a certain Charles Bairnes appeared at the Old
Bailey, charged with stealing. Records of Bairnes’ trial reveal that:

(The prisoner being a German, was asked by the Court, whether he
chose to have one half of the jury composed of his own countrymen, to
which he replied in the affirmative, and the following jury were sworn.)

James Manley Gottfried Kleinert
John Brewer Andrew Schabner
John Williams Frederick Lang
William Massey  Gabriel Buntebart
Alexander Grant  Frederick Beck
Henry Bensley Christian Burkard
[emphasis added]™

According to the court record, the six jurors listed in the right-hand column
were Bairnes” ‘own countrymen’—that is, German. Frederick Beck is listed
among them. The inclusion of Beck and his Germanic compatriots, however,
may have been predicated on the fact that they all spoke German, not that they
were all German by birth. Happily, Charles Bairnes was pronounced not guilty.

In 1741, in Lavenham, England, ‘there was a spinet maker” with the surname
Beck, ‘but it is most unlikely that this was’ Frederick Beck."” Boalch posits
that this artisan ‘may have been’ Frederick Beck’s forebear,' but provides no
information to substantiate his hypothesis.

Frederick Beck’s surname should not be confused with that of the harpsichord
maker Nicholas Beckman (fl. ca 1775-78), who, according to a Sun Fire Office
insurance policy dated ‘[Thursday,| 5 October 1775 (policy no. 360046), lived
at ‘9 Little Russell Street Drury Lane’."” No harpsichords or spinets by Beckman
are known to have survived.!®

Frederick Beck’s surname should also not be confused with that of the Bavarian-
born London-based piano maker John Conrad Becker (fl. ca 1801—41). Johann
Nikolaus Forkel, the German music theorist and organist at the University
Church at Gottingen, reports (albeit two decades before John Conrad Becker
flourished) in his Musikalischer Almanach fiir Deutschland auf das Jahr 1782:

11 B. Heaton, ‘Histori Piano’, in LCD Music Entertainment, p. 70; and Michael Cole.

12 See ‘197. Charles Bairnes’, in ‘Old Bailey Proceedings: Accounts of Criminal Trials’, London Lives 1690—
1800—Crime, Poverty and Social Policy in the Metropolis.

13 Ord-Hume, ‘Beck, Frederick (fl. 1756-1798)’", p. 45.

14  Boalch, Makers of the Harpsichord and Clavichord 1440 to 1840, p. 6.

15 L. Whitehead and J. Nex, Sun insurance policies 1710~79, A to D (London: The Galpin Society, n.d.), p. 27.
16 Seeibid., p. 27, fn. 30.
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Becker ... Klavierinstrumentmacher in London; geb. in Deutschland. Soll
besonders gute Pianoforte machen.

[Becker ... Keyboard instrument maker in London; born in Germany. He
makes particularly good Pianofortes.]"

Becker worked in Princes Street, Soho, London,"® in about 1801. At some time during
the first decades of the nineteenth century, Becker returned to Germany with his
son Jacob (d. 1879). Subsequently, father and son moved to St Petersburg in Russia,
where they established a renowned piano-making firm that bore their surname."

There is no evidence that Becker and Beck were related. Furthermore, the period
during which Becker made pianos in London lies outside the period during
which Beck flourished in that city.

Cranmer states that Frederick Beck ‘left Germany for England some time after
1756"*—that is, some time after his eighteenth year.* Clinkscale, citing Adélaide de

Place,” states that Beck ‘opened a dealership or perhaps even operated a workshop

in Paris ... at 364 rue Saint-Denis’.”> De Place and Clinkscale give no evidence to

support their assertion, and provide no time frame for the period during which Beck
conducted his trade in Paris. If de Place, Clinkscale and Cranmer are correct, Beck
may have: 1) interrupted his journey to England in order to establish a dealership/
workshop in Paris; or (more plausibly) 2) after establishing a successful dealership/
workshop in London, subsequently set up a sales outpost in Paris; or 3) moved to Paris
from London in later life, continuing to make pianos between his 81st and 84th years.
According to de Place, a piano maker named Beck worked in Paris between 1819 and
1822.** It has not been verified whether: a) this was Frederick Beck; or b) this maker
was a relative of Frederick Beck. The unidentified Beck may have been Joseph Beck
(1777-1848), maker of a miniature square piano dated ca 18201848 (estimate).”

In Paris, the law dictated that Frederick Beck would have been allowed to open
a dealership/workshop if he satisfied one of two requirements:

17  Forkel, Musikalischer Almanach fiir Deutschland auf das Jahr 1782, p. 197.

18  See ‘Princes Street’, in Cary, Cary’s New and Accurate Plan of London and Westminster, Map Reference 28.
19 See A. W. J. G. Ord-Hume, ‘Becker, John Conrad’, in R. Palmieri (ed.), Piano: An Encyclopedia (New York:
Routledge, 2003), p. 42.

20 M. Cranmer, ‘Beck, Frederick’, in S. Sadie (ed.), The New Grove Dictionary of Music and Musicians
(London: Macmillan, 1980), Vol. 3, p. 42.

21  This calculation is based on the date of Frederick Beck’s birth (1738) given in Cranmer, ‘Beck, Frederick’
(2007-13).

22 A. de Place, Le Piano-forte a Paris entre 1760 et 1822 (Paris: Aux Amateurs de livres, 1986).

23 Clinkscale, Makers of the Piano 1700-1820, p. 19.

24  de Place, Le Piano-forte a Paris entre 1760 et 1822, p. 180.

25 See text and photographs in ‘Cité de la musique, Paris, France/Musée de la musique/Collection Catalogue/
Recherchez dans le catalogue/Facteur, auteur ou sujet/Piano carré miniature/Beck, Joseph/vers 1840/
PARIS/E.1815’, in MIMO: Musical Instrument Museums Online (n.d.). See also ‘Extant Pianos by Frederick
Beck’, below.
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1. acceptance into the guild of Tabletiers, Luthiers et Eventaillistes (fine cabinet
makers, instrument makers and fan makers)

2. having a ‘brevet from the King or some noble family’.*

The Parisian guild of Tabletiers, Luthiers et Eventaillistes rarely admitted
craftsmen under the age of 30 into their ranks.?” If de Place, Clinkscale and
Cranmer are correct, Frederick Beck may have arrived in Paris some time after
his eighteenth year—that is, some time after 1756. Evidence suggests that
approximately six years later, in ca 1762—that is around his 24th year—Beck
was resident in London.? If Beck sojourned in Paris on his way to London,
managing to obtain Parisian guild recognition some time between his 18th
and 24th years, he must not only have ‘achieved master class skill’, but also
‘have had experience with making keyboard instruments, and certainly fine
cabinet making before he came to Paris’.*” It is unlikely that Beck

1. possessed the skills of a master craftsman by his 24th year (let alone earlier)

2. was considered for guild membership at the tender age of 24 (let alone earlier).

It is doubtful that Beck—a relatively young and untested instrument maker
during the late 1750s to early 1760s—would have been allowed to establish a
dealership/workshop in Paris at that time.

The earliest written evidence of Beck’s business activities [in London)]
indicates that he was involved in the manufacture of [English guittars in]
1763, while ‘a Guittar by Beck’ was auctioned among other household
objects in 1766. However, the earliest surviving instrument bearing Beck’s
name is a guittar signed ‘Beck & Pinto/London 1764 while there are five more
surviving guittars by Beck alone, all produced between 1765 and 1766.3

‘The guittar dated 1764 and signed “Beck & Pinto” suggests that in the mid-
1760s’ Frederick Beck was in partnership with Charles Pinto (fl. 1764-92).*

26 T.Strange, ‘Short Biography of P. G. Dackweiller’, in Square Piano Tech: A Resource for the Restoration of
18th and early 19th Century Square Pianos (2012), p. 3.

27  Seeibid., p. 3.

28 ‘The earliest evidence of Beck’s instrument-making activities is a drawing showing Beck'’s signature “Fk
Beck / London 1763” on the neck heel of a flat-back [English] guittar.” P. Poulopoulos, The Guittar in the British
Isles, 1750-1810, PhD dissertation (The University of Edinburgh, 2011), p. 568. Moreover, the earliest of
Beck’s four Sun Fire Office insurance policies (policy no. 201685) is dated ‘[Tuesday,] 2 August 1763, describes
Beck as a ‘Cabinet & Musical Instrument Maker” and gives his address as ‘Glassonbury Court Long Acre’.
L. Whitehead and J. Nex, Sun insurance policies 1710~79, A to D, p. 25. These data suggest that Beck was
active as a musical instrument maker in London from at least 1763.

29  Strange, ‘Short Biography of P. G. Dackweiller’.

30 See Poulopoulos, The Guittar in the British Isles, p. 568.

31  Poulopoulos, ‘The Influence of Germans on the Development of “This Favourite Instrument the Guittar”
in England’, p. 65.

32 Aninventory compiled in London in 1792 of Charles Pinto’s workshop ‘clearly suggest[s] that Pinto, like
... Beck ... was mainly a keyboard instrument manufacturer who also produced guittars’. Poulopoulos, The
Guittar in the British Isles, p. 270, fn. 505.
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Records of the City of Westminster Coroner’s Court show that a ‘Frederick Beck’
was a member of the jury at an inquest held on Wednesday, 20 November 1765>—
that is, 18 years before he served as a jury member at the Old Bailey on 26 February
1783.%* Court records give Frederick Beck’s address as ‘Gla.” Court, **'** (Plate 16c).
Although the superscript squiggle following the period is undecipherable,
‘Gla.” Court’” almost certainly refers to Glassonbury Court. ‘Sw’ refers to the
Borough of Southwark. (Glassonbury Court was located off Rose Street, three
blocks westward from Covent Garden Market, and was bordered by St Martin’s
Lane on the west, Long Acre on the north, James Street on the east, and New
Street/King Street on the south.)* If the person listed in the court record of 20
November 1765 is Frederick Beck the piano maker, we must assume that he was
officially regarded as a London resident by late November 1765.

Cranmer states that Beck, aged 32,” ‘married Mary Coles on 23 September 1770’
in London.*®

What is certain is that some time after 1756 and before his marriage, Frederick
Beck left the Continent for England.

739

Barbara Broadwood’s* account book (begun in 1769) contains a mention of ‘Mrs.
’ 40

Beck’.* (The book contains entries made ‘by at least four ... people, though
Barbara was the first to use it,*' and she opened the book with the statement: this
is the Book belongs to Barbara Broadwood'.)*> On page 71 of Barbara’s account
book, a number of wives are listed together. The list

33 See ‘20th November 1765’, in City of Westminster Coroners, ‘Coroners’ Inquests into Suspicious Deaths:
3rd January 1765 — 24th December 1765, in London Lives 1690-1800—Crime, Poverty and Social Policy in the
Metropolis (n.d.), Image 580 of 629.

34  See ‘Frederick Beck’, above.

35 See ‘20th November 1765, in City of Westminster Coroners, ‘Coroners’ Inquests into Suspicious Deaths’,
Image 583 of 629.

36 See J. Rocque, A Plan of the Cities of London and Westminster, and Borough of Southwark: With the
Contiguous Buildings (London: John Pine & John Tinney, 1746), Harvard Map Collection, Harvard University,
[C] (seq. 11), Map Reference C-2/2-4. By 1790, Glassonbury Court was known as ‘Glassenbury-court, Rose-
St. Cov. gar’. Barfoot and Wilkes, The Universal British Directory of Trade and Commerce, p. 668. ‘Rose Street
now consists largely of the side and rear elevations of buildings in other thoroughfares.” E. H. W. Sheppard
(ed.), ‘King Street and Floral Street Area: Rose Street’, in Survey of London. Volume 36: Covent Garden (British
History Online, 1970).

37  This calculation is based on the date of Frederick Beck’s birth (1738) given in Cranmer, ‘Beck, Frederick’
(2007-13).

38 Cranmer, ‘Beck, Frederick’ (1980), p. 42.

39  Barbara Shudi married John Broadwood in 1769.

40  See C. Mould, ‘The Broadwood Books’, in The English Harpsichord Magazine (London: The British
Harpsichord Society, 1974), Vol. 1, p. 7.

41  Barbara died, at the age of 27, on Monday, 8 July 1776.

42 Mould, ‘The Broadwood Books’, p. 7.
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isundated but ... isalmost certainly in Barbara’s writing ... [and] is probably
dated ... [some time between late 1770* and] 1773. [Under the heading] ...
Five pieces of Handkerch ... there follow the names Mrs. Rector, Mrs. Wild,
Mrs. Ruff, Mrs. Calwell, Mrs. Bates, Mrs. Hands, Mrs. Beck, Miss Shudi,
Mrs. Motrey, Mrs. Patadergell, Mrs. Broadwood, Mrs. Jenny and Mrs.
Newby ... whatever was being paid for cost 3/6 per item ... Mrs. Beck was
probably [Mary (née Coles)] the wife of the piano maker Frederick Beck.*

The mention of Mrs Beck in Barbara Broadwood’s account book suggests that London
piano makers and their families formed a closely knit and supportive community.

By 1771, Beck’s pianos were highly regarded (at least in Leipzig); according to
Henkel, Leipzig newspapers from that year observe that Beck'’s pianos were both
‘famous and popular® (Henkel does not provide bibliographical information
regarding the ‘Leipzig newspapers’). The Leipzig newspapers’ observation
implies that Beck had been successfully making instruments prior to 1771. One
can only wonder where, and for how long.

If ‘Beck left Germany for England some time after 1756"**—that is, some time
after his 18th year—and by 1765 (at 27 years of age) resided at Glassonbury
Court, London, then by 1771 he would have had approximately 15 years to
develop his piano-making skills to the point where his instruments were both
‘famous and popular’.”’

With such a scenario, it is reasonable to posit that Beck was making square
pianos in London around 1765. Just what type of square piano is a mystery.
Square pianos (tafelklaviere) had been made in Germany from as early as the
1740s. Zumpe’s earliest ‘English’ square pianos were made around 1766. With
the exception of two ‘tangent action’ pianos,48 extant Beck square pianos are
closely modelled on those of Zumpe.

There is disagreement in relation to the year when Beck began selling his pianos
in London. For example, Cranmer gives the date ‘from midsummer 1771’,%
while Mould™ and Heaton’' suggest 1774. Scholars do agree, however, that by
ca 1771-73, Beck’s premises were located on the north side of Broad Street” (now

43 Frederick Beck married Mary Coles on Sunday, 23 September 1770. See Cranmer, ‘Beck, Frederick’
(1980), p. 42.

44  See Mould, ‘The Broadwood Books’, p. 9.

45 H. Henkel, Lexicon Deutscher Klavierbauer (Frankfurt am Main: Verlag Erwin Bochinsky, 2000), p. 45.
46  Cranmer, ‘Beck, Frederick’ (1980), p. 42.

47  Henkel, Lexicon Deutscher Klavierbauer, p. 45.

48  See ‘Extant Pianos by Frederick Beck’ below. See also ‘Tangent Action’ in Appendix Q, Volume 2 of this
publication.

49  Cranmer, ‘Beck, Frederick’ (1980), p. 42.

50 See Mould, ‘The Broadwood Books’, p. 9.

51  B. Heaton, ‘1774’, in A History of the Piano, 1157-2011 (The UK Piano Pages, 2011).
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Broadwick Street), Carnaby Market, Golden Square (now Soho),’* at number 4
and at number 10.” (In ca 1777, the house numbers in Broad Street were
changed; number 4 became number 10.)

The second of Beck’s four Sun Fire Office insurance policies (policy no. 248579)
is dated ‘[Thursday,] 17 December 1767". The policy gives Beck’s address as ‘Mr
Horncastle’s a Stationer in Broad Street Carnaby Market’.”* It is not known when
Beck established his own atelier, but it is reasonable to assume that by mid-1771,
he was living and working in a building on Broad Street. ‘“The rate books of St.
James, Westminster, show that ... [Beck] lived at a house in Broad Street ... from
midsummer 1771 until the end of 1798.”> Peter Barfoot and John Wilkes erroneously
place Jacob and Abraham Kirckman'’s workshop at Frederick Beck’s address: ‘10,
Broad-str. Golden-sq"** (the Kirckman’s workshop was at 19 Broad Street).”’

The third of Beck’s four Sun Fire Office insurance policies (policy no. 301057) is
dated ‘[Thursday,] 29 August 1771’. The policy gives Beck’s address as ‘Broad
Street Carnaby Market’.”® This is consistent with data found in the rate books of

St. James, Westminster, which shows that from midsummer 1771, Beck ‘lived at

a house in Broad Street’.”

A Beck square piano dated 1773 (Plate 43a) carries a nameboard inscription that
reads: Fredericus Beck Londini Fecit 1773 | No 4 Broad Street, Golden Square.*
This is the earliest of the 24 Beck piano nameboard inscriptions known to the
author; of these, the inscription is the first that includes a street number. The
inscription allows for speculation that by ca 1771-73, Beck’s premises were
located at number 4 Broad Street.

A square piano dated ca 1769-73 (a date towards the end of the range seems
most likely—ca 1772-73) made for Longman, Lukey & Co., has been reasonably
attributed to Frederick Beck (Plates 43u and 425b).*" The attribution to Beck is
largely based on the absence of dampers after ¢’. The undamped top five notes are

52  Cole. See ‘Broad Street’, in Bowles, Bowles’s Reduced New Pocket Plan of the Cities of London and
Westminster, Grid Reference Dc. See also ‘Broad Street’, in Cary, Cary’s New and Accurate Plan of London and
Westminster, Map Reference 27.

53  Cranmer, ‘Beck, Frederick’ (1980), p. 42.

54 L. Whitehead and J. Nex, Sun insurance policies 171079, A to D, p. 25.

55  Cranmer, ‘Beck, Frederick’ (2007-13).

56  Barfoot and Wilkes, The Universal British Directory of Trade and Commerce, p. 203.

57  See Clinkscale, Makers of the Piano 1700-1820, p. 165.

58 L. Whitehead and J. Nex, Sun insurance policies 1710-79, A to D, p. 26.

59  See Cranmer, ‘Beck, Frederick’ (2007—13).

60 See ‘b) The Absence of a Date’, in ‘1782/87?, Serial Number 5008’, in Appendix L, Volume 2 of this
publication.

61  See also photographs in D. Hackett, ‘(2) An Early London Square Piano Made for Longman, Lukey &
Co. c. 1774, in Restoration Diaries (n.d.). The instrument is currently owned by Albert Bil, Scotland. I am
indebted to David Hackett for information regarding the current owner of this instrument. On Thursday, 11
November 2010, the piano was offered for sale at auction by Serrell’s of Malvern, UK. The instrument was
described as a ‘square piano by Songman’. The sale price was estimated at between £150 and £200. The piano
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characteristic of Beck’s instruments; no other maker of square pianos followed this
damping pattern. Both the damping pattern and the nameboard inscription (Plate
425c) of this instrument suggest that in ca 1769-73, Beck was in business with
Longman, Lukey & Co. It is not known what Beck’s obligations to Longman, Lukey
& Co. were, nor is it known for how long the business relationship was maintained.

‘Contemporary estimates for the capital required to set up in business as a
musical instrument maker’® were quite high. In 1747, for example, R. Campbell
suggests a lower limit of £100, with an upper limit of £500.” Campbell’s
estimate represents the normal earnings obtained by Beck from the London
sale of between four and 21 of his square pianos (each instrument being sold
at a price of approximately £20-25).® Campbell informs his reader that the
‘hours of working’ for a musical instrument maker are six to eight a day.® (For
the time, these hours are somewhat on the low side, and may be explained
by the fact that a piano maker’s productive working hours were in large part
determined by light levels derived from the sun.) Campbell suggests that the
prerequisites needed in order for a keyboard instrument maker to thrive are ‘a
tolerable Genius and some Strength’.*

Nine years after his marriage to Mary Coles on 23 September 1770, and,
following her death, on Tuesday, 7 September 1779 in London, Frederick Beck,
aged 41 years,” ‘married Rose Ann Shudi, daughter of Joshua Shudi [1739-74],
the harpsichord maker (nephew of Burkat Shudi the elder)’.®® Because Rose Ann
Shudi was a minor at the time, her mother, Mary (widow of Joshua Shudi),
signed the marriage bond (Plate 16). Between 1782 and 1791, Frederick and
Rose Ann ‘had six children including three boys’.®

On Friday, 9 March 1781, ‘Frederick Beck Instrument Maker’” was a participant
in the deliberations of the City of Westminster Coroner’s Court.”

sold for an astonishing £2700. Six months later, in May 2011, the instrument was again offered for sale. By
April 2012, the piano had been sensitively restored by David Hackett. See D. Hackett, ‘Restoration Diary for
Longman Lukey & Co Square Piano: November 2010—April 2012’, in Restoration Diaries (n.d.).

62  D. Barnett, The Structure of Industry in London 1775—1825, PhD dissertation (University of Nottingham,
1996), p. 237.

63 R. Campbell, The London Tradesman. Being a Compendious View of all the Trades, Professions, Arts, both
Liberal and Mechanic, Now Practised in the Cities of London and Westminster. Calculated for the Information
of Parents, and Instruction of Youth in their Choice of Business (London: Printed by T. Gardner, 1747), p. 336.
64  See 'How Much Did George Worgan’s Piano Cost?’, in Chapter 4, this volume.

65 Campbell, The London Tradesman, p. 336.

66 Ibid., pp. 325-6.

67  This calculation is based on the date of Frederick Beck’s birth (1738) given in Cranmer ‘Beck, Frederick’
(2007-13).

68  ‘Beck, Arnold Frederick’, in The Early Piano.

69 Iamindebted to Graham Walker for information regarding Frederick Beck’s second marriage (Email from
Graham Walker to the author, 3 March 2013).

70  See ‘9th March 1781’, in City of Westminster Coroners, Coroners’ Inquests into Suspicious Deaths, Image
112 of 525.

71  Seeibid., Image 111 of 525. On this occasion, Beck's jury service took place 16 years after he had served
as a jury member at the City of Westminster Coroner’s Court on Wednesday, 20 November 1765, and two
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Several trade directories from 1784-94 mention Frederick Beck. These include:
Bailey’s Directory (17847 and 1785);” The Universal British Directory of Trade and
Commerce (1790);7* Wakefield's Directory (17907 and 1794);" and A Musical Directory
(1794).” The relevant entry in each directory is quoted below (in chronological order):

3. Bailey’s British Directory (1784): ‘Beck, Fred. Piano-forte-maker, Broad-
street, Carnaby-market’”

4. Bailey’s British Directory (1785): ‘Beck Frederick, piano forte maker, 10, Broad
street, Carnaby Market, London’”

5. The Universal British Directory of Trade and Commerce (1790): ‘Beck Francis
Piano Forte-maker 10, Broad-str. Golden-sq®* (this entry erroneously gives
Beck’s Christian name as ‘Francis’)

6. Wakefield’s Directory (1790): ‘Beck Frederick, piano forte maker, 10, Broad
street, Carnaby™®

7. A Musical Directory (1794): ‘Beck, Pia Forte Maker. No. 10, Broad-St. Carnaby
M.

8. Wakefield’s Directory (1794): ‘Beck, Frederick, Piano Forte Maker, 10, Broad-
st. Carnaby-market.’®’

years before he served as a jury member at the Old Bailey on Wednesday, 26 February 1783. See ‘Frederick
Beck’, above.

72 W. Bailey, Bailey’s British Directory; Or, Merchant’s and Trader’s Useful Companion, for the Year 1784, in
Four Volumes. Containing Accurate Lists of the Bankers, Merchants, Manufacturers, and Principal Traders in
the Metropolis, and Different Towns of Great Britain (London: Printed by J. Andrews, [1784?]), Vol. 1, p. 17.
73  See ‘Beck Frederick, Piano Forte Maker Music (m)’.

74  Barfoot and Wilkes, The Universal British Directory of Trade and Commerce, p. 68.

75  R. Wakefield, Wakefield’s Merchant and Tradesman’s General Directory for London, Westminster, Borough
of Southwark, and Twenty-Two Miles Circular from St. Paul’s, for the Year 1790. Containing an Accurate List
of the Names and Places of Abode of the Merchants, Manufacturers, and Principle Tradesmen, Alphabetically
Arranged, with the Numbers as they are Affixed to their Houses, Agreeable to the Late Acts of Parliament
(London: Printed by J. Mackenzie, [1789]), p. 24.

76  R. Wakefield, Wakefield’s Merchant and Tradesman’s General Directory for London, Westminster, Borough
of Southwark, and Twenty-Two Miles Circular from St. Paul’s, for the Year 1794. Containing an Accurate List
of the Names and Places of Abode of the Merchants, Manufacturers, and Principle Tradesmen, Alphabetically
Arranged, with the Numbers as they are Affixed to their Houses, Agreeable to the Late Acts of Parliament
(London: Printed by T. Davison, [17937?]), p. 22.

77 J. Doane, A Musical Directory for the Year 1794. To be Continued Annually. Containing the Names and
Address of the Composers & Professors of Music, with a Number of Amateurs, Vocal and Instrumental (London:
R. H. Westly, [1794?]), p. 6. See also Rimbault, The Pianoforte, its Origins, Progress & Construction, p. 147.

78  Bailey, Bailey’s British Directory, Vol. 1, p. 17.

79  See ‘Beck Frederick, Piano Forte Maker Music (m)’.

80  Barfoot and Wilkes, The Universal British Directory of Trade and Commerce, p. 68. See Appendix P,
Volume 2 of this publication.

81  Wakefield, Wakefield’s Merchant and Tradesman’s General Directory for London, p. 24. See also ‘Beck
Frederick, Piano Forte Maker Music (m)'.

82  Doane, A Musical Directory for the Year 1794, p. 6.

83  Wakefield, Wakefield’s Merchant and Tradesman’s General Directory for London, p. 22. See also ‘Beck
Frederick, Piano Forte Maker Music (m)’.
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Plate 16d Broad Street (detail): Frederick Beck’s house is number 10
Broad Street.
Source: Richard Horwood, Plan of the Cities of London and Westminster, the Borough of Southwark, and

Parts Adjoining. Showing Every House (London: R. Horwood, 1792-99). Reproduced with permission of
Motco Enterprises Limited. www.motco.com.

Both Carnaby Market and Golden Square were close to the then highly
respectable district of Soho.

Broad Street, three blocks south of Oxford Street, extended from number 86
Berwick Street to Marshall Street, Golden Square.** According to Horwood’s
Plan of the Cities of London and Westminster,* the north side of Broad Street
was three blocks long, the south side four. House numbering began on the north
side, at the Berwick Street (eastern) end (number 1), extending westward to
Marshall Street (number 28). House numbers on the south side of Broad Street
extended in the opposite direction, from Marshall Street (number 29) eastward
to Berwick Street (number 54). Frederick Beck’s workshop was on the north
side, in the first and largest block (comprising house numbers 1-13), at number
10 (Plate 16d).

84  J. Elmes, ‘Broad-St., Golden-square’, in A Topographical Dictionary of London and its Environs; Containing
Descriptive and Critical Accounts of all the Public and Private Buildings, Offices, Docks, Squares, Streets, Lanes,
Wards, Liberties, Charitable Institutions, Commercial, Charitable, Scholastic and Other Establishments, with
Lists of their Officers, Patrons, Incumbents of Livings, &c. &c. &c. in the British Metropolis (London: Whittaker,
Treacher & Arnot, 1831), p. 88.

85  See Horwood, Plan of the Cities of London and Westminster.
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On Thursday, 1 January 1784, the rental value of Frederick Beck’s property was

determined. The valuation document gives his address simply as ‘Broad St”.*
In ca 1790, Beck appears to have formed a business relationship with George
Corrie (d. 1803?).*” In 1794, Doane’s A Musical Directory lists George Corrie as
‘Corrie, Pia Forte Maker. No. 41, Broad-St, Carnaby-M.* Corrie’s workshop
was on the opposite side of the street to Beck’s, westward, five houses away.*
Between 1767 and 1775, Beck's average annual output is conjecturally estimated
as being 250 pianos—that is, one instrument approximately every day-and-a-
half).” If his output was similar during the 1790s, Beck may have joined forces
with Corrie in order to keep up with the demand for pianos. (Then again, data
regarding Beck’s average yearly output are estimates only—and extremely
generous ones at that. Perhaps, by ca 1790, Beck’s business was floundering,
and he had need to establish a business connection with Corrie in order to
survive. No documentary evidence has come to light concerning the catalyst
for, or the nature of, Beck’s business arrangement with Corrie; as a consequence,
any commentary is purely speculative.)

Beck’s business relationship with Corrie is confirmed by the nameboard
inscription on piano number 2505 (Plates 17 and 43r):"* No 2505 / F Beck et G
Corrie Londini Fecerunt [ No 10 Broad Street Soho.

To the author’s knowledge, this is the only extant nameboard inscription that
gives the abbreviation ‘F Beck’; it is also the only extant nameboard inscription
that identifies Beck in conjunction with George Corrie.

Of the 32 extant Beck pianos, the author is aware of the wording of 25 nameboard
inscriptions.” All but one (piano number 2505) gives ‘Fredericus Beck’ as the
maker. Assuming that the abbreviated ‘F Beck’ on the nameboard inscription
of piano number 2505 represents Frederick Beck (and this is extremely likely),
the inscription is inexplicably inconsistent with Beck’s usual practice. As with
Frederick Beck’s Christian name, George Corrie’s Christian name has also been
abbreviated using a single initial; in both instances, the abbreviation may have
been an aesthetic and practical response to the limited space available within the

86  ‘Beck, Frederick’, in “Westminster Ratebooks: Property Values of Westminster Electors, 1749-1818
st January 1784 — 31st December 1784’, London Lives 1690—1800—Crime, Poverty and Social Policy in the
Metropolis, Image 111 of 525.

87  See ‘Beck, Arnold Frederick’, in The Early Piano. See also Plate 17. I am indebted to Graham Walker for
information regarding George Corrie’s date of death.

88 Doane, A Musical Directory for the Year 1794, p. 15. See also Rimbault, The Pianoforte, its Origins,
Progress & Construction, p. 147.

89  See Horwood, Plan of the Cities of London and Westminster.

90  See ‘Serial Number in George Worgan’s Piano (Frederick Beck, London, 1780/86?)" below.

91  Seeibid.

92 For a list of the Beck square piano nameboard inscriptions known to the author, see ‘b) The Absence of
a Date’ in ‘1782/87?, Serial Number 5008’, in Appendix L, Volume 2 of this publication.
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elliptical boundary of the nameboard cartouche. ‘Sometime during the Victorian
or Edwardian period, the case [of piano number 2505] was painted with neo-
classical decoration™ (Plate 43r). In the light of this decorative alteration, it is
reasonable to entertain the notion that the nameboard inscription, cartouche
and decoration may also have been altered.

Another line of investigation points to the supposition that ‘F Beck’ refers to the
Francis Beck, who, in 1790, is listed in The Universal British Directory of Trade
and Commerce: ‘Beck Francis Piano Forte-maker 10, Broad-str. Golden-sq.”* Was
this mysterious Francis one of Frederick’s sons? Between 1782 and 1791, six
children were born to Frederick and Rose Ann; unfortunately, this time frame
renders Beck’s children too young to have made piano number 2505 (ca 1790?).
Moreover, none of Beck’s three sons was named Francis.” It appears that the
listing of Francis Beck in The Universal British Directory of Trade and Commerce
is erroneous.

There was logic in Frederick Beck’s decision to locate his workshop in Broad
Street:

The narrow surrounding streets sheltered a mixed population of
foreigners and of artists and craftsmen, including a concentration of
piano ... and harpsichord makers. At the same time, [the] ... area had
become a serious threat to St. Martin’s Lane [near Covent Garden Market]
as center for the workshops of top-flight cabinetmakers: Robert Campbell
was in Little Marylebone Street, Chipchase and Lambert in Warwick
Street. The carvers Sefferi Alken and Sefferin Nelson had workshops
in Dufours Court, off Broad Street, while John Oakley (a cabinetmaker
who had been apprenticed to David Roentgen in Germany) and William
Ince and John Mayhew had premises right in Broad Street, within a few
doors of Frederick Beck’s workshop. It would have been a simple matter
[for subcontracted cabinetmakers to deliver completed piano cases and
stands to Beck’s establishment].*

93  Email from Graham Walker to the author, 15 March 2013.

94  Barfoot and Wilkes, The Universal British Directory of Trade and Commerce, p. 68. See ‘Piano Makers’, in
Appendix Q, Volume 2 of this publication.

95 I am indebted to Graham Walker for information regarding Frederick Beck’s children (Email from
Graham Walker to the author, 15 March 2013).

96 C. Streeter, ‘Marquetry Furniture by a Brilliant London Master’, in The Metropolitan Museum of Art
Bulletin (New York: The Metropolitan Museum of Art, 1971), (NS), Vol. 29, No. 10, Part 1 (June), p. 427. See
‘Beck and Square Piano Production’ below.
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At some stage during the late 1770s, the house numbers in Broad Street were
changed.” This has led some writers to imply (erroneously) that Beck worked
from two separate locations.”® Numbers 4 and 10 Broad Street were in fact the
same location. The inscription on the nameboard of George Worgan's piano (Plate
17a) reads:* Fredericus Beck Londini Fecit 1780 | No 4 and 10 Broad Street Soho.

Beck’s inclusion of two different street numbers is doubtless his response to
confusion that may have arisen at the time (Plate 17b).

Plate 17 Square piano by Frederick Beck and George Corrie (London, ca
17907?; serial number 2505): nameboard inscription.

Source: Reproduced with permission of Graham Walker. Photo by Graham Walker.

Plate 17a Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1780/867?): nameboard inscription.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

97  The nameboard inscriptions on the two extant 1777 Beck pianos read: Fredericus Beck Londini Fecit
1777 | No. 4 Broad Street Golden Square (owner: Carleton University, Ottawa) (Plate 20d); and Fredericus Beck
Londini Fecit 1777 | No. 4 and 10 Broad Street Golden Square (owner: Royal Ontario Museum, Toronto). The
two extant 1778 Beck pianos each have a nameboard inscription that reads: Fredericus Beck Londini Fecit 1778
/ No. 4 and 10 Broad Street Golden Square (Plate 20e). The address given on these nameboards suggests that the
renumbering of houses in Broad Street may have taken place sometime during 1777.

98  For example, Clinkscale, Makers of the Piano 1700-1820, p. 19.

99  See ‘Date’, below.
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Plate 17b Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1780/86?): nameboard inscription—street numbers (detail).

Source: Stewart Symonds Collection, Sydney. Photo by the author.

Plate 17c Square piano by John (?) Simpson (fl. 1767-95) (London: ca
1770s): elaborately decorated nameboard inscription.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

During the 1780s, Frederick Beck was one of six piano makers whose workshops
were located within two blocks of one another—on Broad Street: Christopher
Ganer (located on the opposite side of the street to Beck, at numbers 47 and
48);'® Jacob and Abraham Kirckman'® (located on the same side of the street
as Beck, in the adjacent block, at number 19);'* and Charles Trute (whose
workshop was on the same side of the street as Beck, close by at number 7);'”
on Great Pulteney Street:'™ John Broadwood, and George Froeschle (Froschle)

100  ‘Ganer, Christopher’, in The Early Piano: Authentic Materials for Early Keyboard Instruments (Dorchester,
Dorset: Early Piano, 2011-13).

101 By 1738, the Alsatian-born Jacob Kirchmann ‘had anglicized his name to Kirckman, then somewhat
later to Kirkman (although he continued to sign his harpsichords Kirckman ... In 1772 ... [Jacob Kirckman]
brought his nephew Abraham’ into his harpsichord-making business ‘as a partner, and the firm became Jacob
and Abraham Kirckman'. Kottick, A History of the Harpsichord, pp. 363, 364. ‘Kirckman'’s instruments were
very highly thought of. Indeed, George III traded a Ruckers harpsichord to acquire one of Kirckman’s double
manual instruments for Queen Charlotte.” Cobbe, Composer Instruments, p. 14.

102 See Clinkscale, Makers of the Piano 1700-1820, p. 165.

103 Seeibid., p. 301.

104  See ‘Pultney Str.’, in Cary, Cary’s New and Accurate Plan of London and Westminster, Map Reference 27.
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(fl. 1776-1800)."” ‘The spirit of invention was in the air and it is tempting to
think that the natural affinity of like-minded [piano makers] ... living and
working at close quarters would have brought [them] ... into contact with [each
other].”'

Perhaps the London-based Belgian inventor and combination harpsichord-
piano'”” maker John Joseph Merlin (1735-1803) best exemplifies the ‘spirit of
invention’ that permeated London’s keyboard instrument makers’ community
during the second half of the eighteenth century. At one of the highly
fashionable (yet scandalously indecorous) masquerades given in London during
the 1760s and 1770s at Carlisle House by the notorious ‘Viennese adventuress’'
Theresa Cornelys (1723-97), Merlin made a memorable appearance: ‘Merlin
was a charmer, much in demand at parties and social events of all sorts. His
witty, French-accented English appeared to have delighted the ladies, and his
propensity for outrageous but essentially harmless behaviour only seemed to
make him more endearing to London society.”'”’

The English composer, musician and writer Thomas Busby (1755-1838), in
his Concert Room and Orchestra Anecdotes of Music and Musicians, Ancient and
Modern, tells the story:

One of [Merlin’s] ... ingenious novelties was a pair of skaites contrived to
run on [small metallic] wheels. Supplied with a pair of these and a violin
[‘he was skating and playing at the same time’],''* he mixed in the ...
group of one of the celebrated Mrs. Corneily’s masquerades at Carlisle-
house, Soho-square; when, not having provided the means of retarding
his velocity, or commanding its direction, he impelled himself against
a mirror of more than Five hundred pounds value, dashed it to atoms,
broke his instrument to pieces and wounded himself most severely.'"

What could have been closer to Merlin's spirit of invention and freedom ‘than
literally gliding through the echelons of society, combining the use of one of his
inventions, a pair of roller skates, with a performance on the violin, and breaking

105  See Cole, Broadwood Square Pianos, p. 38.

106  Goold, Mr. Langshaw’s Square Piano, p. 105.

107 ‘Two combined harpsichord-pianos built in their entirety by Merlin’ have survived: ‘one in private
ownership in Switzerland (undated) and the other in the Deutsches Museum in Munich (1780)." Latcham, ‘The
Apotheosis of Merlin’, p. 293.

108  Ibid., p. 298.

109  Kottick, A History of the Harpsichord, p. 379.

110  Ibid., p. 379.

111 T. Busby, Concert Room and Orchestra Anecdotes of Music and Musicians, Ancient and Modern (London:
Clementi, Collard & Co., 1825), p. 137. Quoted in Kottick, A History of the Harpsichord, p. 379. Also quoted
in P H. Highfill, K. A. Burnim and E. A. Langhans (eds), A Biographical Dictionary of Actors, Actresses,
Musicians, Dancers, Managers and Other Stage Personnel in London, 1660—1800 (Carbondale: Southern Illinois
University Press, 1984), Vol. 10, ‘Merlin, John Joseph’, p. 202.
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through a mirror, that decorated symbol of vanity’.""> The indefatigable Merlin
also invented a ‘self-flicking buggy whip’,'” ‘a Dutch oven with a spring jack
to rotate meat’,'"* “‘mechanical tea tables that poured a dozen cups at once’,'”” ‘a
pocket-sized scale for weighing gold coins’''® (in order to verify ‘that none of
the precious metal had been shaved off’),""” and the wheelchair (an invention of

lasting value).

Another of his gadgets was a music-desk table for eight performers,
which could be raised or lowered, depending on whether the players
were seated or standing ([Charles] Burney owned one of these ‘Merlin
tables’)."'®

Merlin’s instruments, be they grands, squares or whatever, were always
expensive ... in 1793 Charles Burney tried out a new square piano by
Merlin. “The dog has just finished a small Piano Forte [that is, a square],
so loud, sweet and beautiful that I could sit and devour myself upon it
without food for 24 hours. Ma-ma the price is ... 40 pounds!"'*

Unlike Merlin, Frederick Beck (it seems) was content simply to make square
pianos. Beck sold his pianos not only to customers in England, but also to
instrument makers in Paris. On 19 April 1777, for example, the eminent Parisian
harpsichord maker Pascal Taskin noted that he owed 660 livres to ‘Mr. Beck in
London’ for five square pianos that he had imported.'*

No records mention Frederick Beck after 1798. Cranmer posits that Frederick
Beck died in London ca 1798.1%!

112 Latcham, ‘The Apotheosis of Merlin’, p. 298.

113 See Loesser, Men, Women and Pianos, p. 232.

114 P. E Baird, ‘Merlin, John Joseph (1735-1803)’, in R. Palmieri (ed.), Piano: An Encyclopedia, 2nd edn
(New York: Routledge, 2003), p. 237.

115  Loesser, Men, Women and Pianos, p. 225. Merlin’s ‘tea table’ comprised ‘a central samovar that, when
properly charged with the correct beverage and rotated by the hostess’s hand, would automatically pour the
appropriate amount of tea into the twelve cups set on its perimeter’. Kottick, A History of the Harpsichord,
p. 379.

116  Baird, ‘Merlin, John Joseph (1735-1803)’, p. 237.

117  Kottick, A History of the Harpsichord, p. 379.

118  Ibid., p. 379.

119  ‘Letter from Charles Burney to Thomas Twining, 1783’, British Library, Add MSS 39929, fol. 324.
Quoted in Cole, ‘Adam Beyer, Pianoforte Maker’, p. 108.

120  See Hubbard, Three Centuries of Harpsichord Making, p. 295. See also J.-C. Battault, ‘Les premiers
pianoforte frangais’, in T. Steiner (ed.), Keyboard Instruments—Flexibility of Sound and Expression. Proceedings
of the Harmoniques International Congress, Lausanne 2002 (Bern: Peter Lang SA, Editions scientifique
européennes, 2004), p. 105, fn. 76.

121  Cranmer, ‘Beck, Frederick’ (2007-13).
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Frederick Beck: A time line

17382
1738
After 1756

Between 1756
and ca 1762

Between 1756
and ca 1762
1763

1763

Mid-1760s
1765

1765

ca 1769-73
1770
1771

cal771

After ca 1771
During the late
1770s

1779

1781
1782-91

1783
1784

178089
ca 1790

Beck is born in Wiirttemburg(?)

30 May: Beck is baptised in Wiirttemburg

Beck leaves Germany

Beck establishes a dealership (and/or workshop) at 364 Rue
Saint-Denis, Paris(?)

Beck leaves the Continent for London

Beck is involved in the manufacture of ‘English guittars’ in
London

2 August: Beck’s address is Glassonbury Court, near Covent
Garden Market

Beck is in partnership with Charles Pinto

20 November: Beck is a juror at the Westminster Coroner’s
Court

20 November: Beck’s address is Glassonbury Court, near
Covent Garden Market

Beck is in business with Longman, Lukey & Co
23 September: Beck marries Mary Coles in London

Midsummer: Beck moves into 4 Broad Street, Carnaby
Market

Beck begins to sell pianos from his workshop, at 4 Broad
Street, Carnaby Market

Beck establishes a dealership (and/or workshop) at 364 Rue
Saint-Denis, Paris(?)

The street number of Beck’s Broad Street property is altered
from 4 to 10

7 September: Beck marries Rose Ann Shudi in London

9 March: Beck is a juror at the Westminster Coroner’s Court
Frederick and Rose Ann have six children, including three
boys

26 February: Beck is one of six German jurors at the Old
Bailey

1 January: the rental value of Beck’s Broad Street property
is calculated

Beck’s annual output averages 222 pianos(?)*

Beck is in business with the piano maker George Corrie
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1794 Beck is still making pianos at 10 Broad Street, Carnaby
Market

ca 1798 Beck dies(?)

1819222 Beck lives in Paris, and sells pianos from his dealership

(and/or workshop) located at 364, Rue Saint-Denis(?)

* See ‘Serial Number: Frederick Beck’s estimated output—What five serial numbers suggest’ below.

Beck’s House

Plate 18 shows Beck’s Broad Street house as it appears today (it is the red brick
building with the internally lit street-level shopfront window). Beck’s house
is currently occupied at street level by a shop specialising in beauty products.
Coincidentally, an audio-recording shop occupies the corner of the tiny street
(Duck Lane) directly opposite; the shop has four colourful adjustable canvas
awnings, upon two of which are written the following words: ‘Sounds of the
Universe’ (Plate 19).

Even though Beck’s income from piano making may have ‘been earned at
irregular intervals and in lump sums’,'** the apparent ongoing success of his
piano-making business'*’ suggests that he probably did not have to bring in
extra income through the letting of a part of his house. During the late eighteenth
century, for a piano maker who was less successful than Beck, generating money
through letting would have been in line with Adam Smith’s (1723—90) comments
on the state of housing costs in London:

122 See Nex, ‘Women in the Musical Instrument Trade in London’, p. 340.
123 See ‘Serial Number: Frederick Beck’s estimated output—What five serial numbers suggest’, below.
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Plate 18 Frederick Beck’s house.

Source: Photo by the author.

e

BOUMDE
S OF The una, Tehee

Plate 19 ‘Sounds of the Universe’ in Duck Lane, opposite Frederick Beck’s
house.

Source: Photo by the author.
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The dearness of house-rent in London arises, not only from those causes
which render it dear in all great capitals ... but it arises in part from the
peculiar manners and customs of the people, which oblige every master
of a family to hire a whole house from top to bottom. A dwelling-house
in England means every thing that is contained under the same roof.'**

Smith continues:

A tradesman in London is obliged to hire a whole house in that part of
the town where his customers live. His shop is upon the ground-floor,
and he and his family sleep in the garret; and he endeavours to pay a
part of his house-rent by letting the two middle stories to lodgers. He
expects to maintain his family by his trade, and not by his lodgers.'*

In late eighteenth-century London (as also in Vienna), ‘food constituted the

largest proportion of living expenses, but ... unlike housing, it was abundant

and relatively cheap”.'*
Very few people owned the freehold of their homes at this time ...
According to information from the Public Record Office only the holders
of British citizenship were entitled to buy or inherit land under English
law ... Long term residents in England who lacked British citizenship
could remedy this situation by applying for ‘Letters of Denization’
or, at a little extra expense, the full legal rights of a British citizen by
Naturalization.'”

Perhaps the success of Beck’s piano-making business resulted in his becoming a
wealthy man. If so, and as a long-term resident in England, he may have eventually
bought a long lease on his house in Broad Street. If wealthy enough, he may also
have obtained ‘naturalisation’ and, subsequently, purchased his house.

‘It is not possible to provide a ... vivid" and yet generalised ‘description of the
premises of” London piano makers, as ‘no eighteenth century visitors seem to
have thought them worthy of special comment’.'*® A workshop making pianos
in a dwelling-house was not necessarily noisy or intrusive. No power machinery
was involved (obviously, there was no power). Typically for the time, a feeling
of intimacy would have been the most salient feature of Beck’s street-level
workshop, which, perhaps being of the standard three-man type, had three
workbenches. Beck and his family would have lived on the first floor, while

124  A. Smith, An Inquiry into the Nature and Causes of the Wealth of Nations: A Selected Edition, edited by
K. Sutherland (Oxford: Oxford University Press, 1998), p. 116.

125 Ibid., p. 117.

126  A. M. Hanson, Musical Life in Biedermeier Vienna (Cambridge: Cambridge University Press, 2009),
pp- 15-16.

127  Cole, ‘Adam Beyer, Pianoforte Maker’.

128 Hubbard, Three Centuries of Harpsichord Making, p. 197.
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the attic rooms may have been occupied by journeymen or an apprentice. It is
reasonable to imagine corridors and stairways being cluttered with instruments
and wood (poor Mrs Beck may have found the task of keeping her house clean
more than formidable).

Beck’s apprentice (if he had one) would have been contractually bound to him
for a certain number of years (‘the usual period was seven years’).'* ‘It was usual
for the parents or guardians of [an apprentice] ... to pay the master a certain
sum on signing the contract. The apprentice lived with his master’s family and
was not paid for his work. At the end of his term, the apprentice became a
journeyman, entitling him to work for any master he chose."** Traditionally,
young journeymen travelled from city to city, working with various masters in
order to perfect themselves in their trade.”’ “The journeyman aspired to become
a partner with his master or to establish his own shop.”"**

It is possible that the street-level front room of Beck’s house had a large window
for displaying finished instruments that were kept for sale. In 1782, a visitor to
London, Carl Philip Moritz,

found no need for elementary primers and prints for the education of
children: you can take them about the street and show them all the
things themselves ... Paintings, machines, precious objects—all can
be seen advantageously displayed behind great clear-glass windows ...
Such a street often resembles a well-arranged show-cabinet.'*

By the middle of the eighteenth century,

London was famous throughout Europe for the number and variety of its
shops and for the crowds of people strolling about looking and buying
from eight in the morning until darkness and beyond ... In 1786, Sophie
de la Roche, visiting from Frankfurt, described walking the length of
Oxford Street by lamplight: “We strolled up and down lovely Oxford
Street this evening, for some goods look more attractive by artificial
light. Just imagine ... a street taking half an hour to cover from end to
end with double rows of brightly shining lamps ... The pavement, inlaid
with flagstones, can stand six people deep and allow one to gaze at the
splendidly lit shop fronts in comfort. First one passes a watchmakers,
then a silk or fan store, now a silversmith’s, a china or glass shop. Just
as alluring are the confectioners and fruiterers, where, behind the

129  Boalch, Makers of the Harpsichord and Clavichord 1440 to 1840, p. 149, fn. 1.

130 Clarke, ‘The English Piano’, p. 242.

131  See Hubbard, Three Centuries of Harpsichord Making, p. 194.

132 Hoover, ‘Pianos for Sale’, p. 36.

133 Cited by H. Clifford, Silver in London: The Parker and Wakelin Partnership 1760—76 (New Haven, Conn.:
Yale University Press, 2004), Ch. 3. Quoted in Berg, Luxury and Pleasure in Eighteenth-Century Britain, p. 264.
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handsome glass windows, pyramids of pineapples, figs, grapes, oranges,
and all manner of fruits are on show. Up to eleven o’clock at night there
are as many people along this street as at Frankfurt during the fair, not
to mention the constant stream of coaches.”"**

These transformations in shopping, advertising and marketing rendered
‘material acquisition and visible consumption highly eligible activities’."> The
wisdom of the ages had been reversed: boundless consumption was healthy
both for individuals and for society. At the very least, window-shopping had
arrived.

Frederick Beck’s house was very close to Oxford Street, and there is little doubt
that some Oxford Street window-shoppers would have found themselves at
Carnaby Market, from thence eventually looking through Beck’s shopfront
window at the newly completed pianos on display.'

Beck and Square Piano Production

The complexity of a grand piano required that it be almost completely produced
within a single workshop. The process involved the application of many high-level
specialist skills, resulting in an elaborate division of labour within a workshop.
On the other hand, the relative ‘simplicity of the construction of [a] ... square
piano’ meant that ‘the majority of its components could [be] ... made outside
the workshop by skilled or semi-skilled men who did not have to be instrument
makers’."””” These outsourced individuals were located in nearby houses, which,
like Beck’s house, contained a workshop. Workers in distant premises may have
produced, for example, a square piano’s case (‘which could have been made
by any competent cabinet maker’),"”® keyboard, hammer rails (‘complete with
ready-mounted [leather] ... covered hammers’),"”” damper mechanisms, tuning
pins, bridge-pins, strings, lid hinges and the component parts of (or completed)
stands. The pianos could then have been assembled in-house, using parts made
off-site as well as parts produced in the workshop by highly skilled specialists

134  S. Tillyard, Aristocrats: The Illustrated Companion to the Television Series (London: Weidenfeld &
Nicolson, 1999), pp. 88-9.

135  R.Porter, ‘Consumption: Disease of the Consumer Society?’, in J. Brewer and R. Porter (eds), Consumption
and the World of Goods (London: Routledge, 1993), p. 65.

136 By the end of the eighteenth century, the eminent piano maker John Broadwood referred to people who
walked into his showroom on Great Pulteney Street as the ‘chance trade’ (as distinct from ‘regular customers
to whom the firm regularly sold instruments and for whom it regularly tuned’). Hoover, ‘Pianos for Sale’, p.
34.

137  Clarke, ‘The English Piano’, p. 254.

138  Ibid., p. 260.

139  Ibid., p. 264.
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(parts such as the soundboard). Subsequently, the remainder of the process
leading to the completion of an instrument would have been undertaken in the
workshop: stringing, setting up the action and voicing.'*

The making of a square piano in Frederick Beck’s workshop may have entailed
the following construction process.

1.

AN A

7.
8.

Off-site subcontractors deliver the case to the workshop as an empty box.
Beck incorporates the wrest-plank, belly rail and hitch-pin block (the last
‘pierced through with accurately-placed holes determined by a template to
receive the damper-lifters’)."*!

Beck (or a specialised worker) makes the soundboard. The bridge is attached,
string positions are marked and the bridge is pinned. The soundboard is
glued into place.

Beck (or a journeyman/apprentice) drills holes for the wrest-pins.
Hitch-pins and nut-pins are inserted.
Beck strings the instrument.

Beck (or a specialised worker) finishes the keyboard with its action (prior to
this, the keyboard, sets of hammers and the dampers have been delivered to
the workshop).

The action is put into the instrument.

Beck voices the instrument.

That the entire production process was not housed under one roof had its
advantages:

Since the basic processes required considerable manual skill, it was
inevitable that the work would be carried out in workshops of traditional
type. Supervision of the various branches of manufacture could have
been more efficient if done under one roof, but this would have meant
heavy commitments in buildings and labour. It was thus more convenient
to call on skills on demand, according to its ebb and flow.'*

On one hand, the workshop’s structure and practice ‘could be run with low

overheads and on the other enabled craftsmen to work at home’.

140
141
142

7 143

See ibid., p. 260.
Ibid., p. 260.
E. Hopkins, Birmingham: The First Manufacturing Town in the World, 1760—1840 (London: Weidenfeld

& Nicolson, 1989), pp. 40-1. Quoted in ibid., p. 264.

143

Clarke, ‘The English Piano’, p. 264.



Chapter 2

In his Cyclopedia of the Useful Arts, Charles Tomlinson (1808-97) describes
a mid-nineteenth-century piano-making context similar to that found in late
eighteenth-century London:

Although in the London Directory there are only entered 6 piano-forte
fret cutters, 2 hammer and damper-cloth manufacturers, 4 hammer-rail
makers, 6 pianoforte key-makers, 2 piano-forte pin makers, 5 silkers, 1
stringer, and 29 tuners, yet there are a large number of persons occupied
as small makers of parts of the instrument, and not being housekeepers
are not entered. And even if it were possible to make this list complete,
it would by no means represent the extensive subdivision of the trade.'**

George Worgan'’s Piano (Frederick Beck,
London, 1780/867?)

It is reasonable to hypothesise that the Frederick Beck square piano dated
1780/86?, currently housed in the Stewart Symonds Collection, Sydney, is the
instrument that was brought to Sydney Cove by George Worgan on board the
Sirius. The hypothesis is reinforced by certain peculiarities, the most important
of which is the piano’s campaign-furniture-inspired stand, which (uniquely)
includes cabriole legs hinged to the bottom of the instrument’s case.

The dimensions of the piano’s case fit comfortably within the norm for
Beck’s extant instruments.'®® This piano, however, reveals certain distinctive
characteristics.

Date

The calligraphic style of Beck’s nameboard inscriptions did not remain consistent
throughout his output—note the difference, for example, between the ‘7" on an
instrument of 1786 (Plates 20a and 20b) and the ‘7’s on instruments dated 1774
(Plate 20c), 1776 (Plate 43t), 1777 (Plate 20d), 1778 (Plates 20e and 20f), 1780
(Plate 20), 1782'¢ and 1783 (Plate 20g). Note also the difference between the ‘8’
on an instrument of 1786 (Plates 20a and 20b) and the ‘8’s on instruments dated,
respectively, 1778 (Plates 20e and 20f), 1780 (Plate 20) and 1783 (Plate 20g).

144  ‘Piano-Forte’, in C. Tomlinson (ed.), Cyclopedia of the Useful Arts, Mechanical and Chemical,
Manufactures, Mining, and Engineering (London: James S. Virtue, 1854), Vol. 2, p. 415.

145  See ‘Average Dimensions of Frederick Beck’s Square Pianos’, in Appendix A, Volume 2 of this publication.
146  See photograph in A. Beurmann, Das Buch vom Klavier: Die Sammlung Beurmann im Museum fiir
Kunst und Gewerbe in Hamburg und auf Gut Hasselburg in Ostholstein [The Book of Keyboard Instruments:
The Beurmann Collection in the Museum of Arts and Crafts in Hamburg and the Hasselburg Estate in East
Holstein] (Hildesheim: George Olms, 2007), Plate 110b Das Tafelklavier von Beck, p. 54. See also photographs
in hammerfluegel.net.
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Consistencies in calligraphic style, however, can also be found—note the
similarity between the ‘7’s on Beck instruments dated 1774 (Plate 20c), 1776
(Plate 43t), 1777 (Plate 20d), 1780 (Plate 20), 1782'*" and 1783 (Plate 20g). Note
also the similarity between the ‘8’s on Beck instruments dated 1778 (Plate 20e
and 20f), 1782'® and 1783 (Plate 20g).

Regardless of any variations in calligraphic style, Beck’s nameboard inscriptions
reflect the characteristically serpentine freedom and balance of numerals written
by accomplished eighteenth-century hands.'*

Initial inspection of George Worgan's piano suggests the date of the instrument
to be 1780 (Plate 20). It is tempting, however, to construe the small oblique line
above the ‘0" as a now-faded oblique line that once comprised the top of a ‘6’
(Plates 20 and 139). Given the degree of fading and the calligraphic style (which
is full-bodied, rather than fine-lined), this may be the case.

Comparison between the ‘0’ (if viewed as a ‘6’) written on the nameboard of
Worgan’s piano (Plate 20) and the ‘6" written on the nameboards of two Beck
pianos dated 1776 (Plate 43t) and 1786 (Plates 20a and 20b)"*° reveals marked
differences in proportion and form (especially in relation not only to the
thickness and angle of the two thick pen strokes of the circular body of the
‘0’, but also to the thickness and angle of the curving top stroke of the ‘6").
Using the calligraphic style of the 1776 (Plate 43t) and 1786 (Plates 20a and 20b)
instruments as a basis for supposition, had the ‘0" on Worgan’s piano been a ‘6’,
the body of the ‘6" would have been more elliptical, and the angle of the two
thick pen strokes of the circular body would have inclined markedly towards
the right.

Although it seems likely that the date of Worgan’s piano is 1780, reasonable
doubt remains; it might be 1786.

147  See photograph in Beurmann, Das Buch vom Klavier, p. 54. See also photographs in hammerfluegel.ne.
148  Ibid.

149  See Cole, Broadwood Square Pianos, p. 168.

150 The Stockholm Music and Theatre Museum, inv. no. N61230.
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Plate 20 Square piano by Frederick Beck (fl. ca 1756 — ca 1798) (London,
1780/867?): nameboard—'1780’ (detail).

Source: Stewart Symonds Collection, Sydney. Photo by the author.

Plate 20a Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1786): nameboard inscription.

Source: Reproduced with permission of the Stockholm Music and Theatre Museum, inv. no. N61230.
Photo by Dan Andersson.
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Plate 20b Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1786): nameboard—'1786" (detail).

Source: Reproduced with permission of the Stockholm Music and Theatre Museum, inv. no. N61230.
Photo by Dan Andersson.

Plate 20c Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1774): nameboard inscription.

Source: Reproduced with permission of the Bachhaus, Eisenach/Neue Bachgesellschaft e.V, Inv. no. 1. 4.
1. 12, 186.
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Plate 20d Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1777): nameboard inscription.

Source: Reproduced with permission of Carleton University, School for Studies in Art and Culture (Music),
Ottawa, Ontario. Photo by James Park.

Plate 20e Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1778): nameboard inscription.

Source: Reproduced with permission of Thomas Strange. Photo by Thomas Strange.
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Plate 20f Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1778): nameboard—’'1778" (detail).

Source: Reproduced with permission of Thomas Strange. Photo by Thomas Strange.

Plate 20g Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1783): nameboard inscription.

Source: Reproduced with permission of the Sibelius Museum, Turku, Finland.
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Plate 20h Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1782/877?).

Source: Reproduced with permission of the Norfolk Charitable Trust, Sharon, MA, USA.

Plate 20i Square piano by Frederick Beck (fl. ca 1756 — ca 1798) (London,
1782/877?): nameboard inscription.

Source: Reproduced with permission of the Norfolk Charitable Trust, Sharon, MA, USA.
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Plate 20j Tangent action square piano by Frederick Beck (fl. ca 1756 - ca
1798) (London, ca 1790 - estimate): nameboard inscription.

Source: Reproduced with permission of Malcolm Rose. Photo by Malcolm Rose.

Serial Number: Frederick Beck’'s estimated output—
What five serial numbers suggest

It is not known how many instruments Beck made. Given the relentless demand
for square pianos in late eighteenth-century London, and Frederick Beck'’s
reputation as one of the finest instrument makers, it is possible that he produced
an average of 30 to 50 pianos a year—that is, assuming continuous output, an
average of one instrument every seven to 12 days. This figure is derived from
comparison between the known output of other successful, representative
contemporaneous piano makers.

1. Adam Beyer: Between 1773 and 1788, Beyer made an average of 50 square
pianos a year—that is, one instrument every seven days.” (During his
lifetime, the prolific Beyer manufactured in excess of 900 square pianos.)

2. John Broadwood: In 1783, Broadwood made 45 pianos—that is, on average,
one instrument every eight days."

3. Thomas Haxby (1729-96): Between 1772 and 1786, the York-based Haxby
made an average of 19 square pianos a year—that is, one instrument every 19
days."”* From 1787, Haxby’s annual production increased to 24 instruments—

151  See Cole, The Pianoforte in the Classical Era, p. 72.
152 See Cole, Broadwood Square Pianos, p. 61.
153 See Cole, The Pianoforte in the Classical Era, p. 81.
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that is, averaging one piano every 15 days."”* By 1790, Haxby’s yearly output
was 36 instruments—that is, on average, one piano every 10 days."”

The truth of Beck’s output may, however, be more astounding. Cranmer
records the following piano nameboard inscription: No. 1941 Fredericus Beck
Londini fecit 1788 | No. 10 Broad Street Soho."® To the author’s knowledge,
there is only one extant Beck square piano dated 1788;"’ presumably, this is
the 1788 instrument of which Cranmer speaks. Regrettably, Cranmer gives no
further information regarding this piano. Oddly, Clinkscale’s description of
this piano’s nameboard inscription® does not include ‘No. 1941’. Assuming
that Cranmer and Clinkscale are referring to the same instrument, if Beck gave
the piano the serial number ‘1941’ (at the same time giving the piano a date
of 1788), the instrument must be regarded as the product of Beck’s “prolific
output in earlier years’."”

Cranmer observes that until ‘1780 at least, Beck’s square pianos were not
numbered’.’® Unfortunately, Cranmer provides no supporting data to
substantiate her assertion. If, however, Frederick Beck did not number
his instruments until after 1780, the 1788 piano’s serial number (1941) as
documented by Cranmer'® suggests that within eight years, Beck made an
average of 242.6 pianos a year—that is, one instrument every day-and-a-half.

Further data assist in the formation of a speculative estimate of Beck’s annual
output. James mentions a Beck ‘piano dated 1789 bear[ing] ... the number
2000".'* James does not reveal the instrument’s location. (Unfortunately, no
piano dated 1789 can be found among the 32 extant square pianos by Frederick
Beck.)'*” James then refers his readers to a photograph of one of two extant
Frederick Beck instruments made in conjunction with the Swedish-born
Paris-trained cabinet-maker and marquetry master Christopher Fuhrlohg (ca
1737-1800);'** this instrument is dated 1775, not 1789. If Beck’s square pianos

154  See M. Cranmer, ‘Haxby, Thomas’, in S. Sadie (ed.), The New Grove Dictionary of Music and Musicians
(London: Macmillan, 1980), Vol. 7, p. 326.

155  See ibid.

156  Cranmer, ‘Beck, Frederick’ (2007-13).

157  Owner(s): unknown. See ‘Extant Pianos by Frederick Beck’, below.

158  Watson, Clinkscale Online.

159  Cranmer, ‘Beck, Frederick’ (2007-13).

160  Cranmer, ‘Beck, Frederick’ (1980), p. 334.

161  Cranmer, ‘Beck, Frederick’ (2007-13).

162 P. James, Early Keyboard Instruments: From their Beginnings to the Year 1820 (London: The Tabard Press,
1970), p. 64.

163  See ‘Extant Pianos by Frederick Beck’ below.

164  James, Early Keyboard Instruments, pp. 64, 138, ‘Plate LVIII Square Pianoforte by Frederick Beck
English, 1775". This exquisitely beautiful instrument is owned by the Lady Lever Art Gallery, Port Sunlight
Village, Wirral, UK. See ‘Frederick Beck and Christopher Fuhrlohg’, below. See also the photograph in
‘English Square Piano’, in Lady Lever Art Gallery.
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were not numbered until at least 1780,'” the 1775 Beck/Fuhrlohg instrument:
1) cannot form part of the data used to create an estimate of Beck’s annual
output; and 2) disproves Cranmer’s notion that until 1780 Beck’s square pianos
were not numbered.'*® Given that the 1775 Beck/Fuhrlohg instrument bears the
serial number 2000,'” two paths of inquiry may be taken in order to create a
speculative estimate of Beck’s average annual output.

1. Beck’s square pianos were not numbered until 1780'® and James’
unidentified 1789 piano has the serial number 2000: If the number 2000
on James’ mysterious 1789 piano is a serial number, and if Beck assigned
a number sequentially to every instrument that he made from 1780, the
serial number 2000 indicates that between 1780 and 1789 Beck produced a
remarkable yearly average of 222.2 pianos—that is, one instrument every
day-and-a-half. This estimated average annual output is on the impressive
side, and most probably represents an overestimation.

2. Beck’s square pianos were numbered prior to 1780, and the 1775 Beck/
Fuhrlohg instrument has the serial number 2000: Given that the 1775 Beck/
Fuhrlohg instrument has a serial number of 2000, determination of the date
when Beck first began to make and number his pianos (assuming that he
assigned a number sequentially to every instrument that he made, and that
his output was uninterrupted) enables an estimate of his average annual
production to be created. Unfortunately, it is not known exactly when Beck
began to make pianos. It is also not known if Beck made German tafelklaviere
prior to his making English Zumpe-style pianos, and, if so, whether or not
he assigned serial numbers to these tafelklaviere.”® Assuming that Beck
only began to number his English Zumpe-style pianos in London in about
1767—that is, shortly after Zumpe's initial experiments—the serial number
2000 for the 1775 Beck/Fuhrlohg instrument suggests that between 1767 and
1775 Beck produced an astonishing yearly average of 250 pianos (that is, one
instrument every day-and-a-half).

In London during the late 1760s, the demand for square pianos was high, and
the demand continued to rise throughout the next few decades. For example,
between 1773 and 1788, the prolific Adam Beyer made an average of 50 square

pianos a year—that is, one instrument approximately every seven days)."”

165  Cranmer, ‘Beck, Frederick’ (1980), p. 334.

166  Ibid.

167  Ord-Hume, ‘Beck, Frederick (fl. 1756—1798)’, p. 44. Regrettably, Ord-Hume does not provide information
regarding the location on the instrument of the serial number, nor associated details.

168  Cranmer, ‘Beck, Frederick’ (1980), p. 334.

169  Ibid.

170  See ‘Frederick Beck’, above.

171  See Cole, The Pianoforte in the Classical Era, p. 72.
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In 1786, Longman & Broderip undertook to obtain ‘at least £5000 worth of
instruments annually, that is, somewhere between 200 and 300 keyboard
instruments—harpsichords and pianos—per year’.'”? Furthermore,

taking known serial numbers as our guide, [during the early 1790s]
it would appear that in only four years [John Broadwood sold] one
thousand three hundred square pianos ... an annual rate of almost three
hundred and fifty. This far exceeds any year’s production seemingly
reported in the firm’s books up to that time—or in the years immediately
afterwards. So caution is necessary when interpreting such data.'”

A similar caution should be exercised when establishing estimates of Frederick
Beck’s average annual output. Because it is not known when Beck began to
make and number his pianos (pianos made either in the German tafelklavier or
in the English style),'”* any estimation of his output remains within the realm of
pure conjecture. All that may be said with certainty is that Beck’s production in
England appears to have been both consistent and considerable.

In order to achieve an annual average production rate of between 222.2 and 250
pianos, Beck would have had to employ a considerably large workforce (several
hundred people). Because contemporaneous commentary and documentation
do not support this conjecture, such a large number is extremely unlikely. The
exact number of Beck’s employees has not been established.

Around 1790, Beck was in business with the piano maker George Corrie.'” A
square piano made during the (unknown) period of this business relationship
has the serial number ‘2505" (Plates 17 and 43r). If Beck produced an average
of 250 pianos a year between 1767 and 1775, and if Beck’s output after 1775
remained consistent and unchanged, piano number 2505 should be dated
1777. That a period of approximately 13 years exists between 1777 and Beck's
association with Corrie in ca 1790 highlights the difficulties associated with
attempting to ascertain Beck’s average annual output.

Ofthe 27 Beck pianos listed in Clinkscale, '’ only one has a serial number: number
5008, dated 1782/87? (Plates 20h and 20i)."”” Piano number 5008 is owned by the
Norfolk Charitable Trust, Sharon, MA, USA. The Trust’s ‘museum records give

172 G. S. Bozarth and M. Debenham, ‘Piano Wars: The Legal Machinations of London Pianoforte Makers,
1795-1806, in J. P. Wainwright (ed.), Royal Musical Association Research Chronicle (Chippenham, Wiltshire:
CPI Antony Rowe, 2009), Vol. 42, pp. 50-1.

173 Cole, Broadwood Square Pianos, p. 61.

174  See ‘Frederick Beck’, above.

175  ‘Beck, Arnold Frederick’, in The Early Piano.

176 ~ Watson, Clinkscale Online.

177  See ‘Extant Pianos by Frederick Beck’ below. See also ‘1782/87?, Serial Number 5008’, in Appendix L,
Volume 2 of this publication.
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a date of 1782, but without explanation’.'” Clinkscale also dates piano number
5008 as 1782.' Inconsistencies in the calligraphic style of this instrument’s
nameboard inscription suggest that the nameboard inscription cartouche, if not
perhaps the entire nameboard, may have been replaced (Plate 20i)."** If Beck
produced an average of 250 pianos a year between 1767 and 1775, and if Beck’s
output after 1775 remained consistent and unchanged, piano number 5008
should be dated 1787.

Of the six Beck pianos not listed in Clinkscale,'® three have serial numbers:

1. number 2505 (by Beck and Corrie, described above)
2. number 2580, with an estimated date of ca 1790'%2

3. number 3091, with an estimated date of 17782'%

In relation to piano number 2580 (ca 1790), if Beck produced an average of
250 pianos a year between 1767 and 1775, and if Beck’s output after 1775
remained consistent and unchanged, piano number 2580 should be dated 1777.
Once again, a discrepancy of approximately 13 years between 1777 and the
instrument’s estimated date (ca 1790) emphasises the difficulties associated with
attempting to ascertain Beck’s average annual output.

178  ‘English Square Pianoforte by Frederick Beck, London, circa 1782, in Norfolk Charitable Trust Records.
I am indebted to Elisabeth McGregor, Curator/Archivist of the Norfolk Charitable Trust, for this information.
See ‘1782/87?, Serial Number 5008’, in Appendix L, Volume 2 of this publication.

179  See Watson, Clinkscale Online.

180  See ‘1782/87?, Serial Number 5008’, in Appendix L, Volume 2 of this publication.

181 1) A piano dated ca 1769-73 (a date towards the end of the range seems most likely: ca 1772-73), made
for Longman, Lukey & Co., reasonably attributed to Frederick Beck; owner: Albert Bil, Scotland (Plate 43u).
2) A piano dated 1773; owner: Pelham Galleries, London, UK (Plate 43a). 3) A piano dated 1778? (estimate);
owner(s): unknown; serial number 3091. 4) A piano dated 1782; owner: Museum fiir Kunst und Gewerbe,
Hamburg, Germany. 5) A piano dated ca 1790? (the nameboard inscription reads: No 2505 | F Beck et G Corrie
Londini Fecerunt | No 10 Broad Street Soho); owner(s): unknown, in Germany; serial number 2505 (Plate 43r).
6) A piano dated ca 1790; owner(s): unknown; serial number 2580.

182  On Thursday, 12 December 2013, this square piano was offered for sale in Conway Hall, Holborn,
London, by Piano Auctions Limited, with an estimate of £2000-3000. The reserve was too high, and the
instrument did not sell. The provenance of this square piano is unknown. The instrument currently requires
significant restoration, especially the front right corner, which is badly cracked and requires gluing and
clamping. I am indebted to Andrew Snedden, York, UK, for this information (Email from Andrew Snedden to
the author, 12 December 2013).

183  On Wednesday, 9 March 1994, this square piano was offered for sale at auction (Sale 6414) in South
Kensington, London, by Christie’s. The instrument was described as a ‘line-inlaid square piano by Fredericus
Beck No. 3091, 10, Broad Street, Soho [presumably an accurate quotation of the complete nameboard
inscription], on square tapering legs joined by an undertier, early 19th century, mechanism now broken’. The
piano was offered as Lot 277, and sold for £352. See ‘Sale 6414 Lot 277’, in Christie’s The Art People (n.d.).
If Beck produced an average of 250 pianos a year between 1767 and 1775, and if Beck’s output after 1775
remained consistent and unchanged, piano number 3091 should be dated 1778.
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Because the ‘relentless march of time clouds the truth in theory and
speculation’,'® the extent of Frederick Beck’s output currently remains, alas, a
tantalising mystery.

Serial Number: George Worgan’s square piano

On George Worgan’s 1780/86? Beck square piano, the top dovetail joint at the
spine’s bass-end corner is impressed with the stamp ‘I’ (Plate 21). This stamped
figure is not a serial number. Rather, it is either:

1. associated with case assembly (ensuring that the case’s component parts
were correctly matched with each other); or

2. a batch number (square piano cases were commonly made in a run, not one
by one).

Plate 21 Square piano by Frederick Beck (fl. ca 1756 - ca 1798) (London,
1780/867?): five lapped dovetail joints at the bass corner of the spine
(visible from behind)—the top joint is impressed with the stamp ‘I'.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

184  P. Ustinov, Dear Me (London: Arrow Books, 1998), p. 229.
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The stamped figure suggests that someone other than Beck may have assembled
the case, as one instrument’s case among many, in a location other than Beck’s
workshop. The assembled case would have been brought into Beck’s workshop
in order for him to complete the instrument. This scenario was not an unusual
one for late eighteenth-century London piano makers.'®

George Worgan'’s piano of 1780/86? does not have a serial number. If the date on
the instrument’s original and unaltered nameboard is 1780 (as the date appears,
at first glance, to be),'® the absence of a serial number is consistent with Beck’s
practice (at least according to Cranmer—with no substantiating evidence—that
until ‘1780 at least, Beck’s square pianos were not numbered’)."*” In the light of
Cranmer’s observation, if the date on the nameboard is 1786, the absence of a
serial number is perplexing.

Why did Beck not give George Worgan's square piano a serial number? Until
1780 at least,'® it may have been his usual practice. Perchance he thought that
the instrument would not survive its journey to Botany Bay, or that, having
arrived safely, it would never return to London (in both of these instances, Beck
may have regarded a serial number as being unnecessary). On the other hand,
Beck’s prominent inclusion of unique design elements in the instrument (that
is, the instrument’s legs and stand) may have offended his aesthetic sensibilities
(see ‘Stand’ below). Although it is unlikely, hypothetically the presence of
these elements may have caused Beck to ‘disown’ the instrument by leaving it
unnumbered.

A Unigue Stand

Some of Beck’s square pianos have been criticised in modern times for ‘rushed
cabinet-work, poor key-carving, and even in one case an adze-mark on the
wrestplank”.'*® If George Worgan's piano of 1780/86? is representative of the
many instruments that Frederick Beck must have made (only 32 are extant)
then, not to gratuitously disparage Beck, such criticism is justiﬁed; it seems
that ‘quality, precision or even “flawlessness” were ... extremes between which’
Beck found, according to his taste and (perhaps) whim, ‘the best position”.'” The
combination of marked care in the critical areas of an instrument (for example,
the action) with relatively slapdash work elsewhere is typical of many piano

185  See ‘Beck and Square Piano Production” above.
186  See ‘Date’, above.

187  See Cranmer, ‘Beck, Frederick’ (1980), p. 334.
188  Ibid., p. 334.

189  Ibid., p. 335.

190  Skowroneck, Harpsichord Construction, p. 161.
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makers; for a maker to pay close attention to the making of every component
part of an instrument was unusual (exceptions to the norm are John Broadwood
and Robert Stodart).

Worgan’s 1780/86? Beck piano reveals some surprisingly crude and careless
' and yet the care taken over certain elements of the instrument
constitutes a curious inconsistency. One such element reinforces the hypothesis
that the instrument was brought to Sydney Cove by George Worgan on board
the flagship of the First Fleet, the Sirius: the instrument’s stand.

work,

The stand of Worgan's piano is not only unique among the surviving instruments
made by Beck, it is also unique within the context of English square pianos of
its time.

Until ca 1780, square pianos were supported by a trestle stand—that is, four
legs connected by stretchers. At each end of the instrument, two square-section
untapered legs (sometimes with a moulding cut into the outer arris) formed
archaic Jacobean-style “H’ end frames'” (the Jacobean trestle style was already
old-fashioned by 1725)."” The ‘H’ end frames were formed by joining each of
the two legs at each end of the instrument with a single (or two) crossbar(s). The
two ‘H’ end frames were connected with one another by a single (or two) long
stretcher(s).

With many English square piano trestle stands, each end of a long stretcher

was joined to an ‘H’ end frame with an iron bolt."* Representative examples are

found on the following pianos (to list but a few):'””

1. Johann Zumpe 1766'°
Johann Zumpe 1767’
Johann Zumpe, 1769'%*
Johann Pohlman 1769'°

A

Johann Zumpe and Gabriel Buntebart 1770**°

191 See Appendix A, Volume 2 of this publication.

192 See S. Germann, ‘Stands: The Jacendale Anomaly’, in H. Schott (ed.), The Historical Harpsichord
(Hillsdale, NY: Pendragon Press, 2002), Vol. 4, p. 85.

193  Seeibid., p. 184.

194 In some instances, the long stretchers are glued, rather than bolted to the ‘H’ end frames.

195 Images referenced in relation to the listed pianos show bolted (rather than glued) cross stretchers.

196  See photograph in Gadd, The British Art Piano and Piano Design, Vol. 1, p. 227.

197  See photograph in ibid., Vol. 1, pp. 123, 230. See also photograph in James, Early Keyboard Instruments,
p- 137, Plate LVIIL.

198  See photograph in ‘Gallery’, in Lucy Coad Square Piano Conservation and Repair (n.d.).

199  See Beurmann, Das Buch vom Klavier, p. 21, Plate 102c.

200  See photograph in Koster, Keyboard Musical Instruments in the Museum of Fine Arts, Boston, p. 115.
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6. Longman, Lukey & Co. 1770*"

7. Longman, Lukey & Co., ca 1772-73 (reasonably attributed to Frederick
Beck)**

8. John Broadwood 17742%

9. Johann Pohlman 1774

10. Fredrick Beck 1775

11. Johann Zumpe and Gabriel Buntebart 1775*°
12. George Froeschle 1776*”

13. Frederick Beck 1777%%

14. Christopher Ganer ca 1777**
15. John Geib ca 1777*°

16. Adam Beyer 1778°"

17. Adam Beyer 1780*'*

18. Johann Pohlman ca 1780—84**
19. Longman & Broderip ca 1782*"
20. John Broadwood 1783%*°

21. Christopher Ganer 1785*'

201  See photograph in ibid., p. 120.

202  See Plate 43u.

203  See photograph in Cole, Broadwood Square Pianos, p. 166.

204  See photograph in ‘Antique Instruments’, in The Music Room Workshop: Makers & Restorers of Early
Keyboard Instruments (n.d.).

205  See photographs in ‘Cité de la musique, Paris, France/Musée de la musique/Collection Catalogue/
Recherchez dans le catalogue/Facteur, auteur ou sujet/Piano carré/Frederick Beck, LONDRES/1775/E.1530,
in MIMO: Musical Instrument Museums Online (n.d.). Inconsistencies in the calligraphic style between the
date’s ‘177" and ‘5" subtly suggest that the date may have been altered.

206  See photograph in Gadd, The British Art Piano and Piano Design, Vol. 1, p. 233. See also Cole, The
Pianoforte in the Classical Era, Plate 2, between p. 210 and p. 211.

207  See photograph in Gadd, The British Art Piano and Piano Design, Vol. 1, p. 141.

208  See photograph in C. Deachman, ‘Fortepiano: A Baroque Treasure’, in UA/AU University Affairs Affaires
universitaires (12 September 2011).

209  See photographs in ‘Christopher Ganer Square Pianoforte Circa 1775’, in PalacePianos.com (n.d.).

210  See photograph in Gadd, The British Art Piano and Piano Design, Vol. 1, p. 236.

211  See photograph in ‘1778 Adam Beyer, square piano’ in ‘Gallery’, in The Early Piano.

212 See photograph in Gadd, The British Art Piano and Piano Design, Vol. 1, p. 237.

213 See photograph in R. D. Anderson, ‘Pohlman Square Piano ca 1780-1784’, in Harpsichord Photo (n.d.).
214  See photograph in ‘Antique Instruments’, in The Music Room Workshop (n.d.).

215  See Plate 400. See also photograph in H. Clarke, ‘Australian Colonial Dance: Australia’s First Piano’, in
The History of Music and Dance in Australia 1788-1840 (2011).

216  See photograph in ‘Museum & Collections: Square piano, Ganer, London, 1785. [2007.3455], Ganer,
Christopher’, in Royal Academy of Music (n.d.).
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22. Christopher Ganer, ca 1785

23. John Broadwood 1786

24. Adam Beyer 1788

25. James Houston (made for John Bland) early 1790s**°
26. John Broadwood 1791**

27. John Broadwood 1795.%2

When the trestle stand included bolts, the two ‘H" end frames could be
dismounted from the long stretcher(s) for transport.’” Characteristically, the
trestle stand was considerably shorter than the length of the piano that was
placed upon it (Plate 22).** Some stands were mounted on castors.

Trestle stands were rarely made in a piano maker’s workshop, commonly being
supplied instead by East End furniture workers. By ca 1780, the trestle stand
was rejected for all but the cheapest class of piano, and was replaced with the
so-called ‘French frame’** (Plates 23, 23a, 441, 444 and 453) (the term ‘French
frame” was first coined by John Broadwood).**

A French frame fits closely with the lower edge of a square piano’s case.””” When
the instrument is placed onto the stand, the illusion is created that the piano,
legs and the stand’s top stretcher are one piece of furniture.?

With a French frame, four slender straight square-tapering legs matching the
colour of the piano’s case—sometimes fitted at their terminations with brass
cup castors (Plate 24)—or with spade feet (Plate 43r), are joined by stretchers
at the top.*”

The stretchers are secured with dry mortice and tenon sockets
(traditionally used to joint wood with grain at right angles to each

217  See photograph in ‘Gallery’ in Lucy Coad Square Piano Conservation and Repair.

218  See photograph in ‘John Broadwood and Sons, London, 1786, in Period Piano Company (n.d.).

219  See photograph in ‘For Sale’, in Andrew Lancaster Music Room Antiques (n.d.).

220  See photograph in Koster, Keyboard Musical Instruments in the Museum of Fine Arts, Boston, p. 147.
221  See photograph in ‘Antique Instruments for Sale: Square Piano by Johannes Broadwood No 1676,
London 1791’, in The Music Room Workshop (n.d.).

222 See photograph in Burnett, Company of Pianos, p. 52. See also pertinent photographs in ‘Restoration
Report of 1795 Broadwood Square Piano #3007 5 Octave Compass FF—f3’, in C. O’Leary, ‘Restoration Reports’,
in Square Piano Tech: A Resource for the Restoration of 18th and Early 19th Century Square Pianos (2011).

223 See Hubbard, Three Centuries of Harpsichord Making, p. 161.

224  See B. Kibby, ‘Square Piano Legs & Stands’, in UK Piano Page Piano Discussion Forums (Piano History
Centre, 2011).

225  See Cole, The Pianoforte in the Classical Era, p. 80.

226  See Cole, Broadwood Square Pianos, p. 49.

227  Gadd, The British Art Piano and Piano Design, Vol. 1, p. 124.

228  See Cole, Broadwood Square Pianos, pp. 85, 123.

229  Seeibid., p. 123.
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other), and tightened by hidden [cheese-head] iron [coach]| bolts ... at
the top of each leg. [Each of] the visible bolt heads holding the frame
together [is] ... usually covered by [a] brass oval [or sometimes round]
patera (often with classical motifs) to conceal them [Plates 25, 26 and
452].° The entire frame can be dismantled.*”!

Because of the time it takes to unscrew the bolts that hold the frame together,
dismantling the frame can be a protracted process.

In the French frame’s most simple form, each pair of legs at either end of the
instrument is joined by a cross member; this creates an ‘H’ end frame at either
end of the instrument (Plate 446).”* In many instances, a long horizontal
stretcher extends between the ‘H’ end frames (Plates 23 and 446). Sometimes, a
mahogany under-tier (or shelf) is fitted between the ‘H’ end frames, ‘extending
between the cross members’ that join each pair of legs at either end of the
instrument (Plates 23b and 27).>” The front of the shelf is usually serpentine,
‘in order to make enough space to prevent players from hitting their shins’.***
Sometimes, the shelf has a vertical wooden back approximately 2.5 centimetres
high, the purpose of which is not only to prevent sheet music and books from
falling off, but also to reinforce the long, thin shelf (thereby preventing the
shelf from bending under the weight of heavy music books and/or piles of sheet

music) (Plate 27).

The earliest French frame for a square piano is found on an instrument by
Christopher Ganer, dated 1778. ‘If you had been visiting someone’s home in
1780 and seen’ a square piano resting on a French frame, ‘there would have been
nothing in its appearance to cause a moment’s regard or scrutiny’.*> The French
frame remained in vogue until ca 1805, when it began to be replaced with ‘lathe-
turned legs terminating in brass cup castors ... Each leg had a wooden screw
thread at the top. The screw tightened up into a socket penetrating into the base
of the instrument’ (Plate 28).%*

230  See also photograph in hammerfluegel.net;/.

231  Cole, Broadwood Square Pianos, pp. 85, 123; Cole, The Pianoforte in the Classical Era, p. 80. See Gadd,
The British Art Piano and Piano Design, Vol. 1, pp. 124-5.

232 See ‘cl1791 Longman & Broderip Square Piano’, in The Early Piano: Authentic Materials for Early
Keyboard Instruments (Dorchester, Dorset: Early Piano, 2011-13).

233 Cole, Broadwood Square Pianos, p. 123.

234  Cole, The Pianoforte in the Classical Era, p. 80.

235  Cole, Broadwood Square Pianos, p. 39.

236  Seeibid., p. 85; Cole, The Pianoforte in the Classical Era, p. 80.
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Plate 22 Square-legged trestle frame: the frame belongs to a square piano
by John (?) Simpson (fl. 1767-95) (London, ca 1770s).

Source: Stewart Symonds Collection, Sydney. Photo by the author.

Plate 23 Square piano by Frederick Beck (fl. ca 1756 — ca 1798) (London,
1783): simple French frame.

Source: Reproduced with permission of the Sibelius Museum, Turku, Finland, Inv. no. 0171.
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Plate 23a Square piano by Muzio Clementi & Co. (London, ca 1805):
French frame with under-tier.

Source: Australian National University School of Music, Keyboard Institute Collection, Canberra. Photo
by the author.

Plate 23b Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1782/87?): French frame with under-tier.

Source: Reproduced with permission of the Norfolk Charitable Trust, Sharon, MA, USA.
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Plate 24 French frame, Muzio Clementi & Co. (London, ca 1805): treble-
end front; a slender, straight square-tapering leg, fitted at its termination
with a brass cup castor (detail).

Source: Australian National University School of Music, Keyboard Institute Collection, Canberra. Photo
by the author.

Left: Plate 25 French frame, Muzio Clementi & Co. (London, ca 1805):
treble-front corner; the bolt head holding the frame together is visible
because a brass patera has not been rotated into its rest position (detail).
Right: Plate 26 French frame, Muzio Clementi & Co. (London, ca 1805):
treble-front corner; the bolt head holding the frame together is concealed
by a brass patera (detail).

Source: Australian National University School of Music, Keyboard Institute Collection, Canberra. Photos
by the author.
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Plate 27 French frame, Muzio Clementi & Co. (London, ca 1805):
mahogany under-tier (shelf) with a serpentine front, fitted between the
cross members in the end trestles.

Source: Australian National University School of Music, Keyboard Institute Collection, Canberra. Photo
by the author.

Plate 28 Square piano by John Broadwood & Sons (London, ca 1817):
lathe-turned legs terminating in brass cup castors.

Source: Australian National University School of Music, Keyboard Institute Collection, Canberra. Photo
by the author.

Early nineteenth-century changes in French decorative fashion resulted in a
corresponding alteration of English aesthetic sensibilities, and what the English
called ‘French corners’ became a la mode. On a new and fashionable square piano
ca 1810, for example, each front corner at the treble and bass end of the piano’s
case was rounded (rather than right-angled, as had been the English tradition).
Fine lathe-turned legs now supported the instrument: two at each of the front
corners, and one for each back corner. Unfortunately, a piano’s rounded front
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corners usually represented a fall in engineering standards. “The new fashion
for rounded front corners was achieved by dispensing with the hidden dovetail
joints, hand cut by skilled men. Instead the joints were merely lapped.’”’

In London, James Shudi Broadwood (1772-1851), writing in January 1807 to a
Mr Harmon of Philadelphia, comments on the contemporaneous craze for lathe-
turned legs: ‘6 legs are so much in vogue here that we cannot scarce sell any
instrument without them. >

Elaboration in the appearance of these legs—or the want of it—was the
chief visual reminder of the quality that the owners had paid for ... [By
the 1820s, the] more pricey examples had decorative brass collars around
the top, and the smartest models also had reeded decoration [Plate 28].*

Such brass collars were not purely decorative; they also functioned to subtly
strengthen the leg top.

Because the bottom boards of square pianos were made almost exclusively from
Scotch pine (Pinus sylvestrisj—a wood that is very rigid and strong compared
with other species of pine, but also a wood that is softer than mahogany—
screwing the legs into holes drilled into the bottom of the instrument sometimes
caused the bottom boards to split.>* Initially, a solution to this problem was
attempted by gluing and screwing a wooden block onto the bottom boards; a
hole was drilled into the wooden block and tapped so that the top of the leg
could be screwed into it.

After 1820 square pianos were constantly redesigned for a more
powerful tone ... the keyboard was extended upwards ... to six octaves,
and afterwards in both directions to reach seven octaves. To achieve
this stronger tone string gauges were progressively increased, until the
strain was almost four times greater than on eighteenth-century pianos
... In an effort to prevent structural collapse these later pianos were

fitted with an iron hitch plate (from around 1825) and afterwards, on

American pianos, full metal framing (from around 1840).**'

237  Cole, Broadwood Square Pianos, p. 94. See ‘Lap Joint” in Appendix Q,Volume 2 of this publication.
238  Letter from James Broadwood to Mr Harmon, January 1807. Quoted in Goold, Mr. Langshaw’s Square
Piano, p. 248.

239  Cole, Broadwood Square Pianos, p. 93.

240 A problem associated with Scotch pine bottom boards is their ‘tendency to shrink with time. Most of
the shrinkage is in the tangential direction, and restorers frequently encounter early square piano bottoms
... with substantial shrinkage’. For example, restoration reports for two Broadwood square pianos dated 1793
and 1795, as well as for a Longman & Broderip square piano dated 1785, ‘describe baseboard shrinkage of as
much as 3/8inch in width out of a total width of approximately 18 inches’. T. Strange, ‘Reading the Historical
Record from an Early Broadwood Grand Piano’, in Square Piano Tech: A Resource for the Restoration of 18th
and early 19th Century Square Pianos (n.d.), p. 16, fn. 11.

241 M. Cole, ‘Square Pianos (Newly revised April 2012): A Brief History’, in Square Pianos (n.d.).
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As pianos became larger and heavier, their lathe-turned legs became thicker and
more sturdy.

Frederick Beck created a unique stand for George Worgan’s square piano. This
unique stand reveals an inspired and practically motivated fusion of design
elements. Beck’s innovative design excludes elements that would normally have
been found in a French frame**

—

slender, straight square-tapering legs

brass cup castors on the leg terminations

hidden iron bolts and plates at the top of each leg
243

paterae at the top of each leg to hide bolt heads

the ‘lip with recess’ on the top of the frame

A L

wooden or metal pegs protruding from the top of the frame fitting into small
holes in the bottom of the piano to hold the instrument in place.

Instead of the French frame’s slender, square-tapered straight legs, Beck
provided four square-tapered cabriole*** legs (Plate 29). Within the context of
extant late eighteenth-century English square pianos, cabriole legs are unique.

Bt

Plate 29 Square piano by Frederick Beck (fl. ca 1756 — ca 1798) (London,
1780/867?): four square-tapered cabriole legs.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

242 Cole, The Pianoforte in the Classical Era, p. 80.

243  Each patera had a small rounded protrusion at the top through which a hole was drilled; the patera was
fixed to the instrument by a brass screw passing through this hole into the body of the stand, in such a way
that the patera hung loosely over the bolt hole and could be swung aside to access the bolt head.

244 A ‘double curved form, convex at the top and concave below’. Burnett, Company of Pianos, p. 202.
Michael Cole, the eminent expert on the Classic-era piano, has informed the author that he knows ‘of no
genuine original legs of cabriole form supplied with any English-made square piano c. 1780". Email from
Michael Cole to the author, 23 November 2012.
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The delicate appearance of these cabriole legs is deceptive. Arguably, they are
marginally stronger (given their thickness) and more stable (especially at the leg
terminations) than the slender straight square-tapering legs of a French frame.

Cabriole legs (as one of the most distinctive features of the rococo style)** were
commonly associated with France. They instantly create an effect of elegance,
sensuality, delicacy and a relaxed, whimsical ease. An observation made by the
English painter and printmaker William Hogarth (1697—-1764) is appropriate:
‘The serpentine line, or line of grace, by its waving and winding at the same
time in different ways, leads the eye in a pleasing manner along the continuity
of its variety.* If Beck operated a dealership and/or workshop in Paris,*’ this
may explain his incorporation of cabriole legs into Worgan’s piano; the French
would certainly have regarded cabriole legs as a familiar, acceptable element of
furniture design. Cabriole legs also reflected the contemporaneous ‘hegemony

of France in matters of taste’.?%

)245

Another line of inquiry leads to the notion that George Worgan's piano of
1780/86? was an instrument that Frederick Beck exported from his London
workshop to Paris; once in Paris, hinged cabriole legs were added to the
instrument for whatever reason. This is, however, an unlikely scenario. In Paris,
when legs under imported pianos were changed, the result was nearly always
screw-in lathe-turned legs in conical form;*** encountering such legs indicates
that such an alteration took place some considerable time after 1780-86. There
then remains the unanswerable question of how a Beck square piano exported
to Paris came into the hands of George Bouchier Worgan.

Beck’s mixture of furniture styles in Worgan’s piano includes the aesthetic of
his important contemporary George Hepplewhite (1727?-86), who, along with
Thomas Sheraton and Thomas Chippendale (1718-79), was one of the most
influential eighteenth-century English furniture makers. ‘Inlay in coloured
woods, very sparingly used’,”” was one of the features of the Hepplewhite style,
and this feature can be seen in Worgan’s piano.

The elegant linearity of the neo-classical lines of the piano’s case, as well as the
‘Englishness’ of its restrained and sober appearance (at least when compared
with the excesses of French rococo furniture) are skillfully combined with
the curvaceous rococo lines of the instrument’s cabriole legs. During the late

245  See J. Morley, Furniture: The Western Tradition—History, Style, Design (London: Thames & Hudson,
1999), p. 174.

246  Quoted in E.-G. Baur, Rococo (KoIn: Taschen, 2007), p. 13.

247  According to Adélaide de Place (Le Piano-forte a Paris entre 1760 et 1822), Beck’s workshop was at 364
rue Saint-Denis. See Clinkscale, Makers of the Piano 1700-1820, p. 19.

248  Morley, Furniture, p. 190.

249 Iam indebted to Michael Cole for this information.

250  C. Simon, English Furniture Designers of the Eighteenth Century (London: A. H. Bullen, 1905), pp. 123—4.
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eighteenth century in England, French rococo flamboyance was equated with
meaningless frippery, and ‘resistance to triviality wasregarded asa vindication of
English good taste over the shallow [posturing] ... of continental neighbours’.”"
Within the context of the neo-classical style, cabriole legs were the ‘last Rococo
feature to be ousted in favour of vertical types’.”> The English vernacular style
comprised ‘conservative lines, emphasized by overall veneers ... small areas
might be decorated by chaste carving; and metalwork was confined to simple
mouldings, functional handles, and keyhole escutcheons’.””® ‘Restrained in its
Neoclassicism and practical in its design, [English] furniture’ made during the
1770s and 1780s ‘was, generally speaking, more graceful and refined than at
any other time in the history of English cabinetmaking’.>* (During the late
eighteenth century, the graceful elegance of English neo-classical furniture was,
perhaps, best revealed in the design of chairs. ‘Ladies’ hoops were gradually
disappearing; a woman no longer occupied “the space of six men,” and the old

wide seats were accordingly superseded by smaller and neater shapes.’)*”

In England, the poised simplicity of neoclassicism was not confined to furniture
design. The coin minter, industrialist, and silver-plate and ormolu maker
Matthew Boulton, as well as the pottery maker Josiah Wedgwood, ‘articulated
an anti-French design strategy to simplify, to move away from excessive
ornament and glitter; the [aesthetic] ... shift was ideal for a technology based on
dies, stamps, moulds, and cast and polished steel’.*

The austere rigour of Neoclassicism was well suited to the cult of reason,
discipline and calculability typical of the rising bourgeoisie.

... [T]he beauty of Neoclassicism was [not only] a refreshing reaction to
the [flamboyant Rococo] tastes of the [French| ancien régime, but was also
a search for rules that were certain, and therefore rigid and binding.*’

The luxuriant French rococo lines of the cabriole legs supporting Worgan’s
piano are far removed from the serene austerity of English neoclassicism.

The leg terminations of Worgan’s piano are not fitted with brass cup castors.
This is contrary to the norm for an instrument of such quality made during the
1780s. The surface area of each of the bare-wood leg terminations, when they
contact the ground, is larger than that of a cup castor. Also, the ‘roughness’ of
the bare-wood terminations ‘grips” wooden floorboards more effectively than a

251  S. McVeigh, ‘Italian Violinists in Eighteenth-Century London’, in R. Strohm (ed.), The Eighteenth-

Century Diaspora of Italian Music and Musicians (Turnhout, Belgium: Brepols Publishers n.v., 2001), p. 148.
252 N.Riley (ed.), World Furniture (London: Spring Books, 1989), p. 117.

253  Streeter, ‘Marquetry Furniture by a Brilliant London Master’, p. 418.

254  Riley, World Furniture, p. 133.

255  Simon, English Furniture Designers of the Eighteenth Century, p. 126.

256  Berg, Luxury and Pleasure in Eighteenth-Century Britain, p. 190.

257  U. Eco (ed.), On Beauty: A History of a Western Idea (London: Secker & Warburg, 2004), p. 239.
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smooth wheel. It appears that the bare-wood leg terminations are intentional,
their purpose being to enhance the instrument’s physical stability within the
context of a shipboard environment that is constantly moving. Furthermore,
brass cup castors at the termination of cabriole legs are unusual, simply because
such an addition to cabriole legs compromises the flowing, graceful aesthetic.

At each end of the instrument, the lower part of each pair of legs is fixed by a
horizontal stretcher let into each leg (Plates 30 and 31).

When the piano is standing on its feet, each horizontal stretcher let into the legs
(and therefore, each pair of legs at each end of the instrument) is held apart by a
detachable lower stretcher running the length of the case (Plate 32).

At each end of this detachable lower stretcher, there is a protruding dovetail. Plates
31 and 33 show the protruding dovetail at the treble end inserted into its dry mortice
and tenon socket. Plate 33 reveals that the treble-end socket has increased in depth
because of wear; as a consequence, the top surface of the protruding dovetail sits
slightly beneath the top surface of the stretcher that fixes the lower part of the legs.

The cabriole legs are joined at the top by a bar at the top edge, the hand-carved
ends of which are curved into the legs (Plate 34).

Left: Plate 30 Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1780/867?): treble end of the instrument—stretcher let into the
lower part of each leg.

Right: Plate 31 Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1780/867?): treble end of the instrument—stretcher let into each
leg.

Source: Stewart Symonds Collection, Sydney. Photos by the author.
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Plate 32 Square piano by Frederick Beck (fl. ca 1756 - ca 1798) (London,
1780/867?): detachable lower stretcher, running the length of the case,
which holds the pair of legs at each end of the instrument apart.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

Plate 33 Square piano by Frederick Beck (fl. ca 1756 — ca 1798) (London,
1780/867?): treble end of the instrument—the protruding dovetail at the
end of the detachable lower stretcher has sunk into a socket that has
increased in depth because of wear.

Source: Stewart Symonds Collection, Sydney. Photo by the author.
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Plate 34 Square piano by Frederick Beck (fl. ca 1756 — ca 1798) (London,
1780/867?): treble end of the instrument—the legs are joined at the top
edge by a bar, the ends of which curve into the legs.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

‘Standard works on British furniture history are virtually unanimous on the
structural irrelevance of ... stretchers, and their absence on fine [eighteenth-
century] London furniture with cabriole legs. ... Stretchers marred the
appearance of the [bold, elegantly] ... shaped cabriole leg and were unnecessary
for strengthening purposes.’*®

‘On the Continent ... unbraced cabriole stands’—that is, stands comprising

cabriole legs with no stretchers—'could be found under large and heavy

keyboard instruments, including grand pianos’.**

For example,

the 1776 ... [Jean-Henri] Silbermann [1727-99] grand piano in Berlin, the
Gottlieb Rosenau [ca 1720 — ca 1790] 1786 harpsichord in Copenhagen, the
1782 Carl [August| Grabner [1749-96] harpsichord in Nuremberg, the 1779
... |[Johann Ludwig] Hellen combination harpsichord and grand piano
in Berlin, several Silbermann bentside spinets ... many German** and
Scandinavian clavichords, a large Spith and [Christoph Friedrich Schmahl

258 Germann, ‘Stands’, p. 89, fn. 63.

259  Ibid., p. 85.

260  See, for example: 1) the photograph of a 1764/90? keyboard pantalon by Franz Ignatz Seuffert (organ
and instrument maker to the court in Wiirzburg, Northern Bavaria, during the 1760s), in M. Cole, ‘Franz Ignatz
Seuffert, 1764’, in The Invention of the Square Piano: A Review of Some Claimed Early German Tafelklaviere
(n.d.). The stand of this instrument comprises cabriole legs without stretchers. This instrument is currently
exhibited at the Schloss Benrath, Diisseldorf, Germany. 2) The photograph of a 1794 unfretted clavichord by
Johann Bohak (ca 1754-1805; a Bohemian maker based in Vienna) in Brauchli, The Clavichord, p. 227; and
1. Kipnis (ed.), The Harpsichord and Clavichord: An Encyclopedia (New York: Routledge, 2007), p. 239. This
instrument was used by Joseph Haydn, and is currently housed at the Royal College of Music, London (inv. no.
177). Although the stand is not original, it comprises cabriole legs without stretchers. 3) The photograph of an
unfretted clavichord by Johann Adolph Hass (1713-71) in E. Winternitz, Musical Instruments of the Western
World (London: Thames & Hudson, 1966), p. 223. The instrument is currently housed in the Musik Historiske
Museum, Copenhagen, Denmark (inv. no. 462). 4) The photograph of a fretted clavichord by Christian Gottlob
Hubert (1714-93), dated 1784, in G. Haase and D. Krickeberg, Tasteninstrumente des Museums Keilklaviere.

145



146

The First Fleet Piano: A Musician’s View

(1739-1814)] ... Tangentenfliigel**' in Boston, the Louis Bas [fl. 1778-86]
1781 grand piano in Vermillion [South Dakota], the two [Carl Fredrick]
Laeske [1732-81] harpsichord stands in New Jersey (private collection)
and The Hague, almost all the Albert Delin [1712—-71] clavicytheria and
spinets, many Italian and most French eighteenth-century harpsichords
and spinets. All these and many more from all regions are on full-height,
unbraced cabriole stands, un-deterred by considerations of weight.**

It is tempting to associate Frederick Beck’s combination of stretchers and cabriole
legs with concerns for weight, mobility and convenience; however, the legs on
many extant examples of heavy English furniture designed for mobility (that
is, legs with castors) have no stretchers. Moreover, the need for strength does
not provide reasonable cause for Beck to have combined stretchers and cabriole
legs; after all, the structure of trestle and French frame stands is far more given
to distortion than unbraced cabriole legs.

To Beck'’s discriminating and fashion-conscious contemporaries, his combination
of stretchers and cabriole legs would not only have represented a visual
anachronism, it would also have seemed very odd, if not bizarre.?®® In fact, it is
‘rare to find cabriole legs with stretchers ... in any ... period’.***

The author has seen many square pianos dating from the late eighteenth century.
Uniquely within the context of late eighteenth-century English square piano
stand design, George Worgan'’s 1780/86? Beck piano not only has cabriole legs,
but also the top of each leg is attached to the bottom of the case by a relatively
large (yet inconspicuous) iron butt hinge (Plate 35).

To the author’s knowledge, there are only four other extant late eighteenth-
century English square pianos with folding legs:

1. an instrument by Charles Trute, dated ca 1771?, with four straight square-
tapering legs braced by a removable shelf.” This piano has a compass of

Clavichorde. Hammerklaviere (Berlin: Staatliches Institut fiir Musikforschung, 1981), p. 65. This instrument is
currently housed in the Russell Collection of Early Keyboard Instruments, University of Edinburgh, Scotland
(inv. no. C4-CH1784.38).

261  See ‘Tangentenfliigel’ in Appendix Q, Volume 2 of this publication. ‘It seems that the word Tangentenfliigel
came into use about 1791 when an instrument made by Franz Jacob Spath and Christoph Friederich Schmahl
of Regensburg, was described using this name in the Musikalischer Korrespondenz der deutschen Filarmonischen
Gesellschaft.! di Stefano, ‘The Tangentenfliigel and Other Pianos with Non-Pivoting Hammers’, p. 80.

262  Germann, ‘Stands’, p. 87.

263  Seeibid., pp. 86-7.

264 C. H. Hayward, Antique or Fake? The Making of Old Furniture (London: Evans Brothers, 1970), p. 134.

265 On Wednesday and Thursday, 18 and 19 September 2013, this square piano was offered for sale (Sale
1186) in London—within the context of the auctioning of the Collection of Professor Sir Albert Richardson,
PRA—Dby Christie’s. The instrument was offered as Lot 128, with a possible attribution to Joseph Merlin,
and sold for £5250. See also photographs in ‘A Magical Mystery Piano’, in “Update October 28th’, Friends of
Square Pianos (n.d.).
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four octaves (54 notes, C—f> chromatic) —a compass perhaps inspired by that
found on some seventeenth and eighteenth-century organs and clavichords**

2. an instrument by Ferdinand Weber (1715—84), dated 1772, with a folding
‘picnic table’ stand. This piano has a compass of two keys less than five
octaves (59 notes, GG—*)**’

3. an instrument by Ferdinand Weber, date unknown, with a folding ‘picnic
table” stand. This piano has a compass of two keys less than five octaves (59
notes, GG—7)**®

4. an instrument by Longman & Broderip (ca 1790), with four somewhat
unattractive straight square-tapered legs that fold underneath the case.”®
At first, this instrument appears to support the notion that Longman &
Broderip manufactured campaign-furniture-style pianos as a matter of course.
It is not known, however, how many instruments with folding legs Longman
& Broderip either commissioned or sold. Significantly, this decoratively plain
instrument (whose unadorned nature precludes it from association with the
campaign furniture aesthetic) has a keyboard compass of only three octaves
(37 notes, F—f* chromatic). This suggests that the piano may have been designed
to function as a choirmaster’s or dancing teacher’s instrument, or as a portable
piano made for a church organist (the so-called ‘shipboard’ piano, an especially
narrow instrument in upright form, is a nineteenth-century invention).

George Worgan’s 1780/86? Beck piano is the only extant late eighteenth-
century English square piano with hinged legs whose case dimensions and
fully chromatic five-octave keyboard compass reflect contemporaneous norms.
That the instrument has cabriole legs and a unique stand designed to be quickly
disassembled, packed away, transported and (most importantly) reassembled
without using nails, tacks or tools*” further reinforces its distinctiveness.

The design of the butt hinge at the top of each cabriole leg on George Worgan'’s
piano originated in England during the early eighteenth century. That each
hinge leaf is slightly tapered (from the hinge barrel outward) not only saves
material and enhances the look, it is also typical of many eighteenth-century
English butt hinges.*”!

266 A strikingly beautiful example of a square piano with an identical compass to that of the ca 17712 Trute
instrument may be seen in ‘Restored Instrument Archive: Square Piano by John Bland, London ¢.1790’, in
The Music Room Workshop (n.d.).

267 This piano is housed in the Metropolitan Museum of Art, New York (Accession Number: 2003.300).
268 On Wednesday 11 March 2015, this square piano was offered for sale in Stansted, UK, by Sworders Fine
Art Auctioneers. The instrument was offered as Lot 1395, and sold for £4200.

269 See Watson, Clinkscale Online, EP# 2139. See also photographs in ‘Square Piano (Portable Model
Accession Number: 89.4.2849’, in The Metropolitan Museum of Art—Collections (n.d.).

270  See P. R. McDonald, ‘Campaign Furniture—And a ‘New’ Acquisition for Old Government House’, in
Reflections: The National Trust Quarterly. The National Trust’s Diamond Anniversary Issue: A Celebration of
People, Places and Campaigns (May—July 2005), p. 22.

271  See K. A. Reinhart, ‘Flatback Hinges’, in Types of Antique Desk Hinges (2011).
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‘Throughout ... the 18th [century] ... the typical butt hinge was meant to do
its job without drawing attention to itself, functional items such as hinges ...
were not in competition with the designed elements for the viewers’ attention.’
Typically plain English eighteenth-century butt hinges blend in with the
woodwork as much as possible.?”

The plain iron hinges for the legs on Worgan’s piano reflect this eighteenth-
century English aesthetic.

If the hinges were added by someone other than Frederick Beck after the
completed piano had left Beck’s workshop, it is reasonable to assume that the
mortices into which the hinge leafs are recessed would have been close to
perfectly (if not perfectly) matched to the hinge leaves” edges. That the mortices
cut into the wood are imperfect and rough (Plate 35) conforms with Beck’s
characteristically ‘rushed cabinet-work’?” and poor-quality carving style,
suggesting that Beck himself was responsible for incorporating the hinges into
the instrument at the time of its making. (The carving imperfections shown in
Plate 35 are representative of each hinge.) The discolouration (oxidisation) of the
wood visible at the vertical edges of the mortices suggests that the cavities are
not recent, giving further credence to the notion that Beck may have made them.

Plate 35 Square piano by Frederick Beck (fl. ca 1756 — ca 1798) (London,
1780/867?): bass end of the instrument—iron butt hinge attaching the top
of the rear leg to the case.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

272 ‘Bright or Not?’, in Whitechapel Ltd: Historical Guide to Hinges (2011).

273 Cranmer, ‘Beck, Frederick’ (1980), p. 335.
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The 1780/86? Beck piano’s unique hinged cabriole legs are an integrated
part of the campaign-furniture-inspired stand. Instead of having the French
frame’s ‘lip with recess’ at the top of the frame, the top front of the stand has
a detachable stretcher (Plate 36). The ends of this front detachable stretcher
are inserted into slots at the top of both front legs (Plate 37). This detachable
front stretcher tapers off at each end into the curve of the leg (Plate 38), and
is held aloft by two brass swivel hooks mounted at either end on the back
(Plates 39 and 40). Each hook catches in a square brass catch that protrudes
from underneath the case (Plate 41). The front stretcher creates the illusion
that the instrument, legs and front stretcher are one article (thereby alluding
to the French frame) (Plate 42).

When the instrument is standing, both the detachable lower stretcher running
the length of the case and the detachable front stretcher prevent the hinged legs
from accidentally folding inwards.

When the detachable stretchers are removed (a quick and easy process), the
hinged legs at each end can be quickly folded under the case (Plate 43). When
the legs are folded underneath the instrument, the entire article takes up very
little space (the fact that space on board ship was limited may have inspired
Beck's design).

S

Plate 36 Square piano by Frederick Beck (fl. ca 1756 — ca 1798) (London,
1780/867?): top front of the ‘frame’—detachable stretcher running
between the top of each front leg.

Source: Stewart Symonds Collection, Sydney. Photo by the author.
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Plate 37 Square piano by Frederick Beck (fl. ca 1756 — ca 1798) (London,
1780/867?): bass end of the instrument—slot in the top of the front leg for
the detachable front stretcher.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

Plate 38 Square piano by Frederick Beck (fl. ca 1756 — ca 1798) (London,
1780/867?): bass end of the instrument—the detachable front stretcher
tapers off into the curve of the front leg.

Source: Stewart Symonds Collection, Sydney. Photo by the author.
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Plate 39 Square piano by Frederick Beck (fl. ca 1756 — ca 1798) (London,
1780/867?): bass end of the instrument—brass swivel hook on the back of
the detachable front stretcher.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

Left: Plate 40 Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1780/867?): bass end of the instrument—brass swivel hook and
catch (in situ).

Right: Plate 41 Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1780/867?): bass end of the instrument—square brass catch (for
the swivel hook) protruding from underneath the case.

Source: Stewart Symonds Collection, Sydney. Photo by the author.
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Plate 42 Square piano by Frederick Beck (fl. ca 1756 — ca 1798) (London,
1780/867?): the front stretcher creates the illusion that the instrument,
legs and detachable front stretcher are one article.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

Plate 43 Square piano by Frederick Beck (fl. ca 1756 — ca 1798) (London,
1780/867?): bass end of the instrument—Ilegs folded underneath.

Source: Stewart Symonds Collection, Sydney. Photo by the author.
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The Advantages of Beck’s Unique Folding Stand

Trestle Stand

The hinged folding legs and stand of Worgan’s piano have several distinct
advantages over a trestle stand.

1. When the legs are folded underneath the instrument, only two elements of
the stand remain separate from the entire article

a) the detachable lower stretcher (running the length of the case when
the stand is assembled) the detachable top front stretcher (the ends
of which are inserted into slots at the top of both front legs when the
stand is assembled).

By way of comparison, when a trestle stand is disassembled, five or eight
elements remain separate from the piano

a) two ‘H’ end frames
b) a single (or two) long stretcher(s)

c) two (or four) iron bolts.

2. The risk of losing the several parts that make up a trestle stand is reduced.

3. The entire instrument can be quickly and easily dismantled and packed
away without having to be lifted off its stand first (this is because the legs of
Worgan’s piano are permanently hinged to the bottom of the instrument’s
case).

4. The inconvenience of having to move a separate (assembled or disassembled)
trestle stand is minimised.

5. The stand is more easily and quickly dismantled than a trestle stand.

6. The hinges of the folding legs on Worgan’s piano are more resistant to wear
and tear than the wooden hole in the single (or two) crossbar(s) in each of the
trestle stand’s two ‘H’ end frames (an iron bolt passes through each wooden
hole, joining the crossbars with a long stretcher). Each time a trestle stand
is assembled or disassembled, the wooden hole may be slightly damaged by
the abrasive action of the iron bolt passing through it. As a consequence, the
hole may increase in diameter. Eventually, the hole may become so wide that
the trestle’s structural integrity is compromised.
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French Frame

The hinged folding legs and stand of Worgan's piano have several distinct
advantages over a French frame.

1. When the legs are folded underneath the instrument, only two elements of
the stand remain separate from the entire article

a) the detachable lower stretcher (running the length of the case when
the stand is assembled)

b) the detachable top front stretcher (the ends of which are inserted into
slots at the top of both front legs when the stand is assembled).

By way of comparison, when a French frame is disassembled, eight to 13 elements
remain separate from the piano (the exact number of elements depends upon the
design of the legs and the presence or absence of an under-tier)

a) either two stretchers (if the legs at either end are permanently joined
by a stretcher) or four stretchers

b) either two pairs of legs (if the legs at either end are permanently joined
by a stretcher) or four separate legs

¢) an under-tier (if there is one)

d) four iron bolts.

2. The risk of losing the several parts that make up a French frame is reduced.

3. The entire instrument can be quickly and easily dismantled and packed
away without having to be lifted off its stand first (this is because the legs of
Worgan's piano are permanently hinged to the bottom of the instrument’s
case).

4. The inconvenience of having to move a separate (assembled or disassembled)
French frame is minimised.

5. The stand is more easily and quickly dismantled than a French frame.

6. The hinges of the folding legs on Worgan’s piano are more resistant to wear
and tear than the wooden hole at the top of each leg in a French frame (an
iron bolt passes through the wooden hole, joining the leg with the stretchers
at the top). Each time a French frame is assembled or disassembled, the
wooden hole may be slightly damaged by the abrasive action of the iron bolt
passing through it. As a consequence, the hole may increase in diameter.
Eventually, the hole may become so wide that the French frame’s structural
integrity is compromised.
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7. Beck’s unique inclusion of hinged, folding legs may have been his response
to the knowledge that Worgan intended not only to store the piano on board
ship, but also (when occasion dictated) to play it. In order to protect the
instrument from storm-at-sea-induced movement, Beck

a) used cabriole legs because of their inherent strength and stability

b) excluded brass cup castors in order to prevent the instrument sliding
around on the floor

c) hinged the legs permanently to the underside of the case (if a storm
at sea suddenly arose, the piano’s stand could be quickly and easily
dismantled for safe and protectively immobilised storage).

8. The stand weighs significantly less than a French frame. This has ramifications
not only in relation to the ease with which the piano may be moved with its
stand assembled, but also in relation to the ease with which the stand may
be assembled or disassembled.

It appears that Beck’s creative thinking was brought into play because he knew
that on board the Sirius—as remarked by the soldier, composer, music publisher
and ‘self-styled expert in the growing market for handbooks of practical tips
for the oriental traveller’*”* Captain Thomas Williamson (1758-1817) in his East
India Vade-Mecum—the instrument ran the risk of being ‘tumbled about, and
shivered to atoms, by the vessel’s motion’.””” During a storm, a rampaging piano
would have been a distinct liability.

Campaign Furniture

The design principle of hinged, folding legs has its precedent in military ‘camp’
or ‘campaign’ furniture.

Campaign (or travelling) furniture was not only durable and practical,
but elegant, being designed in the most fashionable contemporary taste
... Examples include ... chairs, tables, desks, writing slopes, bookcases,
chests, sofas, trunks, ecclesiastical rostrums, bedsteads, cots, dressing
table sets, showers, washstands, bidets, reading lamps and even razor
cases.

274 1. Woodfield, The Calcutta Piano Trade in the Late Eighteenth Century (Oxford: Oxford University Press,
n.d.), p. 5.

275 T. G. Williamson, East India Vade-Mecum, Or; Complete Guide to Gentlemen Intended for the Civil,
Military, or Naval Service of the Hon. East India Company, 2 vols (London: Black, Parry & Kingsbury, 1810),
Vol. 1, p. 48.
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The essential difference between elegant household furniture and campaign
furniture was that the latter could be quickly disassembled, packed away,
transported and (most importantly) reassembled without using nails, tacks
or tools.””

Campaign furniture was designed for use by officers on campaign.””’ Its innate
elegance and superb design

‘reflected the strong sense of superiority of the gentleman-officer class,
its rank in both society and in the army, and its attitudes towards travel,
camp and battle’. Moreover, it was precisely because issues of class and
respectability were taken so seriously that makers of campaign furniture
flourished.*”®

Campaign furniture was ‘suitable for the fitting up of ships’ cabins ... An
advertisement for the auction of eighteen packages of ... “camp furniture” by
Thompson & Co, Launceston [Tasmania], as late as 1856, suggests that there was
a strong and continuing demand for such pieces’.””

Assuming that Beck contrived Worgan'’s piano for shipboard use, he would have
been aware that Worgan and his piano were destined for Botany Bay. Knowing
that the navy and the military were associated both with the First Fleet and
with the proposed colony, campaign furniture (long associated with the armed
forces) may have inspired Beck’s design for the stand of Worgan’s piano. Beck’s
lateral thinking suggests that he may have approached instrument making with
an attitude similar to that espoused by George Hepplewhite in 1788: “To unite
elegance and utility, and blend the useful with the agreeable, has ever been
considered a difficult, but an honourable task.**® Beck’s thinking reflects the
wisdom and experience of a mature craftsman (Beck was 48 years old when he
completed Worgan’s piano).

276  See McDonald, ‘Campaign Furniture’, p. 22.
277  See ‘Campaign Furniture’, in I. Cameron and E. Kingsley-Rowe (eds), Collins Encyclopedia of Antiques
(London: Wm Collins Sons & Co., 1982), p. 72.
278  McDonald, ‘Campaign Furniture’, p. 22. McDonald takes the quotation from: N. A. Brawer, British
Campaign Furniture. Elegance under Canvas, 1740-1914 (New York: Harry N. Abrams, 2001). The straight
square-tapered legs that fold underneath the case of the four-octave (54 notes, C—f* chromatic) English square
piano by Charles Trute (ca 1771?) are quite elegant, and therefore representative of the campaign furniture
aesthetic. The straight square-tapered legs that fold underneath the case of the three-octave (37 notes, F—f*
chromatic) English square piano by Longman & Broderip (ca 1790) are not representative of the campaign
furniture aesthetic; they are not elegant, nor are they designed in the most fashionable contemporary taste.
See photographs in ‘Square Piano (Portable Model Accession Number: 89.4.2849".
279 J. Broadbent, ‘A Survey of Colonial Imports: Furniture’, in J. Broadbent, S. Rickard and M. Steven (eds),
India, China, Australia: Trade and Society 1788—1850 (Sydney: Historic Houses Trust of New South Wales,
2003), p. 101.
280 A. Hepplewhite & Co., The Cabinet-Maker and Upholsterer’s Guide; Or Repository of Designs for Every
Article of Household Furniture, in the Newest and Most Approved Taste: Displaying a Great Variety of Patterns
.. in the Plainest and Most Enriched Styles; With a Scale to Each, and an Explanation in Letter Press (London:
L. & J. Taylor, 1788).
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Extant Pianos by Frederick Beck

Clinkscale® lists 27 Beck pianos. The dates of these instruments (as provided

by Clinkscale) are

ca 1770
(estimate)

1772

1772
1774
1774
1775

1775

1776

1777

1777

1778

1778

1780

Owner: Michael Giinther Collection, Homburg am Main,
Germany*

Owner: Mr Tidstrom, Netherlands; formerly housed at the
Rien Hasselaar Collection, Amsterdam, Netherlands

Owner(s): unknown®
Owner: Bachhaus, Eisenach, Germany (Plate 43b)°
Owner(s): unknown

One of two instruments with exquisitely beautiful
casework of astonishing quality, made by Beck in
conjunction with Christopher Fuhrlohg. Owner: Lady
Lever Art Gallery, Port Sunlight Village, Wirral, UK¢

Owner: Musée de la Musique, Cité de la Musique—
formerly Musée Institut du Conservatoire National
Supérieur de Musique), Paris, France®

Owner: Michael Borgstede, Germany (Plates 43s, 43t,
428b and 428c)." Clinkscale identifies the owner of this
instrument as the Musikinstrumenten-Museum, Berlin,
Germany. The only Beck square piano in that museum'’s
collection, however, is dated 1780 (see 1780 below)

Recently restored to playing condition. Owner: Carleton
University, Ottawa, Canada (Plates 43d, 43e and 249)8

One of two instruments with exquisitely beautiful
casework of astonishing quality, made by Beck in
conjunction with Christopher Fuhrlohg. Owner: Royal
Ontario Museum, Toronto, Canada”"

Owner: Musée instrumental de Bruxelles, Brussels,
Belgium'

The soundboard is dated 1777, denoting a late-year
production. Owner: Thomas Strange, Easley, SC, USA
(Plate 43f)

Owner: Musikinstrumenten-Museum, Berlin, Germanyl

281  Watson, Clinkscale Online.
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1780/86? Owner: Stewart Symonds, Sydney, Australia (Plate 43g)

1782 Owner(s): unknown

1782/87? Owner: Norfolk Charitable Trust, Sharon, MA, USA; serial
number 5008 (Plates 43h, 438 and 440)™

1782/90? Owner: Osaka College of Music Museum, Osaka, Japan.
This instrument has a ‘tangent action’,” rather than pivoted
hammers®

1783 Owner: Sibeliusmuseet, Turku, Finland (Plate 43i)°

1784 Owner: Eberhard Briinger, Bielefeld, Germany

1785 Owner: Colonial Williamsburg Foundation, Williamsburg,
VA, USA (Plate 43j)

1786 Owner: The Stockholm Music and Theatre Museum,
Sweden (Plate 43k)1

1788 Owner(s): unknown; serial number 1941*

ca 1790 Owner(s): private collection, England. This instrument has

(estimate) a ‘tangent action’, rather than pivoted hammers (Plate 43m)°

cal795 Owner(s): unknown

(estimate)

cal795 Owner(s): unknown

(estimate)

ca 179098 Owner: Musée de la Musique, Cité de la Musique—

(attribution) formerly Musée Institut du Conservatoire National

Supérieur de Musique, Paris, France

Date unknown Owner: Halton Henderson, Dallas, TX, USA

* See photograph in ‘Tafelklavier Fredericus Beck (Friedrich A. Becker) London, ca. 1770 Sammlung
Michael Giinther, Schloss Homburg a.M., Inv. Nr. 8, in Clavier am Main Tasteninstrumente der Sammlung
Michael Giinther (n.d.). There is no date visible on the nameboard of this instrument.

® See photograph in D. Hackett, ‘The Square Piano in England 1766-1866’, in Square Piano History
(Friends of Square Pianos, n.d.), p. 3.

¢Inv.no. 1.4.1.12,186.d

4 See ‘Frederick Beck and Christopher Fuhrlohg” below. See also photograph in ‘English Square Piano’, in
Lady Lever Art Gallery.

¢ Inv. no. E.1530. See photographs in ‘Cité de la musique, Paris, France’.

f See also photograph in C. Sachs, Das Klavier (Berlin: Verlag Julius Bard, 1923), photos on p. 13. The
distinguished fortepiano dealer and aficionado Andrew Lancaster restored this square piano ‘a few years
ago’ (Email from Andrew Lancaster to the author, 22 December 2013). The instrument eventually passed
into the hands of Graham Walker, who acquired it in the United Kingdom at ‘a provincial auction a couple
of weeks ago. Against an estimate of £200 (no reserve) it was knocked down for £4,000 (+ premium) to ...
Graham Walker. I am indebted to David Hackett for this information (Email from David Hackett to the
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author, 24 November 2013). Graham Walker subsequently sold the instrument to Luke Bradley, Lausanne,
Switzerland. In ca March 2014, Bradley offered the instrument for sale for £7000. The piano was purchased
by its current owner, Michael Borgstede, Germany. The instrument is in excellent condition.

¢ See P. Gessell, ‘Artful Blogger: On July 25, You, Too, Can Hear the 1777 Piano that was Once ‘Fit for a
Queen”, in Ottawa Magazine (15 February 2012).

" Inv. no. 2002. 23. 1. See photographs in ‘Piano; Rectangular Piano’, in Royal Ontario Museum (Toronto,
2014). See also Streeter, ‘Marquetry Furniture by a Brilliant London Master’, p. 424. See also ‘Frederick
Beck and Christopher Fuhrlohg’, below.

! Inv. no. 4110. See photograph in ‘Collection Musical Instruments: Square Pianoforte’, in Carmentis:
Online Museum Catalogue of the RMAH (Brussels: Royal Museums of Art and History, n.d.).

7T am indebted to Thomas Strange for this information.

k See also photograph captioned ‘A typical early name plaque’, in ‘Dating Pianos’, Square Piano Tech: A
Resource for the Restoration of 18th and Early 19th Century Square Pianos (n.d.).

! Inv. no. 2174, Tafel 13. See photographs in hammerfluegel.net/.

™ ‘Museum records give a date of 1782, but without explanation.” (‘English Square Pianoforte by Frederick
Beck, London, circa 1782" in Norfolk Charitable Trust Records.) I am indebted to Elisabeth McGregor,
Curator/Archivist of the Norfolk Charitable Trust, for providing me with this information. See ‘1782/87?,
Serial Number 5008, in Appendix L, Volume 2 of this publication.

" A ‘tangent action’ has non-pivoting vertical rebounding hammers (rather than pivoted rebounding
hammers). ‘The distinguishing feature of the so-called tangent action is that the vertical hammers are not
attached to any other part of the action but move up and down in a guide similar to the jack guide of the
harpsichord ... The non-pivoting vertical hammers are propelled towards the strings from below, either
by the keys on which they rest or by intermediate levers interposed between the keys and the hammers.
di Stefano, ‘The Tangentenfliigel and Other Pianos with Non-Pivoting Hammers’, p. 80. Beck was granted a
patent for his tangent action instruments; this is revealed by the inscription on the nameboard of the ca 1790
(private collection, England) instrument, which reads: By the King’s Fredericus Beck Londini Fecit Patent |
No. 10 Broad Street Soho. Moreover, a handwritten inscription on the soundboard, near the bridge, states: A.
F. Beck. 1790 Patent. See Plate 16b.

° This instrument can be heard at www.youtube.com/watch?v=L7_DsOxDRéc (retrieved 15 June 2013);
and www.youtube.com/watch?v=3Z2xie6diGY (retrieved 15 June 2013).

P Inv. no. 0171.

9Inv. no. N61230.

" See Cranmer, ‘Beck, Frederick’ (2007-13).

* See Appendix M, Volume 2 of this publication.

! Because of this instrument’s extended keyboard compass (FF—c?), Kenneth Mobbs proposes a date of 1795.
See Watson, Clinkscale Online.

Clinkscale erroneously attributes the ca 1790-98 piano to Frederick Beck. The
instrument was made by Joseph Beck.**

Six known Beck instruments are not listed by Clinkscale

1. a piano dated ca 1769-73 (a date towards the end of the range seems most
likely: ca 1772-73), made for Longman, Lukey & Co., and reasonably
attributed to Frederick Beck;® owner: Albert Bil, Scotland (Plate 43u and
425b)

282  This instrument is a miniature piano, with a keyboard compass of only two octaves. See text and
photographs in ‘Cité de la musique, Paris, France’.
283  See photographs in Hackett, ‘(2) An Early London Square Piano Made for Longman, Lukey & Co. c.
1774’. The attribution to Beck is based largely on the absence of dampers after c3; the undamped top five notes
are characteristic of Beck’s instruments (no other maker of square pianos followed this damping pattern).
284 Iam indebted to David Hackett for information regarding the current owner of this instrument.
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2. apiano dated 1773; owner: Pelham Galleries, London, UK (Plate 43a)**
3. apiano dated 17782 (estimate); owner(s): unknown; serial number 3091°*

4. a piano dated 1782; owner: Museum fiir Kunst und Gewerbe, Hamburg,
Germany**’

5. apiano dated ca 1790? (the nameboard inscription reads: No 2505 / F Beck et
G Corrie Londini Fecerunt | No 10 Broad Street Soho; owner(s): unknown, in
Germany; serial number 2505 (Plate 43r)**®

6. a piano dated ca 1790; owner(s): unknown; serial number 2580.*

When the 26 instruments made by Frederick Beck in Clinkscale’s list—that
is, excluding the instrument by Joseph Beck—are combined with the six Beck
instruments not recorded in Clinkscale (including both the ca 1769-73/probably
ca 1772-73 instrument made for Longman, Lukey & Co. and the ca 1790?
instrument, serial number 2505, made by Beck & Corrie)—32 extant square
pianos by Frederick Beck can be identified.

ca 1770 Owner: Michael Giinther Collection, Homburg am Main,
(estimate) Germany)

ca 1769-73/ Owner: Albert Bil, Scotland

probably

cal772-73

(attribution)

1772 Owner: Mr Tidstrom, Netherlands
1772 Owner(s): unknown

1773 Owner: Pelham Galleries, London, UK
1774 Owner: Bachhaus, Eisenach, Germany
1774 Owner(s): unknown

285 The 1773 Beck square piano can be heard on Claviers mozartiens (Lyrinx, 2006), CD, LYR 2251, tracks
11-13 (inclusive); the instrument is played by the virtuoso scholar-musician Pierre Goy. Alan Rubin, of Pelham
Galleries, London, UK, acquired this instrument from the widow of the eminent musicologist H. C. Robbins
Landon (1926-2009). The instrument is in fine condition, and currently plays very nicely. I am indebted to
Alan Rubin for this information (Email from Alan Rubin to the author, 9 April 2013). See photograph in ‘An
Early George III Square Piano by Frederick Beck, London 1773’, in Pelham Galleries (London, n.d.). See also
photograph in ‘Dating Pianos’.

286  See ‘Sale 6414 Lot 277’, in Christie’s The Art People (n.d.).

287  See photograph in Beurmann, Das Buch vom Klavier, Plate 110a ‘Das Tafelklavier von Beck’, p. 54.
288 Iam indebted to Graham Walker for photographs of and information regarding this instrument.

289  On Thursday, 12 December 2013, this square piano was offered for sale in Conway Hall, Holborn,
London, by Piano Auctions Limited, with an estimate of £2000-3000. The reserve was too high, and the
instrument did not sell. The provenance of this square piano is unknown. The instrument currently requires
significant restoration, especially the front right corner, which is badly cracked and requires gluing and
clamping. I am indebted to Andrew Snedden, York, UK, for this information (Email from Andrew Snedden
to the author, 12 December 2013).
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1775

1776
1777
1777

1778
1778
17787
(estimate)

1780
1780/862

1782

1782
1782/872

1782/90?

1783
1784
1785

1786
1788

ca 1790
(estimate)
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One of two instruments with exquisitely beautiful
casework of astonishing quality, made by Beck in
conjunction with Christopher Fuhrlohg. Owner: Lady
Lever Art Gallery, Port Sunlight Village, Wirral, UK

Owner: Musée de la Musique, Cité de la Musique, Paris,
France

Owner: Michael Borgstede, Germany
Owner: Carleton University, Ottawa, Canada

One of two instruments with exquisitely beautiful
casework of astonishing quality, made by Beck in
conjunction with Christopher Fuhrlohg. Owner: Royal
Ontario Museum, Toronto, Canada

Owner: Musée instrumental de Bruxelles, Brussels,
Belgium

The soundboard is dated 1777, denoting a late-year
production. Owner: Thomas Strange, Easley, SC, USA

Owner(s): unknown; serial number 3091

Owner: Musikinstrumenten-Museum, Berlin, Germany

George Worgan’s piano. Owner: Stewart Symonds, Sydney,
Australia

Owner: Museum fiir Kunst und Gewerbe, Hamburg,
Germany

Owner(s): unknown

Owner: Norfolk Charitable Trust, Sharon, MA, USA; serial
number 5008

‘Tangent action’ instrument. Owner: Osaka College of
Music Museum, Osaka, Japan

Owner: Sibeliusmuseet, Turku, Finland
Owner: Eberhard Briinger, Bielefeld, Germany

Owner: Colonial Williamsburg Foundation, Williamsburg,
VA, USA

Owner: The Stockholm Music and Theatre Museum,
Sweden

Owner(s): unknown; serial number 1941

‘Tangent action’ instrument. Owner(s): private collection,
England
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ca 1790? Owner(s): unknown, in Germany; serial number 2505
ca 1790 Owner(s): unknown; serial number 2580

ca 1795 Owner(s): unknown

(estimate)

ca 1795 Owner(s): unknown)

(estimate)

Date unknown Owner: Halton Henderson, Dallas, TX, USA)

Of these 32 extant Beck instruments, the owners of nine are unknown to the
author.

On Saturday, 4 April 2009, a Beck square piano was offered for sale at auction
by Canterbury Auction Galleries—40 Station Street West, Canterbury, Kent,
UK. The instrument was described as a ‘late 18th/early 19th Century mahogany
square piano by Frederick Beck of London, now converted to a dressing table,
inlaid with satinwood bandings and boxwood stringings, fitted three drawers,
on square tapered legs and brass caps and casters’.”® The piano was offered as
Lot 562, and sold for £100. The unfortunate conversion of this instrument into
a dressing table precludes its inclusion in data regarding extant Beck pianos.

Although the extant pianos made by Frederick Beck are of the square type, there
is no reason to suppose that he did not also make grand pianos. An advertisement
published in The Whitehall Evening Post of Thursday 14 — Saturday 16 August
1794 suggests that Beck made a grand piano: ‘Sales by Auction ... a Capital
Grand Piano Forte by Beck’* (late eighteenth and early nineteenth-century
newspaper advertisements were consistently specific when identifying a grand
piano for sale; when appropriate, the word ‘grand” was included). To the author’s
knowledge, this is the only contemporaneous evidence that links Beck with the
manufacture of a grand piano.

290 ‘Saturday, April 04 2009 Monthly Interiors Auction’ in The Canterbury Auction Galleries.

291  The Whitehall Evening Post, 14—16 August 1794, No. 7449, p. 1. See ‘1794 in Appendix N, Volume 2
of this publication.
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The Stands of Extant Beck Instruments

Eight of the 27 Beck instruments listed in Clinkscale have a trestle stand (pianos
dated ca 1770, 1772, 1774, 1775,* 1776,* 1777, 1778 and 1780).
Clinkscale does not describe the stands of 11 instruments included in her list;
furthermore, her description of the stands of three instruments is not specific
enough to allow for certainty.

Of the six Beck pianos not listed in Clinkscale, two have a trestle stand (pianos
dated ca 1769-73/probably ca 1772-73,* and 1773).>

Nine pianos in Clinkscale’s list have a French frame (pianos dated 1782/87?,
serial number 5008;°* 1782/90?;°*' 1783;% 1785;°* 1786, 1788, serial number
1941; ca 1790 [estimate];*” ca 1795 [estimate]; and ca 1795 [estimate]).

Four of the six Beck pianos not listed in Clinkscale have a French frame (pianos
dated 1778? (estimate), serial number 3091;** 1782, ca 1790?, serial number
2505;°* and ca 1790, serial number 2580).>"

In relation to the 32 extant Frederick Beck square pianos, the author is aware of
the following types of stand on 29 instruments:

292 See photograph in ‘Tafelklavier Fredericus Beck (Friedrich A. Becker) London, ca. 1770 Sammlung
Michael Giinther, Schloss Homburg a.M., Inv. Nr. 8.

293  See photograph in Hackett, ‘The Square Piano in England 1766-1866’, p. 3.

294  See photographs in ‘Cité de la musique, Paris, France; specifically, 194.250.19.151/media/CM/IMAGE/
CMIMO000030107.jpg. See also photograph in Cole, ‘Square Pianos (newly revised April 2012)’, 2nd image.
295  See Plate 43s below. See also photograph in Sachs, Das Klavier, photos on p. 13.

296  See Plate 43e below. See also photograph in Gessell, ‘Artful Blogger’.

297  See Plate 43f below.

298  See Plate 43u below. See also photograph in Hackett, ‘(2) An Early London Square Piano made for
Longman, Lukey & Co. c. 1774’.

299  See Plate 43a below. See also photograph in ‘An Early George III Square Piano by Frederick Beck,
London 1773’. See also photograph in ‘Dating Pianos’, first image.

300 Owner: Norfolk Charitable Trust, Sharon, MA, USA. See Plate 43h below.

301  See photograph in di Stefano, ‘The Tangentenfliigel and Other Pianos with Non-Pivoting Hammers’, p. 90.
302  See Plates 43i and 43n.

303  See Plate 43j below. ‘The stand was updated when the piano was about fifteen years old. The amateur
effort approximates ... [a] French frame design but without an apron.” Watson, Changing Keys, p. 51. See also
photograph in Watson, Clinkscale Online, ‘Photos: EP# 408 Square Beck, Frederick’. See also Clinkscale,
Makers of the Piano 1700-1820, p. 20.

304 I am indebted to Dan Johannson, Curator of the Stockholm Music and Theatre Museum, for this
information.

305  See Plate 43m. See also photograph in di Stefano, ‘The Tangentenfliigel and Other Pianos with Non-
Pivoting Hammers’, p. 101, Figure 17.

306  Owner(s): unknown.

307 Owner: Museum fiir Kunst und Gewerbe, Hamburg, Germany. See photograph in Beurmann, Das Buch
vom Klavier, Plate 110a ‘Das Tafelklavier von Beck’, p. 54.

308 Owner(s): unknown, in Germany. See Plate 43r.

309 I am indebted to Andrew Snedden for this information (Email from Andrew Snedden to the author,
12 December 2013).
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cal770 Trestle

ca 1769-73 Owner: Albert Bil, Scotland—trestle (Plate 43u)
(probably ca

1772-73)

1772 Owner: Mr Tidstrom, Netherlands—the original stand is
missing®

1772 Owner(s): unknown—trestle

1773 Trestle

1774 Owner: Bachhaus, Eisenach, Germany—four freestanding,
apron-less, round-tapered, fluted screw-in legs (Plates 43b
and 43c)

1774 Owner(s): unknown—trestle

1775 Beck/Fuhrlohg—mno legs

1775 Owner: Musée de la Musique, Cité de la Musique, Paris,
France—trestle

1776 Owner: Michael Borgstede, Germany—trestle

1777 Beck/Fuhrlohg—the legs are derived from a French frame

1777 Owner: Carleton University, Ottawa, Canada—trestle

1778 Owner: Musée instrumental de Bruxelles, Brussels,
Belgium—the original stand is missing and has been replaced
with four modern freestanding square-tapered legs

1778 Owner: Thomas Strange, Easley, SC, USA—trestle

17782 Owner(s): unknown; serial number 3091—French frame

(estimate)

1780 Owner: Musikinstrumenten-Museum, Berlin, Germany—
trestle

1780/86? George Worgan’s piano. Owner: Stewart Symonds, Sydney,
Australia—hinged, folding cabriole legs

1782 Owner: Museum fiir Kunst und Gewerbe, Hamburg,
Germany—TFrench frame

1782/87? Owner: Norfolk Charitable Trust, Sharon, MA, USA; serial
number 5008—French frame

1782/90? Owner: Osaka College of Music Museum, Osaka, Japan.
‘Tangent action” instrument—French frame

1783 French frame—the legs are original, the apron is not (Plates
43i and 43n)°

1785 Owner: Colonial Williamsburg Foundation, Williamsburg,

VA, USA—French frame (the stand was updated when the
instrument was approximately 15 years old) (Plate 43j)
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1786 Owner: Stockholm Music and Theatre Museum, Sweden—
French frame

1788 Serial number 1941—French frame

ca 1790 ‘Tangent action’ instrument—French frame (Plate 43m)

(estimate)

ca 1790? Serial number 2505—French frame (Plate 43r)

ca 1790 Serial number 2580—French frame

ca 1795 French frame

ca 1795 French frame

* Of the two extant Beck square pianos dated 1772, this is the instrument currently owned by Mr Tidstrom,
Netherlands. I am indebted to Stanley Hoogland for this information.

® T am indebted to Inger Jakobsson-Wirn, Director and Curator of the Sibelius Museum, Turku, Finland,
for this information.

These data suggest that at some stage during the early 1780s, Beck ceased
providing trestle stands for his pianos, providing instead French frames, which
is consistent with the changing fashion of the time.

Plate 43a Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1773).

Source: Reproduced with permission of Pelham Galleries, London.
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Plate 43b Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1774).

Source: Reproduced with permission of the Bachhaus, Eisenach/Neue Bachgesellschaft e.V., Inv. no. 1. 4.
1.12,186.

Plate 43c Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1774): round-tapered, fluted screw-in leg—the moulded circular
boss lends a touch of ornament to the round capitals (a variant of the
French style).

Source: Reproduced with permission of the Bachhaus, Eisenach/Neue Bachgesellschaft e.V., Inv. no. 1. 4.
1.12,186.
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Plate 43d Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1777).

Source: Reproduced with permission of Carleton University, School for Studies in Art and Culture (Music),
Ottawa. Photo by James Park.

Plate 43e Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1777): lid removed—trestle stand.

Source: Reproduced with permission of Carleton University, School for Studies in Art and Culture (Music),
Ottawa. Photo by James Park.
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Plate 43f Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1778).

Source: Reproduced with permission of Thomas Strange.

Plate 43g Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1780/867?).

Source: Stewart Symonds Collection, Sydney. Photo by the author.



Plate 43h Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1782/87?, serial number 5008).

Source: Reproduced with permission of the Norfolk Charitable Trust, Sharon, MA, USA.

Plate 43i Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1783).

Source: Reproduced with permission of the Sibelius Museum, Turku, Finland, Inv. no. 0171.

Chapter 2
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Plate 43j Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1785).

Source: Reproduced with permission of the Colonial Williamsburg Foundation, Williamsburg, VA, USA.
Photo by John R. Watson.

Plate 43k Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1786).

Source: Reproduced with permission of the Stockholm Music and Theatre Museum, Inv. no. N61230.
Photo by Dan Andersson.
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Plate 43m Tangent action square piano by Frederick Beck (fl. ca 1756 —
ca 1798) (London, ca 1790 - estimate).

Source: Reproduced with permission of Malcolm Rose. Photo by Malcolm Rose.

Plate 43n Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1783): French frame—the square-tapered legs are original; the
apron is not.

Source: Reproduced with permission of the Sibelius Museum, Turku, Finland, Inv. no. 0171.

171



172

The First Fleet Piano: A Musician’s View

Plate 430 Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1783): nameboard decoration—exquisite handpainted swags on
either side of and around the inscription cartouche.

Source: Reproduced with permission of the Sibelius Museum, Turku, Finland, Inv. no. 0171.

Plate 43p Square piano by Frederick Beck (fl. ca 1756 — ca 1798)
(London, 1783): nameboard decoration (detail).

Source: Reproduced with permission of the Sibelius Museum, Turku, Finland, Inv. no. 0171.
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Plate 43q Tangent action square piano by Frederick Beck (fl. ca 1756 - ca
1798) (London, ca 1790 - estimate): nameboard decoration—exquisitely
detailed handpainted sprays of flowers on either side of the nameboard
inscription.

Source: Reproduced with permission of Malcolm Rose. Photo by Malcolm Rose.

Plate 43r Square piano by Frederick Beck and George Corrie (London, ca
1790?, serial number 2505): sometime during the Victorian or Edwardian
period, the case was painted with neo-classical decoration.

Source: Reproduced with permission of Graham Walker. Photo by Graham Walker.
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Plate 43s Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1776).

Source: Reproduced with permission of Michael Borgstede.

Plate 43t Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1776): nameboard.

Source: Reproduced with permission of Michael Borgstede.
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Plate 43u Square piano by Longman, Lukey & Co. (1769-73), reasonably
attributed to Frederick Beck (fl. ca 1756 — ca 1798) (London, ca 1772-73).

Source: Reproduced with permission of Albert Bil. Photo by David Hackett.

The beautiful Beck/Fuhrlohg piano of 1775 has no legs.’'* Being ‘a decorative
piece of furniture’ (a commode)*"' as well as ‘a useful musical instrument’,’"* this
piano takes the form of a rectangular box that extends to the ground. ‘There
are cupboard doors at either end which open sets of shelves. The lid, decorated
with a bouquet of roses, is hinged at the back and lifts to reveal the piano,
while the front frieze panel is removable to allow access to the keyboard.”"’
James erroneously observes that there is ‘no recess for the legs of a player seated
before it’;*'* however, the ‘recessed section of the front plinth was ... removable
[in order] to make room for the player’s feet, but this is now screwed in place’.’"
Nevertheless, the

instrument was never player-friendly. There is no music stand nor, it
would seem, has there ever been one. Also, although the central panel in

310 SeeJames, Early Keyboard Instruments, ‘Plate LVIII Square Pianoforte by Frederick Beck English, 1775’,
p- 138. See also ‘Frederick Beck and Christopher Fuhrlohg’, below. See also photograph in ‘English Square
Piano’, in Lady Lever Art Gallery.

311  See ‘Commode’ in Appendix Q, Volume 2 this publication.

312 James, Early Keyboard Instruments, p. 138.

313 ‘English Square Piano’, in Lady Lever Art Gallery.

314  James, Early Keyboard Instruments, ‘Plate LVIII Square Pianoforte by Frederick Beck English, 1775,
p. 138,

315 ‘English Square Piano’, in Lady Lever Art Gallery.
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the [front] plinth was originally removable to accommodate the player’s
feet, no similar provision was made for the seated player’s knees ... [the]
keyboard is too low to be played comfortably from a standing position.’'®

The cabriole legs of Worgan’s 1780/86? piano are unique for an English square
piano of the time. The fact that these legs are hinged (in order that they can be
folded underneath the instrument) enhances their uniqueness.

The hinged cabriole legs of Worgan’s piano represent a design element that
strengthens the hypothesis that this was the instrument brought to Australia by
Worgan on board the Sirius—this is because the piano’s hinged legs

1. are expedient for safe and protectively immobilised storage within the
context of a shipboard journey

2. are inspired by campaign furniture—that is, predicated on the principle
that the article can be ‘quickly folded up ... without the use of nails, tacks
or tools”"—thereby having practical advantages in relation to moving and
storing the instrument.

That Frederick Beck may have incorporated the unique folding legs into
Worgan’s piano at the time of its making is suggested by the fact that

1. the iron butt hinges are typical of those used in late eighteenth-century
England

2. the imperfect and rough mortices within which the hinges sit are typical

of Frederick Beck’s ‘rushed cabinet-work”'® and poor-quality carving style.

Storage Box

There is no documentary evidence suggesting that Worgan took the step of
having a storage box made to protect his piano. During the late eighteenth
and early nineteenth centuries, storage boxes specifically made for keyboard
instruments were usually accurately described as such by commentators. This
is because piano storage boxes were not commonly part of either a household’s
or an individual’s chattels; such boxes were expensive and complex pieces of
furniture. In 1798, for example, the cost of the storage box provided by Longman
& Broderip for Lord Edward Clive’s (1754—1839) piano was one-fifth of the cost
of the piano itself:*"

316  Ibid.

317 McDonald, ‘Campaign Furniture’, p. 22.

318 Cranmer, ‘Beck, Frederick’ (1980), p. 335.

319  Quoted in I. Woodfield, Music of the Raj: A Social and Economic History of Music in Late Eighteenth-
Century Anglo-Indian Society (Oxford: Oxford University Press, 2005), p. 17.
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A new patent piano forte £31 10s. 0d.

A packing case 14s. 0d.

Tuning and regulating a grand piano 7s. 6d.

A deal chest of drawer with locks and handles and lifting
handles with case for piano and other instruments £6 12s 1d.
a smooth case for piano frame [that is, piano stand] 14s. 6d.

Not all piano storage boxes were as expensive as Lord Edward Clive’s, and it
appears that his storage box was made for a grand piano, not a square piano, but
the design of such items ensured that they were never inexpensive.

Captain Thomas Williamson describes the complex design of keyboard
instrument storage boxes. While providing advice for the traveller at sea,
Williamson states in his East India Vade-Mecum:

Ladies will derive considerable convenience and gratification from
having an exterior case made to enclose the piano-forte, leaving a
space of about an inch all around. This outward safeguard should be
of planed deal, stained of a mahogany color, or painted; and it should
open in front, so as to admit of playing the instrument, while its lid
should be fixed upon hinges, that it may be thrown back at pleasure.
The lower part of the frame [that is, stand] may be packed, and laid
by; a spare frame of deal being substituted during the voyage, with
a set of shelves below to contain music, books, &c.; all locked up by
means of folding doors. Both the exterior case, and the frame, ought
to be furnished with lacquered iron handles, whereby to lift them
occasionally; but particularly intended to secure them to the side of
the ship, and to the deck.**

The sales pitch was that a storage box would not only provide easy access to
the instrument while on board, but also afford a degree of protection in stormy
seas. Of course, recommended ‘extras’ raised the storage box’s selling price.**!

For those oceanic travellers who were unable to enjoy the virtues and complexities
of a purpose-made piano storage box, a comparatively simple alternative was
available. Judge Advocate Ellis Bent*** (1783-1815), writing to his mother in
England from Sydney on Friday, 27 April 1810, states:

320 Williamson, East India Vade-Mecum, pp. 47-8.

321  See Woodfield, The Calcutta Piano Trade in the Late Eighteenth Century, p. 6.

322 ‘Ellis Bent ... was appointed deputy judge advocate in New South Wales as from 1 January 1809 ...
He sailed with his wife and son in H.M.S. Dromedary, the ship carrying [Governor| Lachlan Macquarie to
his command, and the two men became firm friends.” C. H. Currey, ‘Bent, Ellis (1783-1815)’, in Australian
Dictionary of Biography Online (Canberra: National Centre of Biography, The Australian National University,
1966) [first published in Australian Dictionary of Biography, Melbourne: Melbourne University Publishing,
1966), Vol. 1.
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[M]y first spare money should be appropriated to the purchase of a
small pianoforte [that is, a square piano| by Broadwood, with pedals and
additional keys, as good of its kind as can be.—To come safe it ought
first to be packed in tin, soldiered down, & then put in a strong iron
bound, wooden case.?*

This style of piano storage box was not particularly cheap. The use of tin,
however, had a surprising financial benefit for those shipping a piano to Sydney.
Ellis Bent (writing from Sydney) remarks: ‘Do not be deterred by the expense of
packing & shipping for the tin will sell here for treble that expence.”***

The advantage of this type of packing system lay in the airtight environment
that existed within the soldered tin box. A disadvantage, however, lay in the fact
that the instrument could not be accessed until the conclusion of the voyage.

Square and grand pianos benefited from the reliable protective strengths of this
type of storage box. Ellis Bent observes:

Broadwood will take upon himself the whole trouble of packing and
shipping, for he did so with Mrs. Macquarie, who brought out a
charming grand piano, packed in this manner, without sustaining the
slightest Injury, while one of Mrs. Carter’s packed in a different manner
was quite spoiled.**

No documentary evidence suggests that on his voyage to Botany Bay,
George Bouchier Worgan did (or did not) place his square piano in a protective
storage box.

Mahogany Veneer

That Frederick Beck (and his piano-making English contemporaries) made
lavish use of mahogany veneer for the cases of even the cheapest form of square
piano seems inexplicably indulgent. In 1780 or 17862, however, when Beck was
veneering Worgan’s piano, not only was mahogany ‘the fashionable wood of
choice”** (mahogany was ‘chosen for the beauty of its grain’),’”” but also good-
quality mahogany was easily available in London.

323 E. Bent, ‘Letter to His Mother’, 27 April 1810 (Handwritten copy by Stewart Symonds; in Symonds’
possession). See National Library of Australia: Ellis Bent Correspondence: MS 195, pp. 147-48. See also ‘Letters
from Sydney’, in P. J. Byrne (ed.), Judge Advocate Ellis Bent: Letters and Diaries 1809-1811 (Annandale, NSW:
Desert Pea Press/The Federation Press, 2012).

324 Bent, ‘Letter to His Mother’.

325 Ibid.

326 Riding, Mid-Georgian Britain 1740-69, p. 29.

327  Streeter, ‘Marquetry Furniture by a Brilliant London Master’, p. 418.
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English furniture makers had enjoyed unhindered access to mahogany since the
early eighteenth century. From ca 1715, mahogany was shipped to England from
Jamaica and the Caribbean. (During the early eighteenth century, mahogany
was known as ‘right Jamaica wood’.)**® ‘Between 1723-1763, Jamaica and the
British colonies in the West Indies supplied well over 90% of the large amounts
of mahogany imported into England.”* In this respect, ‘Jamaica’s importance
continued until 1790".>*°

Mahogany from Spanish-controlled San Domingo was regarded as being of very
7 331

good quality. This mahogany was referred to at the time as ‘Spanish mahogany’.
The next grade was mahogany from Cuba. Adam Bowett dispels the myth that
the mahogany used for eighteenth-century English furniture was mainly from
Cuba.’” In 1768—and as a representative example—'the Lancaster furniture
makers Gillows ordered timber from one of their Liverpool suppliers. Gillows
told their supplier that on no account should they send Cuban mahogany,
because “it won't do at all”.”**’ It was not until the 1850s that ‘a greater share of
the British market” was taken by Cuban mahogany.>*

By the time Beck was making Worgan’s square piano, mahogany from Honduras
was greatly sought after by London cabinet-makers. Not only was it stable, it
was also easily available in very wide boards (between 610 millimetres and 660
millimetres) and was therefore suitable for case furniture—for example, bureaus,
bookcases and chests of drawers.”

The quality of the mahogany veneer on the 1780/86? Beck piano suggests that
the wood may have come from Jamaica, San Domingo or Honduras. Beck, as with
contemporaneous London furniture makers, ‘either bought his veneer ready
sawed from his timber merchant or sawed it out ... himself’.*** Beck would have
been aware of the increase in costs associated with acquiring his veneers ready
sawed. As the French cabinetmaker André Jacob Roubo (1739-91) observed in
1774:

It is not the cabinet-makers who resaw their own wood, but workmen
who specialize in this trade and who resaw not only for the cabinetmakers

328  A. Bowett, ‘Myths of English Furniture History: Cuban Mahogany’, in Antique Collecting (Woodbridge,
UK: Antique Collectors’ Club, 1998), February, p. 13, cols. 2-3.

329 Ibid., p. 11, col. 2.

330 Ibid., p. 13, col. 3.

331  G. Beard, The National Trust Book of English Furniture (Harmondsworth, UK: Penguin, 1986), p. 26.
332 Bowett, ‘Myths of English Furniture History’, pp. 11-13.

333  Ibid., p. 12, col. 1.

334 Ibid., p. 13, col. 1.

335 Beard, The National Trust Book of English Furniture, p. 26; Gadd, The British Art Piano and Piano
Design, Vol. 1, p. 231.

336 Hubbard, Three Centuries of Harpsichord Making, p. 217.
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but also for the luthiers and in general all those who employ thin wood.
These workmen or sawyers are paid by the pound, that is to say, by
the weight of wood which is brought to them, which with the loss of
wood in sawdust renders the wood nearly two-thirds more expensive,
an important consideration.*”

Typically for late eighteenth-century square pianos, the mahogany-veneered
case of George Worgan's Beck square piano is wax polished. The nameboard
and interior are varnished ‘using the standard spirit varnish of the
[contemporaneous] furniture trade’.”*® (It was not until after 1830 that ““French
polishing” was introduced’ in relation to the cabinetwork of English pianos,
‘applying layer after layer of shellac dissolved in alcohol to produce a brilliantly
shining surface, with a translucent body, which revealed every bit of lustre in
the timber beneath’.)””

From 1770, the plain surfaces of English pianos were commonly divided visually
with lines of a contrasting colour. These lines were usually created using
inlay, and formed rectangular panels. Inlaid lines were also used to follow and
emphasise the form of elaborately shaped furniture.”® This characteristically
English inlay is a feature of the cabinetwork on Worgan’s Beck square piano.

Beck’s Inlay

The beautiful inlaid casework (as well as the inclusion of elegant square-tapered
cabriole legs) of Worgan's piano may help to explain why Arthur Bowes Smyth (1750—
90), surgeon on the First Fleet’s women'’s convict ship, the Lady Penrhyn, described

the instrument as being ‘very fine’.”"' Some years later, in 1815 (and doubtless for

the same reasons), the instrument was described as ‘very handsome’.***

The outside of the mahogany-veneered lid and case of Worgan's piano is
decorated with inlaid lines comprising a simplified form of Tunbridgeware
(Plates 44—6). On Worgan's piano, the inlaid lines seamlessly progress from the
instrument’s case to the stand. The inlaid lines then follow the curved inside
edge of each leg down to the leg termination (Plate 47), not only emphasising

337 A.J. Roubo, L’Art du menuisier, 3 parts (Paris: Académie Royale des Sciences, L'imprimerie de L. F.
Delatour, 1769-74), L’ Art du menuisier-ébéniste, troisieme section de la troisieme partie (1774), p. 799. Translated
by E. Hubbard, in Hubbard, Three Centuries of Harpsichord Making, pp. 200-1.

338 Cole, Broadwood Square Pianos, p. 102.

339 Ibid., pp. 101-2.

340 Seeibid., p. 101.

341  A. B. Smyth, ‘Journal of Arthur Bowes Smyth, 1787 Mar. 22 — 1789 Aug. 8, in Bowes Smyth, Arthur,
1750-1790 (Canberra: National Library of Australia, Digital Collections, 1787-89), Parts 41-2.

342 Sydney Gazette, and New South Wales Advertiser, 14 January 1815, Vol. 13, No. 580 (Canberra: Trove,
National Library of Australia), p. 2.
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the sensuous form of each leg, but also providing a ravishingly beautiful and
rarely encountered decorative unity. That the inlaid decoration is so perfectly
and aesthetically integrated suggests not only that the stand derives from Beck’s
workshop, but also that the piano and its stand may have been made together.

Beck’s use of simplified Tunbridgeware inlay is arecurring decorative characteristic
of his work, and is not unique to Worgan’s 1780/86? piano. As representative
examples, the cases of extant square pianos that Beck made in 1772,** 1773
(Plate 43a),>** 1774 (Plate 43b), 1775,>* 1776 (Plate 43s),>*® 1777 (Plates 43d, 43e
and 429),* 1778 (Plate 43f), 1782** and 1786 (Plate 43k) all contain simplified
Tunbridgeware inlay. When compared with the inlaid decorative lines commonly
encountered on square pianos made by late eighteenth-century English makers,
Beck’s simplified Tunbridgeware design is (to say the least) both opulent and
ravishing.

Plate 44 Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1780/867?): lockboard, decorated with a simplified form of
Tunbridgeware inlay.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

343  See photograph in Hackett, ‘“The Square Piano in England 1766-1866’, p. 3.

344  See also photograph in ‘An Early George III Square Piano by Frederick Beck, London 1773’. See also
photograph in ‘Dating Pianos’.

345  See photographs in ‘Cité de la musique, Paris, France. See also photograph in Cole, ‘A Brief History’.
346  See also Sachs, Das Klavier, photos on p. 13.

347  See also photograph in Gessell, ‘Artful Blogger’. See also photographs in ‘Making One of Canada’s
Oldest Pianos Playable’, in Columns: The Link—Culture Corner (Radio Canada International, n.d.). The case
and lid decoration shown in Plate 429 are particularly opulent.

348  See Beurmann, Das Buch vom Klavier, Plate 110a ‘Das Tafelklavier von Beck, p. 54, and Plate 110d
‘Rechte Gehauseseite’, p. 55. See also photographs ‘Beck_um_1782_04.jpg’, ‘Beck_um_1782_24.jpg’ and
‘Beck_um_1782_25.jpg’, in http://hammerfluegel.net/.
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o

Plate 45 Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1780/867?): outside of the lid, decorated with a simplified
form of Tunbridgeware inlay running parallel with the edge —this inlay
is identical to that found on the outside of the case.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

Plate 46 Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1780/867?): front of the case —decorated with a simplified form
of Tunbridgeware inlay running parallel with the edge.

Source: Stewart Symonds Collection, Sydney. Photo by the author.
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Plate 47 Square piano by Frederick Beck (fl. ca 1756 - ca 1798)
(London, 1780/867?): bass end of the instrument, front leg—a simplified
form of Tunbridgeware inlay follows the curved inside of the leg, down
to the leg termination.

Source: Stewart Symonds Collection, Sydney. Photo by the author.

The comparatively bland decorative lines on the cases of the 1783, 1785,
ca 1790 (estimate) and ca 1790? Beck square pianos do not feature a simplified
Tunbridgeware design (respectively: Plates 43i, 43j, 43m and 43r); however,
the nameboard decoration on these instruments compensates for any lack of
ornamental character.

1. The nameboard of the 1783 instrument is embellished with handpainted swags
on either side of and around the inscription cartouche (Plates 430 and 43p).
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2. The nameboard of the 1785 piano has a prominent inscription cartouche
comprising an elongated rectangular form with convex rounded ends
(Plate 43j).>*

3. The nameboard of the ca 1790 (estimate) Beck square piano (a ‘tangent action’
instrument)’ has elaborate, exquisitely detailed handpainted sprays of
flowers (Plate 43q).>

4. The nameboard on the ca 1790? Frederick Beck and George Corrie piano
(serial number 2505) has intricate handpainted decoration (Plate 43r).

Typically for the time, decisions regarding the decoration of an instrument were
made in response to what a customer could afford. The nameboard decoration
on the pianos of 1783, 1785, ca 1790 (estimate) and ca 1790? suggests that these
instruments may have been made for someone who: 1) could not afford Beck’s
simplified Tunbridgeware-style inlay; 2) did not desire an instrument decorated
with Beck’s simplified Tunbridgeware-design inlay; or 3) elected to have the
piano’s decorative focus located on the nameboard.

Some of the inlay woods that Beck used for case decoration may have been
imported from Amsterdam. In 1759, Philemon-Louis Savary des Bruslons (son
of the Inspector-General of Customs and Manufacturing in Paris Jacques Savary
des Bruslons [1657—1716]) remarked:

Il se fait a Amsterdam un trés grand commerce de toutes sortes de Bois,
mais particuliérement de ce qui sont propres a la tainture, a la marqueterie
& a la tabletterie.’>

[A very extensive commerce in all sorts of wood is carried on at
Amsterdam, but particularly in those species which are suitable for
dyeing, marquetry and inlay work.]*>

349  Beck’s 1780s nameboard inscription cartouches almost invariably comprise an elongated rectangular
form, either with ogee pointed ends (Plate 17a) or with convex rounded ends (for example, Plates 20a, 43j
and 43k). Of the 32 extant Beck pianos, 11 date from the 1780s. Of these 11, the author is aware of the form
of nameboard inscription cartouche on seven instruments: 1) four of the seven 1780s instruments have a
cartouche comprising an elongated rectangular form with convex rounded ends; 2) one of the seven 1780s
instruments has a cartouche comprising a stylised small rectangular form (Plate 43h); 3) one of the seven
1780s instruments (1782/90?) has a plain elongated rectangular form (see photograph in di Stefano, ‘The
Tangentenfliigel and Other Pianos with Non-Pivoting Hammers’, Figure 8, p. 90)—this instrument is owned
by the Osaka College of Music Museum, Japan; and 4) one of the seven 1780s instruments has a cartouche
comprising an elongated rectangular form with ogee pointed ends (Plates 15, 17a and 43g). See ‘1782/87?,
Serial Number 5008” in Appendix L, Volume 2 of this publication.

350 See ‘Tangent action” in Appendix Q, Volume 2 of this publication.

351  See also photograph in di Stefano, ‘The Tangentenfliigel and Other Pianos with Non-Pivoting Hammers’,
Figure 17, p. 101.

352 P-L. Savary des Bruslons, Dictionnaire universel de commerce, D;Historie Naturelle, & des Arts & Métiers
... contenant tout ce qui concerne ... le commerce qui se fait dans les quatre parties du monde, par terre, par mer,
de proche en proche, & par des voyages de long cours, tant en gros qu’en détail ... Les Chambres D’Assurances, 5
vols (Copenhagen: Claude Philibert, 1759-66), Vol. 1 (1759), p. 566.

353 Translated by Hubbard, in Three Centuries of Harpsichord Making, p. 202.
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Beck’s inlaid simplified Tunbridgeware-style decoration is not particularly
English, and may have been regarded as attractively exotic by Beck’s British
customers. It may reflect the following.

1. Beck’s possible German origin: between ca 1650 and 1725, ‘one striking
quality in the South German style’ of harpsichord decoration ‘is the
prevalence of inlaid materials’. During the eighteenth century, North German
harpsichord decoration ‘carried on the ... southern German tradition in the
use of contrasting ornamental materials, showing a fondness for striking ...
inlay’.*

2. The time Beck spent in Paris,” revealing the influence of the French
predilection for exquisitely decorated furniture.

3. Beck’s association with the immigrant Swedish-born, Paris-trained cabinet-
maker and marquetry master Christopher Fuhrlohg, who, in 1769, set up his
workshop at 24 Tottenham Court Road, London.**

Frederick Beck and Christopher Fuhrlohg

In 1775 and 1777, Beck and Fuhrlohg produced two of the most beautiful
square pianos in existence. Beck signed and dated both instruments.”” The
casework of these unique pianos is so beyond the ordinary that they must have
been specially commissioned; each instrument has been given—at what must
have been the highest cost to the buyer—'all the luxurious treatment of Palace

furniture’.*®

The case of the 1775 piano is

no more than a great box with a top that lifts up to disclose the keyboard
and with doors at either end that enclose cabinets for storing music.
The case could scarcely have been designed by a pianomaker, as ... the
practical consideration of providing knee room for a seated player has
been sacrificed ruthlessly to a monumental design. A plinth and the
slight advance of the front corners articulate its rectilinearity.*”

354 S. Germann, ‘Germany—Southern Germany Black and White Negative Contrasts’ and ‘Germany—
Northern Germany Keyboards and Keywells’, in H. Schott (ed.), The Historical Harpsichord (Hillsdale, NY:
Pendragon Press, 2002), Vol. 4, pp. 64, 67.

355  See Clinkscale, Makers of the Piano 1700-1820, p. 19.

356 Two decades later, during the late 1780s and early 1790s, Tottenham Court Road ‘became the hub of a
huge instrument-making enterprise’. Cole, The Pianoforte in the Classical Era, p. 101. See ‘Tottenham Court
Road’ in Bowles, Bowles’s Reduced New Pocket Plan of the Cities of London and Westminster, Grid Reference Cm.
357  See Streeter, ‘Marquetry Furniture by a Brilliant London Master’, p. 422.

358 Gadd, The British Art Piano and Piano Design, Vol. 1, p. 106.

359  Streeter, ‘Marquetry Furniture by a Brilliant London Master’, p. 422. See photograph in ‘English
Square Piano’, in Lady Lever Art Gallery.

185



186

The First Fleet Piano: A Musician’s View
The 1775 Beck/Fuhrlohg instrument manifests

ormolu borders and extensive inlays of coloured woods, with a herring-
bone pattern of harewood [that is, maple tinted greenish-gold] and wood
lines dyed green ... In the middle of the front panel ... [within a medallion
framed by a ribbon-banded metal border, a figure| seated in a landscape
with tambourine ... is suggested to be derived ‘from an engraving after
Angelica Kauffman’s [1741-1807] “Triumph of Venus” and is made to
represent the Muse Erato by the addition of a tambourine’.’*
During the 1770s, Angelica Kauffman’s compositions proved to be ‘popular
subjects for painted decoration on English furniture’.” Marquetry translations
of Kauffman’s designs were, however, something quite new. In London during
the 1770s, there were only a limited number of cabinet-makers who could
execute furniture incorporating elaborate marquetry.*** ‘Christopher Fuhrlohg’s
painterly handling of marquetry represents an important intermediary step
in the evolution of English taste, lying between the stylized floral marquetry
of Peter [Pierre] Langlois [fl. 1759-81], and the naturalistic flowers and scenes
painted on furniture in the 1790s.”**

John Hardy accurately describes the figure in the middle of the front panel as
representing the ‘Muse Erato by the addition of a tambourine”*** (Erato, the muse
of lyric poetry, especially love and erotic poetry, was frequently depicted playing
either the kithara® or the tambourine). James** and Clinkscale®” erroneously
identify the muse as Thalia (the muse of comedy and pastoral poetry, who was
commonly depicted holding a comic mask). Erato is also depicted in each of two
single corner panels located at either end of the front panel; the corner panel
at the left portrays Erato playing a kithara, while the corner panel at the right
shows Erato dancing with tambourine and cymbals.**® The designs for Erato are

derived from the several ancient Hellenistic sources that were ‘widely copied

and adapted for various media in the eighteenth century’.’*

360 Gadd, The British Art Piano and Piano Design, Vol. 1, p. 135. Gadd takes the quotation from: J. Hardy,
Lord Leverhulme, Exhibition catalogue (London: The Royal Academy, 1980), p. 115, col. 1. See Gadd, The
British Art Piano and Piano Design, Vol. 1, p. 254, fn. 55.

361  Streeter, ‘Marquetry Furniture by a Brilliant London Master’, p. 420.

362  Seeibid., p. 427.

363 Ibid., p. 428.

364 Hardy, Lord Leverhulme, p. 115, col. 1. Quoted in Gadd, The British Art Piano and Piano Design,
Vol. 1, p. 135.

365 An ancient Greek musical instrument in the lyre family.

366 James, Early Keyboard Instruments, p. 138.

367 Clinkscale, Makers of the Piano 1700-1820, p. 19.

368  See Streeter, ‘Marquetry Furniture by a Brilliant London Master’, image 7, p. 423. See also photograph
in ‘English Square Piano’, in Lady Lever Art Gallery.

369  Streeter, ‘Marquetry Furniture by a Brilliant London Master’, p. 422.
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Fuhrlohg has discreetly draped the muse’s arm and bosom. As Josiah Wedgwood
said in a 1790 letter, ‘none either male or female, of the present generation, will
take or apply” works of the ancients ‘to furniture, if the figures are naked’.>”

When judged against contemporaneous artistic standards, Wedgwood’s attitude
appears to be somewhat puritanical. In late eighteenth-century painting’

Baroque woman was replaced by women that were less sensual but more
free in their habits, unencumbered by suffocating corsetry and elaborate
hair styles. At the end of the eighteenth century it was fashionable not
to conceal the breasts, which were at times openly revealed above a band
that supported them and emphasised the waistline.’”

It is reasonable to assume that the lavish cabinetwork of Beck’s 1775 piano was
intended to function not only as an ecstatic decorative opulence, but also as a
display of wealth and social status.

A spur to the creation of Beck’s 1775 piano may have been provided by a design
(dated 1774) by Robert Adam (1728-92). This was

published in 1775 as an engraving entitled ‘Design of a Harpsichord,
executed in London, with different Coloured Woods, for the Empress of
Russia." The commission must have caused a stir among London’s musical
instrument makers even before the publication of the engraving.’”

Gadd suggests that the second of the extant Beck/Fuhrlohg instruments (dated
1777)*” represents ‘a high water mark of the Neo-Classical’* movement and
is amongst the most important furniture designs of the period’.””” The most
striking visual characteristic of the 1777 Beck/Fuhrlohg piano is its pervasive,
exquisite and elaborate marquetry.

‘Marquetry ... was reintroduced into England from France late in the 1750s,
but taken up by comparatively few craftsmen. In 1777, the [Beck/Fuhrlohg]
instrument’s marquetry-embellished casework would have been at the forefront
of fashion, suggesting that Beck sometimes catered to the avant-garde taste of an
extremely wealthy clientele.”””

370 1Ibid., p. 422.

371  Eco, On Beauty, p. 259.

372  Streeter, ‘Marquetry Furniture by a Brilliant London Master’, p. 429.

373 See photographs in ‘Piano; Rectangular Piano’, in Royal Ontario Museum.
374  See ‘Neo-Classical” in Appendix Q, Volume 2 of this publication.

375 Gadd, The British Art Piano and Piano Design, Vol. 1, p. 135.

376  Streeter, ‘Marquetry Furniture by a Brilliant London Master’, p. 418.
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At first sight, the instrument appears to be a commode, and is part of the
beginning of a fruitful tradition of pianos disguised as commodes made for the
very rich.

‘By 1790, the piano making firm of Longman and Broderip was offering “Piano
Fortes in Commodes, Side Boards, and Dressing Tables for convenience of small
rooms” at prices that could be afforded by the “middle class”.”*”’

The notion that a piano could be regarded as ‘wooden furniture that happened to
make music”*”® has its roots in Saxony. That late eighteenth-century English square
pianos reflect this notion (when closed, English square pianos functioned as side
tables) ‘may not be a coincidence, considering that many eighteenth-century
English builders were trained in German-speaking Europe’.””” During the late
eighteenth century, machines, including musical instruments, ‘were celebrated

for their rational efficiency, which was also a Neoclassical criterion of Beauty’.”*

The case of the 1777 Beck/Fuhrlohg piano

takes the form of a rectangular commode with canted corners on straight,
tapering legs. Behind the more obvious influences of the Adam manner—
rectilinearity and strictly confined decoration—a hint of contemporary
French design can be detected in the presence of a central panel that
overlays the front; here it drops down to reveal a cabinet [beneath the
keyboard] for storing music. Beneath the goat’s-head mounts, the corners
are inlaid to simulate fluting and the legs to imitate panelling.*®'

The front of the case is prominently decorated, and has a large central
marquetry medallion within which there is a Classical figure [either
the muse Erato, or the muse Polyhymnia’***—the muse of sacred poetry]|
playing the lyre. This medallion is amongst the most ambitious and
successful pictorial marquetry surviving from 18th century England.*®’

The marquetry that decorates the instrument’s mahogany case principally
comprises satinwood, harewood, amaranth, rosewood and sycamore.’® The
1777 Beck/Fuhrlohg piano is certainly among the most beautiful furniture ever
made.

377 1bid., p. 422.

378 S. Germann, ‘Central Germany—The Undecorated Saxon Tradition’, in H. Schott (ed.), The Historical
Harpsichord (Hillsdale, NY: Pendragon Press, 2002), Vol. 4, p. 74.

379 Ibid., p. 74.

380 Eco, On Beauty, p. 393.

381  Streeter, ‘Marquetry Furniture by a Brilliant London Master’, p. 424.

382  See P. Macquoid and R. Edwards, The Dictionary of English Furniture (London: Barra Books, 1954),
Fig. 12, Vol. 2, p. 377.

383  Streeter, ‘Marquetry Furniture by a Brilliant London Master’, p. 428.

384  Seeibid., p. 424. ‘Sycamore: the English name for Acer Pseudoplanatus, the prevalent maple species in
England.” Cole, Broadwood Square Pianos, p. 120.
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In 1775, at one of the annual exhibitions of the Free Society of Artists of Great
Britain, Fuhrlohg’s half-brother and business partner, Johann Christian Linning
(1706—79), exhibited ‘The Muse Erato in different coloured wood’.’® Linning
gave his address as being ‘At Mr Fuhrlohg’s, No 24, Tottenham Court Road’.
Perhaps Linning was involved in the crafting of the elaborately inlaid figures
on the cases of Beck’s 1775 and 1777 square pianos, or perhaps there was ‘cross-
pollination’ of ideas between Fuhrlohg and Linning.

It is possible that a third Beck piano with casework of extraordinary quality and
exquisite beauty has been lost. The specially created Inventaire of confiscated
instruments made by the French revolutionary government provides estimates
of the monetary value of 20 pianos. Of the 64 pianos listed, five are by Frederick
Beck (Inventaire numbers 99, 106, 111, 207 and 322); three of these are given a
monetary value (Inventaire numbers 106, 207 and 322):

99.—Un forte-piano de Fredericus Beck, année 1779.
[A piano by Fredericus Beck, year 1779.]**
(Owned by Brignard.)

106.—Un forte-piano de Fredericus Beck, Londini fecit, année 1779, estimé
600 francs.

[A piano by Fredericus Beck, made in London, year 1779, estimated 600
francs.]’¥

(Confiscated from Maison Egalité.)

111.—Un forte-piano, de Fredericus Beck, année 1774.
[A piano by Fredericus Beck, year 1774.]**
(From the administrative offices of the Menus-Plaisirs du Roi.)

207.—Un forte-piano de Fredericus Beck, estimé 1 500 francs.

[A piano by Fredericus Beck, estimated 1500 francs.]*®

(Confiscated from Jean-Louis-Marie le Bascle, Count of Argenteuil,
Maison de Bascle D’ Argenteuil.)

322—Un forte-piano de Beck, fait en 1788, appartenant a Debrange,
émigré, rue de Sévres, estimé 5 000 francs.

[A piano by Beck, made in 1788, belonging to Debrange, emigré, rue de
Sevres, estimated 5000 francs.]**

385  Erato is the muse of lyric poetry.

386  ‘XXVIII Inventaire du 26 Fructidor I’an 11 in Bruni, Un Inventaire sous La Terreur.
387  ‘XXXI Inventaire du 14 Vendémiaire I’an III°” in ibid.

388 ‘XXXIV Inventaire du 17 Vendémiaire I’an 111I¥, in ibid.

389 °‘LXX Rue de Thorigny, 539’, in ibid.

390 °C Inventaire du 13 Prairial I’an I1I°, rue du Regard’, in ibid.
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(Anne-Emmanuel-Ferdinand-Frangois, Duke of Croy; from Maison de
Croi.)

The extraordinary estimate of 5000 francs for piano number 322 (Debrange’s
1788 Beck piano) is exceeded only once in the entire Inventaire—by a piano
made by Sébastien Erard (Inventaire number 356):

356.—Un forte-piano d’Erard, fait en 1787, estimé 8 000 francs.
[A piano by Frard, made in 1787, estimated 8000 francs.]**!
(Confiscated from Antoine Doria.)

The casework of this particular Frard instrument must have been utterly
beautiful.

With a considerable margin of 3000 francs, the nearest estimate to Beck’s 1788
piano (5000 francs) is for a piano combined with an organ (claviorganum, piano
organisé, fortepiano organisé or forte-piano organisé) made by FErard (2000
francs) (Inventaire number 219):

219.—Un forte-piano organisé de Sébastien Erard frere et Cie, fait a Paris,
1791, estimé 2 000 francs.

[A claviorganum by Sebastien Brard Brother & Co., made in Paris, 1791,
estimated 2000 francs.]**

(Confiscated from Louis-Alexandre-Céleste d’Aumont, Duke of
Villequier.)

The success of the claviorganum ‘in the upper ranks of society was prodigious;
the Queen commanded one to be made for her own use, and in the construction
of it Frard introduced several novel contrivances, which at that time awakened
much interest’.*”?

Erard’s claviorganum receives the same estimate (2000 francs) as the two highest-
valued harpsichords (Inventaire numbers 151 and 154):

151.—Un clavecin anglais de Thoaner, année 1772, estimé 2 000 fr.

[An English harpsichord by Thoaner, year 1772, estimated 2000
francs.]**

(Owned by Count Fernan-Nunez, the Spanish ambassador.)

154—Un clavecin anglais, en acajou, tout neuf, fait par Johannes
Broadvood, Londini fecit, année 1789, estimé 2,000 fr.

391 ‘CX Inventaire du 21 Thermidor I’an II1I°, rue d’Enfer-Michel, 154, in ibid.

392 ‘LXXIV Inventaire du 29 Nivése I’an III°, rue des Capucines’, in ibid.

393 E-J. Fétis, ‘Memoir of Erard’, in The Harmonicon, 11 vols (London: Samuel Leigh, 1831), Vol. 9, p. 256.
Quoted in D. Rowland, A History of Pianoforte Pedalling (Cambridge: Cambridge University Press, 1995), p. 34.
394 ‘XLIX Inventaire du 12 Brumaire l’an Ille, rue de I’Université’, in Bruni, Un Inventaire sous La Terreur.
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[An English harpsichord, in mahogany, perfectly new, made by Johannes
Broadwood, in London, year 1789, estimated 2000 francs.|*”
(Confiscated from the stables of Philippe-Egalité Louis-Philippe, Duke of
Chartres, the future King of France.)

Erard’s claviorganum is one of two listed in the Inventaire as being made
by him.

In total, the Inventaire lists six claviorgana. Apart from Frard’s
claviorganum (Inventaire number 219, valued at 2000 francs), only one
other of the six claviorgana is given a value (Inventaire number 150):

150.—Un forte-piano organisé d’Adam Berger, Londini fecit, année 1775,
estimé 1,200 francs.

[A claviorganum by Adam Berger, made in London, year 1775, estimated
1200 francs.]**

(Confiscated from Count Fernan-Nunez, the Spanish ambassador.)

(Note that the clerk has mistakenly transcribed the maker’s name as ‘Adam
Berger’. This is not surprising, given the sometimes confusingly elaborate
calligraphic style found on the nameplates of pianos made by Adam Beyer.)

The only possible explanation for the astonishing 5000-franc valuation of the
1788 Beck piano confiscated from Debrange is that it must have had inlaid
casework manifesting levels of intricacy and quality similar to the two extant
Beck/Fuhrlohg instruments of 1775 and 1777. Sadly, Debrange’s piano no longer
exists.

The quality and beauty of the simplified Tunbridgeware inlay on the 1780/86?
square piano by Frederick Beck currently housed in the Stewart Symonds
Collection, Sydney, suggest (at the very least) the affirming influence of Fuhrlohg’s
refined aesthetic on Beck’s decorative sense, if not Fuhrlohg’s participation at
some stage in the decorative design and/or making process. In short, the inlay is
in extremely good taste, and proves that ‘within the quiet restraint of tones of
ivory ... and rich woods combined, English [pianos] ... were often among the
most beautiful furniture ever made’.>’

It appears that, like Frederick Beck, George Bouchier Worgan also had good
taste (at least in relation to decorative casework). Furthermore, the date of
Worgan’s Beck piano (1780 or 1786?) and the unique design of its stand allow
for the hypothesis that this was the instrument that Worgan brought with him
to Sydney Cove in 1788, while serving on board the Sirius.

395 ‘L Inventaire du 12 Brumaire l’an 111V, in ibid.

396 ‘XLIX Inventaire du 12 Brumaire ’an I1I°, rue de I’Université’, in ibid.

397 S. Germann, ‘Veneers and Marquetry’, in H. Schott (ed.), The Historical Harpsichord (Hillsdale, NY:
Pendragon Press, 2002), Vol. 4, p. 82.
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Dampers

The design of Beck’s pianos replicates that of Zumpe, with the exception of
damping. Beck’s square pianos have dampers only to ¢’.**®* No other maker of
square pianos used this damping pattern.

Undamped strings will sympathetically vibrate in response to any other
vibrating strings that are close by. Sympathetically vibrating strings enhance
the sound with a background ‘glow’ of overtones. In late eighteenth and
early nineteenth-century England, the simultaneous sounding of struck and
sympathetically vibrating strings was regarded as the equivalent of resonance,
and was greatly desired. Commonly, this background ‘glow’ of overtones was
enhanced by (or, in the absence of sympathetically vibrating strings, created
by) an intentionally inefficient damping system. Damper design, and therefore
the degree of damping inefficiency, differed from maker to maker.**

English piano makers were capable of incorporating an efficient damping
system into their instruments (one based, for example, upon the ultra-efficient
damping of ‘Viennese’ pianos).*” That they did not leads one to conclude
that the typically ‘resonant” sound of English pianos (both square and grand)
had its basis in aesthetic and musical considerations. The sound produced by
inefficiently damping English pianos is far removed from the ‘highly articulated
delivery that was the ideal of the ... Viennese piano and its composers’,**' and
highlights a fundamental difference between the aesthetic values represented
by the two schools of piano making: Viennese pianos ‘speak’, and English
pianos ‘sing’.

Frederick Beck’s idiosyncratic exclusion of dampers for the top-five notes of
his square pianos represents an innovation inspired by the contemporaneously
desirable English aesthetic of overtone-rich, ‘background’-resonant piano
sound.

398 See Cole. Beck’s tangent action instrument of ca 1790 (estimate) has dampers throughout the compass—
that is, up to and including f>. The dampers are located below the strings. Each damper compartment comprises
red woven cloth, positioned like an open book with the pages facing upwards. See Plates 447 and 448.

399 For example, following the attack of a loud staccato chord in the bass, and after the dampers have fallen
onto the strings, the dampers of a restored Broadwood grand piano of 1796 (serial number 875, in the author’s
possession) allow the strings to resonate for approximately five seconds as the sound dies away. By way of
comparison, following the attack of a loud staccato chord in the bass, and after the dampers have fallen onto
the strings, the dampers of Joseph Haydn’s restored Longman & Broderip grand piano of ca 1795 (part of the
Cobbe Collection, Hatchlands, UK) allow the strings to resonate for approximately one to two seconds as the
sound dies away. ‘Richard Burnett...describes a restored 1823 Broadwood grand in which the tone takes eight
seconds to die out after a staccato chord in the bass, and a ‘massive concert grand’ of 1848 by Broadwood,
in which it takes ten seconds.” Van Oort, The English Classical Piano Style and its Influence on Haydn and
Beethoven, p. 30, fn. 75.

400 The type of piano commonly referred to as ‘Viennese’ had its origins in Germany, as the brainchild
of Johann Andreas Stein. The design, sound and touch of Viennese pianos are dissimilar to English pianos.
401 van Oort, The English Classical Piano Style and its Influence on Haydn and Beethoven, p. 34.
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Beck’s Absorption of Zumpe’s Ideas

Beck adopted Zumpe’s basic design, the most important elements of which
are the action (which, being identical to Zumpe’s, has no escapement), bridge
design and the underlying principles of soundboard ribbing.**> Beck’s
absorption of Zumpe’s ideas is not the result of a lack of inventiveness, nor is
it mere opportunism; rather, it shows that Beck was capable of mature creative
reasoning. The principle described in 1920 by the poet Thomas Stearns (‘T. S.")
Eliot (1888-1965) could well apply to Frederick Beck: ‘Immature [artists] ...
imitate; mature [artists] ... steal; bad [artists] ... deface what they take, and good
[artists] ... make it into something better, or at least something different.***

Frederick Beck’s pianos, which are modelled so closely on those of Zumpe and
represent the creative thinking of a ‘mature’ and ‘good’ artist, call to mind
the rhetorical question posed by Horace Walpole (1717-97): ‘Ought one man’s
garden to be deprived of a happy object, because that object has been employed
by another? The more we exact novelty, the sooner our taste will be vitiated.***

402  See ‘Soundboard and Bridge’ in Appendix A, Volume 2 this publication.

403 ‘Philip Massinger’, in T. S. Eliot, The Sacred Wood: Essays on Poetry and Criticism (London: Methuen,
1920).

404 H. Walpole, Essay on Modern Gardening (Strawberry-Hill: T. Kirgate, 1785).
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George Bouchier Worgan: The owner of the
first piano to be brought to Australia

During the 1770s and 1780s, Frederick Beck was one of the most prestigious piano
makers in London. His clientele would have ranged from those who wished to
buy an instrument simply because it was fashionable to do so, through those for
whom playing the piano was an essential skill associated with the attainment of
genteel accomplishment, to those who were musical connoisseurs. One such musical
connoisseur took his newly purchased Beck piano to Botany Bay on board the flagship
of the First Fleet, the Sirius. This musical connoisseur was George Bouchier Worgan.

George Bouchier Worgan was christened on Tuesday, 3 May 1757, at St Andrew’s,
Holborn Hill, London." His father, Dr John Worgan (1724-90), was an eminent
virtuoso organist and composer.

On several occasions, George’s father moved his family to a new abode.” In 1823,
the English journalist and musician Richard Mackenzie Bacon (1776—1844)
elaborated: ‘Till a few years before his death’, Dr John Worgan (and his family)
‘enjoyed the alternation of town and country ... [Dr Worgan’s] first residence
in [London] ... was at No. 7 in Milman [Millman, or Millmans]® Street, [near]
Bedford Row: his next, at No. 40, Rathbone Place.*

Dr Worgan’s country house was in Richmond. Rate books dating from 1780
and 1790 reveal that the Worgan family occupied number 1 Maids of Honour
Row, Richmond. This was one of four adjacent three-storey terrace houses,
each of which was five windows wide.” George Worgan referred to the family’s
Richmond house when writing from Sydney Cove to his younger brother
Richard: ‘when it is the Depth of Winter with Us, you are enjoying Richmond
Hill."® This remark suggests that in summer, the Worgans occupied their country

1 See ‘Holborn Hill’, in Bowles, Bowles’s Reduced New Pocket Plan of the Cities of London and Westminster,
Grid Reference En, Reference Number 9.

2 See ‘Close Proximity” in Appendix B, Volume 2 of this publication.

3 See ‘Millman Str’, in Cary, Cary’s New and Accurate Plan of London and Westminster, Map Reference 20;
and ‘Millmans Street’ in ‘A List of 528 of the Most Principal Streets with Reference to their Situation’, in ibid.
4 R. M. Bacon, ‘Memoir of the Life and Works of John Worgan, Mus.D., in The Quarterly Musical Magazine
and Review (London: Baldwin, Cradock & Joy, 1823), Vol. 5, No. 17, Article 26, p. 133.

5 See P. Baty, ‘Private Houses: Maids of Honour Row, Richmond’, in Patrick Baty.

6 G. Worgan, Journal of a First Fleet Surgeon by George B. Worgan, Surgeon of the Sirius, The William Dixon
Foundation Publication No. 16 (Sydney: Library Council of New South Wales in association with the Library
of Australian History, 1978), p. 26.
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residence at Maids of Honour Row, Richmond. This was one of two dwellings
that the Worgan family accessed as their country retreat. Dr Worgan’s ‘first and
favourite country house was on Richmond Hill; his second was at No. 2, on
Richmond Green'—approximately half a mile [approximately 0.8 kilometres]
north-west of Richmond Hill.” Dr Worgan named his abode at Richmond Green
‘Nightingale Lodge’.?

It is not surprising that Dr Worgan selected Richmond as the location of his
country house; apart from the natural beauty and serenity of the place, access
from London had been improved (in 1777) by the construction at Richmond of
an ‘elegant stone bridge of five semicircular arches ... built over the Thames’.’

From the late 1770s, however, George Bouchier Worgan would not have been
able to enjoy the delights of Nightingale Lodge, nor the

fine walnut tree, under the shade of which the family often took their
tea, and gazed on the streamers that waved on the Thames beneath,
while music swelled, and died away on the breathless air of a glowing
evening, illuminated by golden gleams, darting through the dark foliage
of the towering elms, and glimmering through the graceful poplars that
... decorate the foot of Richmond Hill."

This is because in 1775, at the age of 18, George Worgan joined the British
Navy. In a letter dated Monday, 16 February 1807, written to Arthur Young
(1741-1820), the Secretary of the Board of Agriculture,11 George confessed
that although he had always been drawn towards agriculture, his father had
determined that he should pursue a career in medicine: ‘My very earliest
inclinations and propensities led me to the study and pursuit of agriculture ...
but I had a dear and honoured Father, whose wish was to bring me up to the
defective Art of Physic, his will, was mine!"*?

As a novice medic, George had little time to accustom himself to the realities
of war. During the American War of Independence (1775-83), he served as a
Surgeon’s Mate on board the hospital ship Tiger."” This would have involved an

7 Bacon, ‘Memoir of the Life and Works of John Worgan’, p. 133. See T. Moule, Environs of London (London:
George Virtue & Co., 1837), in London and Environs Maps and Views.

8 See Bacon, ‘Memoir of the Life and Works of John Worgan’, p. 134.

9 Sarah Douglas Enterprises Pty Ltd, ‘View from Richmond Hill’, in Old London Maps (2006).

10 Bacon, ‘Memoir of the Life and Works of John Worgan’, pp. 133—4.

11 Arthur Young was involved in the commissioning of George Worgan to carry out an agricultural survey
of Cornwall. See ‘George Worgan, the Published Author’, in Chapter 11, this volume.

12 Arthur Young Papers, British Library, Ad. MSS 35129. Iam indebted to Robert Clarke for this information,
which comes from his preparatory research for his forthcoming PhD dissertation (Working the Forge. The Lives
of William Dawes, Watkin Tench and George Worgan, The Australian National University).

13 See C. M. Pole, ‘No. 26. The Examination of Mr. George Bourchier Worgan, Surgeon in His Majesty’s
Navy, and Late Surgeon’s Mate of His Majesty’s Hospital Ship Le Caton; Taken Upon Oath, 8th November
1803’, in The Seventh Report of the Commissioners of Naval Enquiry. Naval hospital at East Stonehouse. Le
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apprenticeship-like context within which Worgan served under an established
navy surgeon. From February 1778, George Worgan served as Surgeon’s Second
Mate. In 1779, Worgan was certified as a Surgeon Fifth Rate.'* According toRogers,
this resulted in Worgan’s ‘gazetting” as a naval surgeon in March 1780"—that is,
an announcement regarding his appointment and qualification was published
in The London Gazette. Rogers provides no evidence for his assertion that in
March 1780 The London Gazette announced George Worgan's appointment as a
naval surgeon, and unfortunately no issue of The London Gazette for March 1780
mentions George Worgan. The period between George Bouchier’s joining the
navy in 1775 and his certification in 1779, however, represents the customary
three to five-year apprenticeship served under a surgeon-apothecary.'

Following his certification, George Worgan was assigned to the (moored) hospital
ship Pilote for two years'—that is, between 1780 and 1782. The Pilote was a
two-masted (a foremast and a main mast) ‘brig-sloop” of 218 tonnes, 14 guns,
which had been captured from the French in 1779. A brig-sloop

was smaller than a sailing frigate and was (by virtue of having too few
guns) outside the rating system. In general, a sloop ... would be under
the command of a master and commander rather than a post captain,
although in day-to-day use at sea the commanding officer of any naval
vessels would be addressed as ‘captain’.'®

Surgeon Worgan is unaccounted for between 1783 and 1785. It is likely that he
continued to work as a naval surgeon. On the other hand, he may, for a period,
have been on some sort of detached list (naval surgeons did not enjoy retirement
on half-pay at the time, so if George Worgan was not working, his income would
have been severely restricted)."

Caton Hospital Ship. Ordered to be Printed 11th July 1804 (London: House of Commons Papers, Reports of
Commissioners, 1803-04), House of Commons Parliamentary Papers Online, ProQuest Information and
Learning Company, p. 631.

14 Company of Surgeons, Examinations Book 1745-1800, p. 339. I am indebted to Robert Clarke for this
information, which comes from his preparatory research for his forthcoming PhD dissertation, Working the
Forge. See also D. Steel, ‘Surgeons: With the Year of their First Warrants, by Which they are Intitled to Half-
Pay’, in Steel’s Original and Correct List of the Royal Navy, Improved: To Which are Added their Stations, and a
List of the Ships Lost or Destroyed Since the Commencement of the War, with their Commanders. Likewise a List
of the Enemies Ships Taken or Destroyed Since the Commencement of the War. And an Alphabetical List of the
Navy-Agents. Corrected to April 30, 1782 (London: D. Steel, January 1782), p. 31.

15 T. Rogers, ‘Australia’s First Piano, Clavieriibung: Memorable Moments in Music No. 2’, in Bikwill: The
Home of Quiet Enthusiasms, No. 20 (July 2000).

16 See L. Brockliss, J. Cardwell and M. Moss, Nelson’s Surgeon: William Beatty, Naval Medicine, and the
Battle of Trafalgar (Oxford: Oxford University Press, 2005), p. 20.

17 See J. Cobley, “Worgan, George Bouchier (1757-1838)’, in Australian Dictionary of Biography (Melbourne:
Melbourne University Publishing, 1967), Vol. 2, p. 623.

18 ‘Classification’ in ‘Sloop-of-War’, in Wikipedia: The Free Encyclopedia (n.d.).

19 Iam indebted to Robert Clarke for this information, which comes from his preparatory research for his
forthcoming PhD dissertation, Working the Forge.
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In 1786 Worgan ‘had been serving ... on the Portsmouth guardship Ganges’.*
On Wednesday, 1 November 1786, at 29 years of age, he was discharged from the
Ganges to the Sirius. Perhaps one of the motivating factors that led Worgan to
pursue this post was a desire to widen his experience. In 1786, the excitement,
peril and wonder associated with making the journey to Botany Bay would have
been equivalent to that now associated with making a journey to the Moon. It
is reasonable to assume that Worgan was eager to serve as a surgeon on board
the Sirius.

Three surgeons were assigned to the Sirius:*' George Bouchier Worgan was the
senior surgeon; Thomas Jamison (ca 1753—1811) was the Surgeon’s First Mate*
(Jamison, an honourable man with a strong personality, hailed from the Lake
District and had qualified in London);*> and a Mr Lowes, ‘a very genteel young
man’* (albeit without a Christian name), was Surgeon’s Mate.” Lowes carried
with him some of the writings of the mystic, scientist and philosopher Emanuel
Swedenborg (1688-1772): ‘Alternative religions were of some interest to men
who saw the Church of England as little more than a ceremonial and suasive arm
of government.’*

George Worgan was among the 12 surgeons whom the ‘[g]lovernment had
727

appointed at the public expense to go to Botany Bay’.

The Life of a Surgeon

As a late eighteenth-century surgeon, Worgan's life was laden with what now
may appear to be peculiarities. At that time, a careful distinction was made
between physicians and surgeons. The most significant difference lay in their
education: physicians were university educated; surgeons were apprenticed.

20 M. Gillen, The Founders of Australia: A Biographical Dictionary of the First Fleet (Sydney: Library of
Australian History, 1989), p. 393.

21 See ‘Ships Crew, Officials’, in ‘H.M.S. Sirius’, in B. Chapman and M. Chapman, A List of Marine Officers,
Marines, Ships Crews and Officials, with Families. Who Arrived January 26, 1788, as Part of the Fleet. Arranged
by Ship (Ancestry.com, 2010).

22 See 'HMS Sirius 1788’, in Convict Stockade: A Wiki Site for Australian Convict Researchers (Ozgenie
Research, Last modified 10 March 2010).

23 ‘The term ‘Mate’ was used as a formal Royal Navy rank, there being such formal positions as Boatswain’s
Mate, Carpenter’s Mate and Surgeon’s Mate.” J. Pearn, ‘Surgeon’s Mate Lowes of H.M.S. Sirius’, in Health and
History (Sydney: Australian and New Zealand Society of the History of Medicine, 1998), Vol. 1, No. 1, p. 69.
24  See letter from Newton Digby Fowell (a midshipman on the Sirius) to his father, 4 March 1787. Quoted
in N. Irvine, The Sirius Letters: The Complete Letters of Newton Fowell, Midshipman and Lieutenant Aboard the
Sirius Flagship of the First Fleet on its Voyage to New South Wales (Sydney: Fairfax Library, 1988), Letter 6.
25 Pearn, ‘Surgeon’s Mate Lowes of H.M.S. Sirius’, p. 69.

26 T. Keneally, The Commonwealth of Thieves: The Sydney Experiment (Sydney: Random House Australia,
2006), p. 236.

27 The Times, 21 December 1786. Quoted in D. Hill, 1788: The Brutal Truth of the First Fleet; The Biggest
Single Overseas Migration the World Had Ever Seen (Sydney: William Heinemann, 2008), p. 75.
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Physicians were ‘only permitted to examine patients, diagnose disease, and
prescribe medications’.”® In 1747, R. Campbell observed: ‘“The physician, in the
discharge of his profession, is frequently obliged to grope in the dark, to act by
guess and bare conjecture, and depends (in many cases) more upon chance and
the strength of the patient’s constitution, than upon any infallible rules in his
art.*

The archetypal physician was dignified and aloof, sagacious and capable of
forming a diagnosis without actually touching the patient.*’Even as late as 1850,
physicians ‘were content to enquire about previous illness and present appetite:
to feel the pulse, and to observe the appearance of the eyes, tongue, urine,
and faeces, in that order of interest’.” Physicians were not permitted to act as
surgeons.

Unlike physicians, surgeons

performed operations, set broken bones, and treated accident cases and
skin disorders. The nature of a surgeon’s work separated him from a
physician in that a surgeon had to cut, manipulate, and treat disorders
on the outside of the body. A surgeon was considered a skilled craftsman
... his work ‘demanded speed, dexterity, and physical strength, as well
as expertise’.’

The archetypal surgeon was muscular and practical, a man who did not mind
blood and gore, and was handy with a saw, knife and stitching needle.” In 1747,
R. Campbell remarked:

To a solid judgement, quick apprehension, and a good memory ... [a
surgeon| must add a kind of courage, peculiar to himself. It is vulgarly
said, that a surgeon should have a lion’s heart, a hawk’s eye, and a lady’s
hand; by the lion’s heart is not meant savage ferocity, a cruel inhuman
disposition, or want of sympathy for the sufferings of man-kind: he is
not to have the heart to tear, lacerate, and mangle his patient wantonly;
but he must have the courage to go through the most severe necessary
operation, without being so much affected by the patient’s sufferings, as
to shake his hand, or hinder him from performing the amputation with

28 See ‘Student Paper on 19th-Century Medicine’ (n.d.). See V. Sanborn, ‘Doctors and Medical Care in the
Regency Era’, in UK/Irish History @ Suite 101 (5 June 2010).

29 Campbell, The London Tradesman, p. 47.

30 See R. Porter, Bodies Politic: Disease, Death and Doctors in Britain, 1650-1900 (London: Reaktion Books,
2001), p. 143. Quoted in Rosen, Australia’s Oldest House, p. 15.

31 A.J.Youngson, The Scientific Revolution in Victorian Medicine (New York: Holmes & Meier, 1979), p. 19.
32 ‘Student Paper on 19th-Century Medicine’. The anonymous author takes the quotation from:
M. J. Peterson, The Medical Profession in Mid-Victorian London (Los Angeles: University of California Press,
1978), p. 9.

33 See Rosen, Australia’s Oldest House, p. 15.
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ease and dexterity. Womanish tenderness is very improper for a surgeon;
and it requires a strong command of temper, not to give way to pity and
compassion, in some ... operations ... to preserve ... [a] soft sympathy
of soul, without being outwardly affected by it, is expressed in having
a lady’s hand, or finger; that is, to be able to touch the patient so gently,
as he may scarce feel you; at least, no more than is necessary to perform
the operation. A quick eye is necessary to a surgeon ... especially in
amputation, to discern the arteries, and other minute blood vessels, that
are to be sewed up, to prevent a too great effusion of blood: it requires
like-wise a good and quick eye, to discern the several changes in a
wound under cure; he must be able to observe the smallest alteration
in the colour of the part and consistence of the matter, the degrees of
suppuration, and the most distant approach of a mortification.*

Eighteenth-century surgery was done without anaesthetic or antiseptic. It was
brutal, agonising and often fatal. It is reasonable to assume that post-traumatic
stress disorder was, for those patients who survived, a corollary of undergoing
surgery without anaesthesia. Usually, surgery was undertaken only to save a
life that would clearly otherwise be lost. The general perception of physicians
(compared with surgeons) was that they were much ‘cleaner’ and ‘nicer’, even
though physicians were quite less effective.

Surgeons did not enjoy the status afforded to physicians, being frequently
satirised as ‘sawbones’.”> The ambition of naval surgeons was often blighted by
the irksome status associated with their profession. Surgeon William Redfern
(ca 1774-1833) acerbically noted that, during the 1790s and before,

it was not quite so fashionable to be dubbed M.D. from St. Andrew,
where I might for the customary fee have procured one for my horse; nor
to throw away the fees for a surgeons diploma, when a certain length of
service in the army or navy entitled them all or nearly all the privileges
external to the college or company.*

In order to assess the background, training and competency of would-be naval
surgeons, the board in charge of the naval medical service would conduct viva
voce examinations. No practical demonstration of surgical skills was required.
If judged satisfactory, ‘candidates received a letter addressed to the’ Company of
Surgeons (formerly the Company of Barbers and Surgeons), ‘requesting that they

34 Campbell, The London Tradesman, pp. 48-9.

35 See A. Brooke and D. Brandon, Bound for Botany Bay: British Convict Voyages to Australia (Kew, UK: The
National Archives, 2005), p. 195.

36 J. Ritchie (ed.), The Evidence to the Bigge Reports: New South Wales under Governor Macquarie. Volume 1:
The Oral Evidence (Melbourne: Heinemann, 1971), p. 137. Quoted in and see Rosen, Australia’s Oldest House,
p- 16.
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be examined in their competence in surgery’.”” The Company of Surgeons ‘was
the professional gatekeeper for naval surgical positions and apprenticeships’,*®
and

had the right to license surgeons for the navy, army, and [British| East
India Company ... Having passed the examination in surgery, the
applicant had to take another in physic. Until 1799 this was conducted
by the physician of Greenwich Hospital ...

The examiners’ ability to judge an applicant’s competence ... was not
based on lengthy enquiry, for the oral examinations in physic and
surgery, though testing, seldom lasted more than an hour ... the occasion
was one of dignified informality ...

Once qualified, the new recruit received from the Board his certificate
and warrant, then awaited his first posting.”

‘When transportation to Australia started, the supervision and management of
... medical arrangements and surgeons was in the hands of the quaintly named
Commissioners of Sick and Wounded, a body noted neither for its energy nor
its effectiveness.*

As surgeon on board the Sirius, George Worgan’s duties would most likely
have consisted of visiting the sick twice a day, presenting a daily sick list to
the captain, organising a daily sick muster in order to treat minor injuries and
ailments, and keeping a log of his activities. These duties were outlined in the
Regulations and Instructions Relating to His Majesty’s Service at Sea."!

Naval pay ‘was around half that paid by merchantmen, and lower than that
paid to a farm labourer. Astonishingly, it had been set in 1653 and was not to
be increased until April 1797.% R. Campbell observed in 1747: ‘The salary of
a surgeon of the navy is but inconsiderable, that is, the pay he immediately
receives from the Crown is but small.’*’

Compared with that of their army counterparts, the pay of naval surgeons was
poor. Army surgeons were automatically employed as commissioned officers with
the rank of Captain; they earned 10-12s a day (reckoned in today’s monetary
values, approximately A$55-67),* and were guaranteed retirement on half-pay.

37 Brockliss et al., Nelson’s Surgeon, pp. 13-15.

38 Rosen, Australia’s Oldest House, p. 15.

39 Brockliss et al., Nelson’s Surgeon, pp. 13-15.

40 Brooke and Brandon, Bound for Botany Bay, p. 190.

41 See Brockliss et al., Nelson’s Surgeon, p. 6.

42 D. Parker, Arthur Phillip: Australia’s First Governor (Warriewood, NSW: Woodslane Press, 2009),
pp- 15-16.

43 Campbell, The London Tradesman, p. 56.

44  Currency conversion using the National Archives; Universal Currency Converter.
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Contrastingly, naval surgeons were ranked as Warrant Officers; they were paid
a flat salary of 3s a day (reckoned in today’s monetary values, approximately
A$18). This represents one-third to one-quarter the salary of an army surgeon.
Only the senior 320 surgeons were eligible for retirement on half-pay.* To add
insult to injury, ‘surgeons had to purchase their own’ medical equipment ‘and
medicines, the latter supplied at high prices by the Navy Stock Company, an

7 46

offshoot of the London Society of Apothecaries’.
Service as a naval surgeon was not, however, without its financial enticements.

Even if the ... pay ... was poor, it was supplemented ... by various
‘extras’. To begin with, every surgeon received a supplementary lump
sum, known as Queen Anne’s Free Gift, which varied from £16 to £62
per annum®*’ dependent on the size of the ship and whether the country
was at peace or war. In addition ... the surgeon received 2d. a year*
from each man on board from his annual contribution to the Chatham
Chest [a charitable foundation supported by a charge of 6d per month*
on the wages of every man in the navy]|, and a further £5 per annum for
every 100 men treated for venereal disease.” This was intended to cover
the cost of medicines, but on large ships could be a serious boost to
income. Moreover ... medical officers lucky enough to be based on shore
had the opportunity to moonlight by building up a civilian practice.
Finally, as the officers and crew were entitled to share the sale value of
any enemy vessels captured at sea, on a sliding scale according to rank,
the surgeon ... could look forward to a modest amount of prize money.”*

Naval surgeons were usually well educated (at least according to the standards
of the late eighteenth century).

Many recruits ... enjoyed a sound introduction to modern and classical
languages and literature. Otherwise so many could not have [written so
articulately, as did surgeon George Worgan, or| gone on to publish their
observations and experiences ...

Most ... [navy| surgeons ... served the customary three-to-five year
apprenticeship with a surgeon ... in order to learn the medical ropes,

45  See Brockliss et al., Nelson’s Surgeon, p. 15.

46 Ibid., p. 15.

47 Reckoned in today’s monetary values, £16-62 is approximately £1000-3900 (approximately A$1800—
6900).

48 Reckoned in today’s monetary values, 2d is approximately 52d (approximately A$0.89).

49 Reckoned in today’s monetary values, 6d is approximately £2 (approximately A$4).

50 Reckoned in today’s monetary values, £5 is approximately £314 (approximately A$560).

51 Brockliss et al., Nelson’s Surgeon, p. 24. See also Appendix F, Volume 2 of this publication.
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a move that would easily have cost their parents the not-insignificant
sum of £50 to £100,>* or even more if the practitioner was a fashionable
London doctor.

[This] ... was not usually, however, the sum of their studies ... a large
proportion of [army] ... surgeons spent a further one or more years at
the burgeoning medical schools in London, Edinburgh, and Dublin ...
Navy surgeons ... do not seem to have done so in such great numbers as
their army counterparts.

... [T]he cost to the family of sending a son to medical school was again
appreciable ... most six-month courses would cost 20 guineas.” When
account is taken of the cost of [medical] instruments, books, clothes, and
entertainment, the average medical student could expect to spend £200
a year,”* much the same as a young gentleman at Oxford or Cambridge ...
Their parents had clearly marked them out for a medical career, invested
heavily in their training, and presumably sanctioned or even intended
their entry into the service ...

The choice between the army and navy must have depended largely on
family connections ... Where a surgeon had made the decision off his
own bat, then his preference was probably determined by people whom
he encountered during his education.>

In 1747, R. Campbell wrote: ‘Thus I have said as much of surgery as is sufficient
to give the parent a tolerable notion how to prepare his son for such a charge.
It appears, that it requires a good genius and liberal education, which can be
attained but by great expense.”>

Of course, once literacy had been acquired, the possibility for self-education
emerged (if so inclined, even a tradesman’s son would have had access to the
world of novels, plays, history and foreign literary masterworks in translation).”

There can be little doubt that surgeon George Worgan was well educated. The
quality of prose in his letters and journal attests to this fact. His letters and
journal give clear insights into his personality and professionalism, and show
him to be an intelligent, articulate man with keen observational powers and a
pleasant wit.

52 Reckoned in today’s monetary values, £50-100 is approximately £3100-6300 (approximately A$5600—11
100).

53 Reckoned in today’s monetary values, 20 guineas is approximately £1300 (approximately A$2300).

54 Reckoned in today’s monetary values, £200 is approximately £12 600 (approximately A$22 000).

55 Brockliss et al., Nelson’s Surgeon, pp. 20-3.

56 Campbell, The London Tradesman, p. 57.

57 See Jordan, The Convict Theatres of Early Australia 1788-1840, p. 90.
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What Did George Worgan Look Like?

No portrait of George Worgan exists. There is, however, a picture drawn in
1789—that is, two years before George Worgan returned from Sydney Cove to
London—which appears as an engraved vignette on the title page of Captain
John Hunter’s (1737-1821) An Historical Journal of the Transactions at Port
Jackson and Norfolk Island.’® The vignette depicts Governor Phillip (1738-1814),
John White (1756?—1832), the colony’s principal surgeon, and George Worgan
(among others) visiting a young Aboriginal woman who is recovering from an
illness (Plate 48). The event portrayed transpired during an expedition to the
Hawkesbury River,” in July 1789.

The vignette is based on a sketch drawn by John Hunter (Second Captain of the
Sirius). Of Hunter’s artistic skills, John White wrote: ‘Captain Hunter has a pretty
turn for drawing.* (‘The experienced and respected captain Hunter was regarded
as a “man devoid of stiff pride ... most accomplish’d in his profession”.)*!

It is reasonable to conclude that Hunter’s original sketch, and the vignette that
was based on it, contains reasonable likenesses of the individuals represented—
even though the original sketch was subsequently ‘copied and reworked by a
professional artist in order to provide” an improved and more suitable ‘basis for
the engraver’.*

Unfortunately, John Hunter does not specifically identify each of the men represented
in the vignette. We know that the expedition comprised Governor Phillip, Captain
David Collins, John Hunter, marine First Lieutenant George [John| Johnston, John
White, George Worgan, Newton Digby Fowell (1768-90; a ‘gregarious, optimistic
and well-connected” midshipman on the Sirius, ‘destined for ... a fatal encounter
with the Batavia fever’),*> and marines.* Captain Hunter described the expedition

58 J. Hunter, An Historical Journal of the Transactions at Port Jackson and Norfolk Island, with the Discoveries
which Have Been Made in New South Wales and in the Southern Ocean, Since the Publication of Phillip’s Voyage,
Compiled from the Official Papers; Including the Journals of Governors Phillip and King, and of Lieut. Ball; And
the Voyages from the First Sailing of the Sirius in 1787, to the Return of that Ship’s Company to England in 1792
(London: John Stockdale, 1793).

59 A river running ‘for 120 kilometres from the confluence of the Nepean and Grose rivers west of Sydney
to Broken Bay north of Sydney’. N. Clugston, ‘Hawkesbury River’, in Dictionary of Sydney (2008).

60 J. White, Journal of a Voyage to New South Wales with Sixty-Five Plates of Non Descript Animals, Birds,
Lizards, Serpents, Curious Cones of Trees and Other Natural Productions (London: J. Debrett, 1790), p. 107.
Quoted in J. Hoorn, Australian Pastoral: The Making of a White Landscape (Fremantle, WA: Fremantle Press,
2007), p. 16.

61 Groom, First Fleet Artist, p. 10. Groom takes the quotation from Daniel Southwell (1764?-97), ‘Letter to
his mother’, 19 May 1787. Quoted in Gillen, The Founders of Australia, p. 185.

62 S. Hunt, ‘The Collector and the Collection’, in S. Hunt and G. Davison, Sydney Views 1788-1888 from the
Beat Knoblauch Collection (Sydney: Historic Houses Trust of New South Wales, 2007), p. 10.

63 Groom, First Fleet Artist, p. 11.

64 J. BEgan, Buried Alive: Sydney 1788-1792. Eyewitness Accounts of the Making of a Nation (Crows Nest,
NSW: Allen & Unwin, 1999), p. 123.
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as comprising ‘the governor, Captain Collins (the judge-advocate), Captain Johnston,
of the marines, Mr. White, principal surgeon of the settlement, Mr. Worgan, Mr.
Fowell, and myself, from the Sirius, and two men, all armed with musquets’.®’
Contemporaneous portraits reveal that Governor Phillip ‘had a high forehead,
a long nose, dark eyes and an olive complexion. He had a slight figure with
sloping shoulders.* In Plate 48, the long nose and sloping shoulders of the figure
standing second from the right suggest that this may be Governor Phillip. The
figure’s ‘appearance and bearing ... suggest’ calm, dignity and authority; in
short, ‘sensibility—a key feature of the Enlightenment period. It was an attitude
reflected in moderation and rationality. Discussion was preferred to disputation,
conversation to controversy and politeness to pedantry. In polite society at least,
machismo was vulgar and unfashionable. It was certainly not Phillip’s style.”*’

Surgeon John White (seated) ministers to the Aboriginal woman. White ‘was
considered a conscientious and humane man, whose care ... was attentive and as
caring as was possible in the circumstances’.®® (White’s interest in the Aboriginal

race extended to his adopting Nan-bar-ray, an Indigenous boy from Sydney.) ¢

The figure standing between the tree and the back of the shelter—that is, the
figure with the brimmed hat standing third from the right/third from the left—
may be George Worgan. Like that of his seated medical colleague, surgeon John
White, Worgan’s gaze is intently fixed on the Aboriginal woman. As far as can
be seen, the build of Worgan’s shoulders and upper arms is similarly muscular
to that of surgeon John White; for both surgeons, this muscularity not only
appears to be greater than that of their colleagues, but is also consistent with the
strength required by an eighteenth-century surgeon.”

The figure standing behind the shelter (second from the left) whose hat has no
brim, and whose attention is fixed upon Governor Phillip, may be Captain David
Collins. Collins” hat resembles one that is depicted in an engraving of a similar,
if not the same, event, published in 1793 in Michael Adams’ (fl. 1793) The New

65 J. Hunter, An Historical Journal of the Transactions at Port Jackson and Norfolk Island, by John Hunter,
The Project Gutenberg EBook, No. 15662 (2005) [Originally published London: John Stockdale, 1793], Chapter
VI, ‘Transactions at Port Jackson May 1789 to January 1790".

66 1Ibid., p. 6.

67 M. Pembroke, Arthur Phillip: Sailor, Mercenary, Governor, Spy (Melbourne: Hardie Grant Books, 2013),
p. 165.

68 Parker, Arthur Phillip, p. 68.

69 See J. Barkley-Jack, Hawkesbury Settlement Revealed: A New Look at Australia’s Third Mainland
Settlement 17931802 (Dural, NSW: Rosenberg Publishing, 2009), p. 285.

70 See ‘The Life of a Surgeon’, above.
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Royal System of Universal Geography (Plate 49).”" In the Adams engraving, not
only is Collins specifically identified, he is also depicted as the only member of
the party wearing a hat with no brim.

In the vignette (Plate 48), the person standing behind the shelter on the extreme
left, looking into the distance and supporting his gun on his shoulder, may be
John Hunter. In the foreground on the right, John Johnston, in marine uniform
(presenting his back to us), looks on.

Plate 48 Unknown artist, engraved from a sketch by John Hunter (1737-
1821): Governor Phillip, John White and George Worgan [?] Visiting an
Aboriginal Woman, Who is Recovering from lliness.

Source: Image on the title page from J. Hunter, An Historical Journal of the Transactions at Port Jackson and
Norfolk Island (London: John Stockdale, 1793). Engraving: 29.0 x 23.0 cm. Reproduced with permission
of the Ballarat Mechanics Institute Library.

John Hunter described the event depicted in the vignette; he records that near
Pittwater:

[O]ur tents etc were no sooner up than we went to visit our young female
friend, whom we now found in a little bark hut upon the beach ...

71 M. Adams, The New Royal System of Universal Geography. Containing a Complete, Full, Particular, and
Accurate History and Description of all the Several Parts of the Whole World ... Including Every Interesting
Discovery and Circumstance in the Narratives of Captain Cook’s Voyages Round the World. Together with all
the Recent Discoveries Made in the Pelew Islands, New Holland, New South Wales, Botany-Bay, Port-Jackson,
Norfolk-Island ... Carefully Written and Compiled from the Late Journals of the Voyages and Travels of Captain
Phillip, King, Ball, Hunter, White ... The Whole Forming a Complete, Authentic, Copious, and Real New
Geographical Library (London: Alexander Hogg, 1793), Plate facing p. 19.
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She had with her a female child about two years old and as tiny a creature of
that age as I ever saw, but upon our approach, the night being cold and rainy
and the child terrified exceedingly, she was laying with her elbows and knees
on the ground covering the child from our sight with her body, probably to
shelter it from the wet, but I rather think on account of its terrors.

On our speaking to her, she raised herself up and sit on the ground
with her knees up to her chin and her heels under her, and was at that
moment I think the most miserable spectacle in the human shape I ever
beheld. The little infant could not be prevailed on to look up, it lay with
its face upon the ground and its hand over its eyes. We supplied her ...
with birds, fish and fuel to keep her fire in with. We pulled a quantity
of grass to make her a comfortable bed and covered her little miserable
hut so as to keep out the weather.”

George Worgan makes no mention of this event in his journal. On Monday, 28
April 1788—a little more than 14 months prior to the event depicted in the
vignette—Worgan expressed his hope that he might obtain Governor Phillip’s
‘[p]ermission to accompany him’ in a proposed future expedition.” The intention
of the proposed expedition was to investigate ‘very high mountainous land,
which ... the Governor means to visit’.” Forty-five days later, on Thursday,
12 June 1788, Worgan writes: ‘The Governor intends to visit these mountains
shortly, and i have his permission to accompany him in this excursion.””” The
proposed expedition never took place. Nevertheless, Worgan was a member of
several expeditions, including to the Hawkesbury River, Broken Bay and the
upper Nepean (where the Worgan River was named after him).”

Worgan does not mention his participation in any expedition comprising the
personnel depicted in the engraved vignette. As the version of Worgan'’s journal
that has survived is not his ‘fuller & more accurate’”” version, we have no record
written by Worgan that describes his involvement in the July 1789 expedition
to the Hawkesbury River. It may be that Captain John Hunter’s 1789 sketch,
subsequently transformed into the engraved vignette (Plate 48) on the title
page of his An Historical Journal of the Transactions at Port Jackson and Norfolk
Island, contains the only known representation of George Worgan. Of the seven
men depicted in the engraving, however, Governor Phillip is the only person
who can be identified with any certainty.

72 Quoted in Egan, Buried Alive, p. 124.

73 See Worgan, Journal of a First Fleet Surgeon by George B. Worgan, p. 43.
74 1bid., p. 43.

75 1Ibid., p. 10.

76 See G. Skinner, ‘Worgan, George’, in Dictionary of Sydney (2008).

77 Worgan, Journal of a First Fleet Surgeon by George B. Worgan, p. 58.
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The subject matter of the vignette shown in Plate 48 is strikingly similar to
that of an engraving found in Michael Adams’ (fl. 1793) The New Royal System
of Universal Geography:” this engraving is entitled ‘Captains Hunter, Collins
& Johnston, with Governor Phillip, Surgeon White, etc Visiting a Distressed
Female Native of New South Wales, at a Hut near Port Jackson’ (Plate 49).

Plate 49 Unknown artist: Captains Hunter, Collins & Johnston, with
Governor Phillip, Surgeon White, etc Visiting a Distressed Female Native of
New South Wales, at a Hut Near Port Jackson.

Source: Plate facing p. 19 in M. Adams, The New Royal System of Universal Geography (London: Alexander
Hogg, 1793). Engraving: 14.1 x 19.7 cm. Reproduced with permission of the National Library of Australia,
Canberra. Pictures Collection, nla.pic-an7890412.

Using the order of personnel listed in the title as a means to identify those
depicted, the engraving depicts (from right to left):

1. anunidentified person presenting his back to us, walking into the bushland;
this person holds a gun in his left hand, and may be guarding the party

2. Captain Hunter (second on the right, the first whose face is visible) holding
the barrel of a gun

3. Captain Collins (wearing a hat with no brim) wielding an axe

78 Adams, The New Royal System of Universal Geography, Plate facing p. 19.
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4. Captain Johnston supporting a gun on his left shoulder

5. Governor Phillip standing in the foreground; his right hand is placed upon
his left, and his gun leans against his torso

6. surgeon White (on the left, standing behind the shelter) looking down upon
the Aboriginal woman.

Perhaps George Worgan, who, when in the company of such colonial luminaries was
not regarded as being of equivalent importance, is represented by the title ‘etc’.

George Worgan’s Father, Dr John Worgan

It is reasonable to assume that George gained a knowledge of (if not also
a passion for) music from his father, Dr John Worgan. Dr Worgan, having
sanctioned his son’s entry into the navy, enjoyed a reputation and abilities as
a professional musician that would have enabled him to earn an income that
was more than sufficient to pay for George’s medical training. Dr Worgan was
organist and composer at Vauxhall Gardens” between 1751 and 1761, and later,
a composer there between 1770 and 1774. At Vauxhall Gardens, Dr Worgan had
to compete ‘with fireworks, tightrope dancers, and parachuting balloonists for
his audience’s attention’.®

John Worgan was born on Monday, 29 May 1724. Approximately five months
later, on Thursday, 2 November, he was baptised at the church of St Botolph,
Bishopsgate.* Following the death of both his parents, John (a musical child
prodigy) was educated by, and learned the organ from, one of his older brothers,
James (1713-53), who was a friend of Handel.

James was ... organist at both St Botolph Aldgate® and St Dunstan-in-
the-East.* He has been cited as the first organist at Vauxhall Gardens,
but there is conflicting evidence: Charles Burney asserted that Thomas
Gladwin was the first organist, from about 173738, when the organ was
installed, to about 1745, when [James] Worgan was appointed.

79 ‘Vauxhall Gardens was an outdoor pleasure garden in London. Those persons who paid a shilling to
walk its paths could ... hear music outside, emanating from the Musical Temple, and indoors, in the Music
Room.” L. Ritchie, Women Writing Music in Late Eighteenth-Century England: Social Harmony in Literature and
Performance (Aldershot, UK: Ashgate, 2008), p. 133, fn. 1. See ‘Vauxhall Gardens’, in Cary, Cary’s New and
Accurate Plan of London and Westminster, Map Reference 52.

80 Isacoff, A Natural History of the Piano, p. 61.

81 Entry ‘P2119’, in Tom Hodgkinson’s Ancestors. See Bowles, Bowles’s Reduced New Pocket Plan of the Cities
of London and Westminster, Grid Reference Gn, Reference Number 23 (on the western side of Bishopsgate
Street, opposite Houndsditch).

82 See ibid., Grid Reference Hn, Reference Number 22 (on the northern side of the intersection of
Houndsditch and White Chapel).

83 Seeibid., Grid Reference Go, Reference Number 29 (on the eastern side of Mincing Lane, off the southern
side of Tower Street, near to the south-western side of the Tower of London).
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James’s [musically gifted] sister Mary (bap. London, 23 April 1717—
after 1768) succeeded James as organist at St Dunstan-in-the-East, being
elected on 11 May 1753.%

Mary Worgan was also a composer. During the mid-eighteenth century, her
song ‘The Dying Nightingale’ (1740) was extremely popular. Its anonymous
lyric, ‘Set to Musick by Miss Worgan’,* includes a voice that purports to be
that of the nightingale.* In the last verse, following a

farewell to Arcadia ... the nightingale offers her mate the bittersweet
reflection that although she is dying and he too may soon succumb to
the ‘supream Decree of Fate’ ... there is no delight in lingering where
their lyrical gifts are no longer valued:

Yet let it not disturb our peace,

These times no more to see,

When hooting owls, & gabbling geese,
Are priz’d as much as we.

What has seemed a sedate neoclassical pastoral metamorphoses into

. allegory. Musical pedants (‘hooting owls’) and those who flock to
new musical trends (‘gabbling geese’) have mobbed the cultural field
previously occupied by those musical artists (nightingales) with a
refined, educated, and historical sense of music’s social purpose and its
affective potential. The lyricist uses the ostensibly apolitical neoclassical
pastoral to launch a subversive attack on the current direction of musical
aesthetics.”’

On the strength of this song alone, it is reasonable to assume that Mary Worgan
was not only a musician who knew her own mind, but also one who possessed
unswerving integrity in relation to her philosophy of musical art.

Like his older brother James, another of John Worgan’s older brothers, Charles
Worgan (bap. Thursday, 14 February 1726), was also a musician. Charles, a
merchant, settled in Port Royal, Jamaica, where he was an organist.*

84 P. McGairl, ‘Worgan’ (n.d.).

85 M. Worgan, The Dying Nightingale. Set to Musick by Miss Worgan (London: British Library, 1740),
Shelfmark H 1994 b (89); reproduced in Ritchie, Women Writing Music in Late Eighteenth-Century England,
p. 145.

86 See Ritchie, Women Writing Music in Late Eighteenth-Century England, p. 144.

87 1Ibid., p. 146.

88 See Bacon, ‘Memoir of the Life and Works of John Worgan’, p. 114. See also J. S. Sainsbury, 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 of a Hundred Original Memoirs of the Most Eminent Living Musicians; And a Summary of the History
of Music, 2nd edn (London: Sainsbury & Co., 1827), Vol. 2, p. 546.
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Following tuition by his brother James, John Worgan studied under the composer
and organist Thomas Roseingrave (1688—1766), who was a passionate advocate
of the scintillating keyboard music of Domenico Scarlatti. John Worgan also
studied under the Italian composer and violin virtuoso Francesco Geminiani
(1687-1762). Geminiani, who came to London in 1714, had studied under the
famed violinist and composer Arcangelo Corelli (1653—1713) and the celebrated
composer Alessandro Scarlatti (1660-1725).%

John Worgan gained a Bachelor of Music degree from Cambridge University (at
St John’s College)” in 1748. Five years later, on Saturday, 1 September 1753, he
married Sarah Mackelcan at the Church of St Peter le Poor, London® (Sarah was
a music pupil of John Worgan’s older brother James).

John Worgan was slightly less tall than ‘the common standard, and somewhat
squarely ... framed’; he was ‘dark, handsome and expressive’.”* In late April
1780, The Morning Chronicle and London Advertiser described John Worgan as

a ‘gentleman of the most respectable character ... and of the first rank in the

profession of music’.”

In 1755, John Worgan published his Trio for Three Voices. With Instruments.
Sung by Miss Burchell, Miss Stevenson, and Mr. Lowe in Vaux Hall Gardens. The
publication inscription contains details of Worgan'’s address at the time: ‘Printed
for the author and sold at his house in Millman Street, facing St. John's Chapel,
Bedford Row, Holborn.”*

Eight years later, Mortimer’s London Directory of 1763 erroneously gives John
Worgan’s address as St John’s Square, near Clerkenwell Green (in the then
northern outskirts of the city).” The Public Advertiser of Tuesday, 27 March
1764, however, provides (by not confusing the whereabouts of the relevant
St John’s) a correct address: ‘Mr. Worgan's House, facing St. John’s Chapel,
Millman-street, Bedford Row, Holborn®® (in 1760, John Worgan became

89 See R. Southey, M. Maddison and D. Hughes, The Ingenious Mr Avison: Making Music and Money in
Eighteenth-Century Newcastle (Newcastle upon Tyne: Tyne Bridge Publishing, 2009), p. 30.

90 See Bacon, ‘Memoir of the Life and Works of John Worgan’, p. 114, fn. t.

91 See ‘Entry P2119’, in Tom Hodgkinson’s Ancestors. See also Bowles, Bowles’s Reduced New Pocket Plan of
the Cities of London and Westminster, Grid Reference Gn, Reference Number 69 (on the northern side of Broad
Street, near the intersection of Throgmorton Street).

92 Bacon, ‘Memoir of the Life and Works of John Worgan’, p. 131. See also ‘16.—S. Andrew Undershaft’, in
C. W. Pearce, Notes on Old London City Churches. Their Organs, Organists & Musical Associations (London: The
Vincent Music Company, 1907?), p. 82, fn.

93 See The Morning Chronicle and London Advertiser, 28 April 1780, No. 3415, p. 1.

94 J. Worgan, A Trio for Three Voices. With Instruments. Sung by Miss Burchell, Miss Stevenson, and Mr. Lowe
in Vaux Hall Gardens (London: Printed for the Author, 1755). See J. Stainer, Catalogue of English Song Books
Forming a Portion of the Library of Sir John Stainer (London: Novello, Ewer & Co., 1891), p. 92.

95 See McGairl, “Worgan’. See also “Worgan, John', in Highfill et al., A Biographical Dictionary of Actors ...,
Vol. 16, p. 273. See also ‘St. Johns Square’ and ‘Clerkenwell Green’ in Cary, Cary’s New and Accurate Plan of
London and Westminster, Map Reference 21.

96 The Public Advertiser, 27 March 1764. Quoted in Handel Reference Database 1764.
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organist of St John’s Chapel, Millman Street, Bedford Row).” Millman Street
lay one block south-east from the Foundling Hospital (it seems that Millman
Street was regarded as insignificant enough to warrant its exclusion from any
London map until 1795).”® In Millman Street, John Worgan lived at number 7.%
The Public Advertiser describes John Worgan’s house as ‘facing St. John’s Chapel,
Millman-street’.'® It is reasonable, therefore, to propose that the Worgan family
lived in a house situated on the eastern side of Millman Street, at the southern
end, presumably either near, or on the corner of, Chapel Street.'”

It seems that Dr John Worgan called 7 Millman Street home for approximately 20
years (in 1780, Dr Worgan's son Joseph [1768—1825] enrolled at Eton College; as
part of Joseph'’s particula